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Cultural Production:
Wanrding Off Barrenness

All is not well with cultural production in the Arabic-speaking
world. It still oscillates between the denial of its economic
dependency on the one hand, and its dissolution therein on the
other; between denying its status as “production”, and becoming
nothing more than content development. And besides, it remains
in its launching phase, while its performers, the producers, labor
to finalize it. They do this by carrying on with their work, while
continuously pointing out the basic conditions of possibility that
their work is denied.
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These deficient requirements are undoubtedly many, the most
prominent of which being the lack of freedom of expression and
the impossibility of full-time dedication, along with a market
stagnation aggravated by the degradation of planning processes
into measures for profiteering.

And yet in spite of this general state of affairs, cultural production
in the Arabic- speaking world continues to expand and diversify.
The works presented by AFAC in this publication constitute a

kind of manifesto about the bountifulness of this production, and
their makers tackle obstacles through whatever means they have
at their disposal, knowing that they not only need to accomplish
their work, but also to supply the underlying structure, trajectory,
positioning, even the history of this accomplishment.

The words of film director Ali Essafi when speaking about his movie
“The Seventh Gate” aptly convey the situation: “We do not enjoy
the privilege of being artists only, but we also must be researchers
and historiographers. Artists must do many things.” Artists and
cultural producers in general have inherited the barrenness alluded
to by the filmmaker. It weighs heavy on him and on them. Yet, they
continue to produce in order to end this barrenness, or at least they
try to; for it is deep-seated, consecrated by different powers as a
reality that serves them well.

At times, living under this legacy of barrenness is like moving in a
sweltering desert. Faced with it, cultural producers are obliged to
be more than they are, to be “researchers and historiographers”
certainly, but also to involve themselves in domains they did not
initially consider. The reality of this legacy and its overseers push
them into these domains, which although pivotal can be absent,
almost nonexistent.
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For example the music band “Mafar” are not granted their place
among other groups of artists via the “distinction” of musical
composition. Rather, their second album “Visa” is a glaring act of
resistance against Israeli occupation, among other things. “Mafar”
are here asserting that their work is eminently political, that their
engagement goes beyond the production itself. The same goes

for the project “Think Tanger” by Hicham Bouzid who, along with
his companions, uses art to cast a different eye and a closer look
at the Moroccan city, seeking an encounter between the citizens
of Tangiers and cultural producers where both parties get busy
diagnosing the problems of the city.

Following this trajectory, cultural production may be defined as
social production, starting from the sharing of urban space and the
desire to improve it. But cultural production can also produce an
approach, as is the case with the project “Living Room” by Sandi
Hilal. After working with refugees in occupied Palestine where

she examined how technocracy is used in dealing with them, Hilal
sought a reversal of the situation through an alternative approach
to exile, which avoids the traps of victimhood and misery.

Along the same lines, “Normal Abnormal”, Abd Doumany’s photo
project on the siege imposed by Bashar Al Assad on the Syrian
people, documents the reality of what goes on in Syria beyond
the media’s coverage of the events, where the besieged are only
numbers. Here photographic production produces an alternative
gaze that draws close to realities instead of canceling them.

Cultural production can also be in the service of a particular
issue. The project “Impact Data Lab” dedicates its model and
production training to the service of Palestinian human rights;
the project “Andariya” seeks to go beyond divisions in Sudan.
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Umam Documentation and Research’s project “The Passionate

of Darkness - Exploring Political Prison Culture and Practices

in the MENA” is another example. Its entire production centers
around incarceration in the region, and aims to create a space that
brings together all concerned parties. Cultural production can also
concern itself with one trend or direction, as is the case with Hewar
Independent Theatre Group who in their forum “Theater is a Must”
in Alexandria focus their production, performances and workshops
on political theater in the wake of the Arab Spring. They seek to
reassert the importance of this particular theater that opens the
stage to spectators instead of keeping them at bay.

It would be accurate to say that one of the conditions of this
cultural production leads to its transformation into a production
of narratives. This is what concerns artist Khawla Ibraheem in

her project “Borders”, which she started after remembering her
grandmother’s tale about her father’s heroic journey from the
Golan Heights to Syria. Ibraheem seeks to produce a narrative that
cancels the limits between the two places and creates a space that
joins them. Not far from this context, director Nadir Bouhmouch
narrates in his film, “Amussu”, a static experience of “Imider”,
where the residents confronted the industrial company — SMI -

as well as their official supporters - resisting its exploitation of
their natural resources, seeking to curb their control of their
minerals, soil, and water. The film is their story of struggle.

This is also true of the film “Erased,  Ascent of the Invisible”

by director Ghassan Halwani, where he addresses the case of
individuals who went missing during the Lebanese civil war.
Through this work, Halwani is insisting that every one of them is

a distinct person with their own story, and that no matter what
changes have occurred in Beirut after the Taef Accord, they cannot
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erase their memory or zealously re-absent them. This narrative
trend also applies to the work of Comra Doc Film Camp, which
provides aspiring Yemeni directors with the necessary tools to film
the events and stories in their war-damaged country. But besides
being a narrative craft, cultural production also produces research,
which is sometimes ongoing. Artist Jumana Manna was conducting
research about Syria, Lebanon and Palestine and interrogating her
relationship to these countries when she found the subject of her
film “Wild Relatives”. Ali Essafi’s film “The Seventh Gate” is like a
vestige resulting from his digging into archives and memory in the
face of official amnesia in Morocco.

It goes without saying that cultural production, as demonstrated
by the above-mentioned works, is diverse in its directions. It is
also needless to say that this diversity does not indicate affluence,
but a confrontation with the legacy of barrenness, which has

been transferred to these producers, who try to cope with it. And
so they are artists, researchers, storytellers, archivists, activists,
politicized, citizens, media people... While this in fact gives their
production its many forms and facets, it threatens their work while
remaining locked in warding off the barrenness. And in some cases,
when the excess of production becomes mere accumulation of
content, it seems like a mere avoidance of it. Also, if this process
of warding off continues for too long, it threatens to turn into an
attachment to the barrenness, a situation that it becomes crucial
to undo. What is needed then is programming and planning, rather
than concealing the barrenness with denial or overproduction.
Barrenness is certainly a scourge and should not be considered a
“privilege” or a “distinction”.

Roger Outa
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DOCUMENTARY FILM

PALESTINE

JUMANA MANNA

Wild Relatives

Wild Relatives seeks to capture the contradictions and
ambiguities of modern seed preservation. Planting the
soil with seeds, extracting coal out of mountains, escaping
war in one valley, jogging in another; the camera follows
radically different human engagements with the earth
across two valleys, Longyearbyen in Svalbard, and the
Bekaa Valley of Lebanon. An Aleppo-based agricultural
research institute withdraws its backup collection of
seeds from the “doomsday vault”, in the Arctic circle, and
duplicates it in the Bekaa, to secure their accessibility
for breeders around the world. Tracking the movement
of these seeds traces a matrix of relationships entangled
in the global food regime; including governments and
philanthropic organizations, scientific research institutes
and farmers, crops, animals and insects.

EXPLORING
RESILIENCE IN PRESERVING PROVOKING

MIGRATION HERITAGE CRITICAL THINKING
AND EXILE




Jumana Manna

% Tell us about your film project “Wild
Relatives”. How did the film come about?
What inspired you?

Jumana Manna: There is more than one starting point but it mainly
came about when I was thinking of Syria. As a Palestinian artist and filmmaker
I was reflecting on Syria without having ever been there. Historical films or
artworks have been made in solidarity with the Palestinian cause by Syrians
and Lebanese, and yet there is little done by Palestinians in return, since the
Syrian revolution. This has been on my mind for some years now and the
project emerged as a result of previous research, specifically on a project about
the herbarium at the American University of Beirut. The herbarium is one of
the earliest attempts at a modern system of plant taxonomy in the region.

If we observe the fields of archeology or music or photography or language,
preservation efforts have been the cause of the very same thing that they
are preserving against. There is a contradiction that I have been exposed
to throughout my practice. I wonder about contemporary parallels of plant
organizations and their current impact on plants or human relations. This is
how I came to the seed banks as a modern parallel. Seed banks are basically
storages of seed varieties, both wild and cultivated that are kept frozen at
minus 18 degrees Celsius, usually in research institutions, and they are used
for breeding purposes.

When I began the research on seed banks, I learned about a center called
ICARDA (International Center for Agricultural Research in the Dry Areas),
which was forced to move from Aleppo to Lebanon in 2014. This was due to
the revolution spreading to Aleppo which prevented ICARDA from continuing
their activities there. They left behind a significant seed bank containing over
140,000 samples of diverse seeds, and it is considered the most important
collection of seeds from our region and beyond, including dry areas such
as Afghanistan, Ethiopia, South Africa, and the Middle East.

Although they relocated some of the facilities to Lebanon, the seed bank
remained in Aleppo. In order for the ICARDA to continue their work, they
decided to create a new duplicate collection by planting back-up seeds.
Every seed bank has back-up seeds stored elsewhere in the world. To create
the duplicate you plant the back-up seeds, the seed turns into a plant, it
is harvested, dried and frozen again, and that is how a new seed sample
is created. In order to duplicate the seed bank, they decided to withdraw
back-ups which they had stored in the Arctic circle, in what is called the
global seed vault - a back-up facility for hundreds of gene banks around the
world, funded by Norway and other international bodies that have to do with
seed banking and agriculture research. The global seed vault is actually not
supposed to be used and is meant for the distant future, as the final backup
for humanity’s food in case of any major natural or man-made disaster.
This was therefore a premature usage of the vault, with Aleppo being the

first case for this need to withdraw back-up seeds in order to replant them.
Evidently, it attracted a lot of media attention. As Aleppo was indeed a
doomsday city in that period, this withdrawal of seeds became symbolic of
both the situation in Syria as well as the kind of instability in the world at
large and our region more specifically.

% As a Palestinian working on a

project about Syria, how did you find a
connection between Syria and Palestine,
and what you have been through as a
Palestinian?

JM: For me the links are obvious in terms of the experience of massive
violence and mass expulsion. However, the fact that I lived in Berlin and
came into contact with a large number of Syrians, which was not the case
before, I became more intimate with the Syrian question as a result of many
exiled Syrians. It was also a way for me to undertake a project outside of
Palestine. Lebanon is closer, but again a very different reality.

N There are many dimensions to the
backdrop of your film: a war, a man-
driven catastrophe and then climate
change and the storage of seeds for
potential apocalypse-like events. What is
your view on this?

JM: 1 was thinking about this question of climate change and how one
can talk about it in a way that does not compromise other forms of politics
in the region. How can we talk about the impact of climate change and Syria
without it becoming just a tool misused by the regime to shed responsibility
on why the revolution started in the first place, and to examine how the Syrian
regime contributed to the intensification of catastrophic climate conditions
through its use of water and agriculture in the region. This goes back to the
Green Revolution - the industrialization of farming in the 1960s and 1970s,
which was mainly an American-driven endeavor that was adopted across the
world, and ICARDA being one result. Thus I started looking at the relationship
between the history of ICARDA, an Institute that comes out of an ideology
seeking to intensify agriculture through irrigation and the distribution of
modern seeds and chemicals, and the current crisis in Syria.

I'was thinking of the Green Revolution in relation to the Syrian revolution - the
Green Revolution being an agricultural movement to encourage third world
farmers to enter a global market of commodity production; in other words
to move from traditional sustenance farming into commodity production
of agriculture. The film started from the transaction of seeds and then
branched into much bigger
questions that are related to
the transformation of rural
communities as a result of
industrial farming, and how
the dismantlement of rural
communities with little
alternatives is part of the
reason why we are in the
chaos that we are in today.
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% Tracking these seeds from Aleppo to
Lebanon, did you find it ironic that the
second resting place for this seed bank
is the Beqgaa Valley, in Lebanon, which
which is not much more stable than
Syria?

JM: What is ironic is that ICARDA was established in Lebanon in 1976
and they moved to Syria because of the civil war in Lebanon, and then
moved back to same place they moved away from because of another war!
So in a sense ICARDA embodies the Lebanese-Syrian relations or population
transfers due to the various crises.

N Can you tell us more about the
research on the film when you went to
the Beqgaa Valley, and your findings, which
probably went beyond the scope of the
film?

JM: Thad to learn a lot about bio-technology; I knew nothing about plant
breeding before starting this project. What I found very powerful about this
story is that the seeds which were sent to Lebanon to be replanted are being
replanted by Syrian refugees, many of them from the Aleppo region. There
is this bizarre displacement of the seeds and the girls who are working in
the fields, with the difference being that the seeds have traveled all the
way to the Arctic and back while the girls just crossed to Lebanon where
they reside illegally, and they are the ones who are enabling these seeds
to be reproduced. My entire viewpoint on the Beqaa was focused on the
displacement, the relationship to land and the movement of both plants and
populations. The field research was based on sociological anthropological
procedures, talking to farmers in the Beqaa, who were both Syrians and
Lebanese, trying to understand their challenges and the relationship between
those two communities. Thus in the film, Youssef, who is the son of Lebanese
farmers from Sawiri, talks about how it is more profitable today to make
refugee camps on farmland than to plant, which makes a direct allusion to
this twisted economy that generates more money from putting up tents
than from farming.

A considerable amount of time went into this research phase, and through this
process I met Walid, the organic farmer who constituted the final chapter of
the film. Walid has nothing to do with ICARDA nor the transaction of the seeds.
He is creating a seed library together with a group of friends who exchange
organic seeds with one another. In fact, they totally disagree with the system
in which ICARDA and the global seed vault operate, because they feel like it
does not empower farmers, but rather empowers regimes and institutions.
These institutions participate in the centralization of seed distribution,

which puts more power in the
hands of states. Walid therefore
has both this anarchist and
radical perspective on how seeds
should be taken care of and
reproduced on a biological level,
without chemical intervention
whether with respect to the
soil, most importantly, or in the
relationship with states.

Going back to my research, I
was initially attracted to the
geographic connection between
Syria, Lebanon and the Arctic,
but I needed to understand
more about ICARDA which was
based in Syria for 40 years. I had
many questions as to what the
relationship was with the Syrian regime, because we know that there is no
institute that exists in Syria that is not under some kind of either surveillance
or in collaboration with the regime. Why was it established? What did it
mean to have an American-funded institute in Syria in the 1970s? What kind
of impact did it have on farmers and the region and the kind of seeds that
were planted and distributed. A lot of literary research went into learning
about the history of the Green Revolution, the industrialization of farming,
agriculture research institutes, and political ecology. Unfortunately, there is
very little that is written about these in Syria. I often had to reach my own
conclusions, based on the kind of patchwork I gathered from speaking to
researchers in universities and in reference to other cases across the world,
as well as speaking to the farmers themselves and to the ICARDA team of
scientists.

% What was your personal relationship
to this project and how it started and
where it led to, namely the world’'s
premiere and ensuing period? You
presented a different film on Syria,
standing out among a huge pool of films
that directly pointed to the obvious in
Syria which is conflict, refugees, politics,
the international community...and yet you
are not a Syrian director. How did that
affect you as a filmmaker in this journey?

JM: Permits were not a problem, it was just a hassle. One of the main
challenges was with the farming girls, in the sense that I wanted to shoot
more with them at home and to film them and their families. Given thatIam
not pushy, I tried in many ways to talk to them but they were very reluctant,
due to their brothers or fathers. And making them feel comfortable in front
of the camera of course takes time. The challenge with ICARDA was an issue
of censorship that I had to dance around and to bring the question of the
Syrian regime without putting any of the characters of the film in danger.

N What are your upcoming projects?
Where will this take you next?

JM: T am working on sculptures at the moment that are inspired by Khabias,
which is a traditional seed storage from our region. As for the next film, I
have various ideas, such as the politics of nature preservation as a cultural
practice in Palestine.



Jumana Manna
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PLATFORM

LEBANON

MONIKA BORGMANN
LOKMAN SLIM

UMAM

The Passionate of Darkness -
Exploring Political Prison Culture
and Practices in the MENA Region

The Passionate of Darkness is a regional, multilayered
and interdisciplinary project that seeks to create a
platform dedicated to matters related to detention,
prison, torture and trauma. The platform will facilitate
exchanges between artists, academics, former detainees,
related organizations and human rights advocates whose
actions are focused on such matters, thus bridging artistic
and cultural expressions and human rights initiatives.

SHEDDING LIGHT ENGAGING WITH THE PROVOKING

CIVIC SPACE CRITICAL THINKING

ON MARGINALIZED
NARRATIVES
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Monika Borgmann: This research project, which we proposed to
AFAC, is the result of several years of work during which a lot of efforts have
been invested on different levels. We felt that we have to bring together all
these elements on which we have been working for the past years, we have
also been accumulating a lot of materials along with multiple partners...
We also felt that the prison is a key to understand the situation in the Arab
region today.

Lokman Slim: Indeed, after years of working on this topic we realized
clearly the limitation of an exclusive artistic approach, the limitation of a
human rights advocacy approach, and the limitation of an exclusive security
sector reform approach. This feeling that there is a lacking synergy between
all these approaches, represents the rationale and the philosophy of this
project. We know very well that in this world it is unlikely to live without
prisons. However it is becoming unbearable just to continue denouncing,
and it is useless to keep playing the role of the victim. With the Arab spring,
a new dynamic was initiated. For the first time, prison really took its place in
the Agora, in the public space. Obviously before 2011 some countries had to
address this issue; Morocco had to address it, even while Hassan II was still
alive but it happened under the pressure of the international community.
In Syria there was an aborted attempt, however it could not have happened
without the death of Hafez El Assad. Then in 2011 it became a pressing issue
and we saw clearly how the counter-spring today is relying heavily once
more on the prison as a tool of suppression and oppression.

All these reasons led us conceptually to come up with a very simple idea
of trying to work on setting up a space in both senses, virtual of course but
which could also turn into a physical component, which deals with all these
questions and tries to bring around the table all those involved, even if we
know that some of the stakeholders will not be happy to be invited.

MB: We strongly believe in interdisciplinary projects. It is not the first
time that we are launching such an initiative, but as Lokman was saying, we
felt the past limitations of a purely human right oriented approach, or purely
artistic or purely security-oriented, so in bringing all these actors together,
we profoundly believed that a new dynamic can emerge from this.
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% A project of this scale and a project
that is this interdisciplinary, could not
generate the only desired outcomes as
raising awareness and advocating. So

do you have any foreseeable results and
goals which you want to result from this?

LS: Since it is a somewhat megalomaniac project, we would be very happy
if we succeeded in engraining the legitimacy of a regional forum dealing
with these issues and we know that we need to be very careful about our
expectations. But let me delve more in this megalomaniac approach: why
not have finally something like a report on the state of prisons in the Arab
world, on the one hand aggregating what human right activists are doing,
trying to sense what artists are doing, trying to have a look at what efforts
are being done in terms of security sector reform... actually saying clearly
that it is not a factual problem which pops off and on and then off again. It
is a long-standing problem, on the one hand it has to do with our political
culture, but also we cannot continue saying that it is inscribed in our genes.
So there are also solutions, which are being tested; sometimes they fail,
sometimes they get positive results. Keeping the debate at a certain level, I
would say if we succeed setting a standard for the debate, we would be very
happy and perhaps others could take on from what we did.

% But working on a regional level, do you
Nnot foresee the challenges it can pose,
because you will be dealing with so many
different contexts, different contexts of
imprisonment, different contexts of how
the public perceives political detention...

LS: Of course, it is a very relevant criticism which could be made to this
approach, and we know that perhaps we will never succeed in being fair
towards all the region we seek to cover. However, as we do not really believe
in country-based solutions, and as we believe that the cultural dimension
of the problem is an overwhelming one, we think that any shortcomings
we could face in implementing the project will be offset by the idea that
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looking for a country-based solution is not a solution.

% When you are working on a subject
where the majority of the people
affected are unreachable to you either
because they are still in prison or
because they are afraid of speaking
out for security reasons, how do you
approach that risk of coming off as a
shallow research because you are not
directly in contact with the majority of
your subjects?

L_S: This explains exactly why our approach from the beginning tries to
widen the number of stakeholders. We are aware that we will never be able
to reach out fully to everyone and therefore we believe that we should take
advantage of what others are doing on a more specific micro-level.

MB3: We have been building up, in the last years, a quite extensive network
with other organizations and this gives us also some confidence to have a
certain outreach. This network includes a web of former detainees.

LS: Commenting on the size of the network, the quantitative approach
is not the most important. What UMAM did and what it strives to continue
doing is exploring the possibilities of setting templates in a way. So what we
are trying to do is to try to engineer a template rather than doing all the work.
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N Hoew would you carry on the

work? Have you faced any challenges,
considering that most of the subjects
you are working around are prisoners,
which is predominant in repressive
regimes? How are you able to work on
that topic under repressive regimes,
what challenges do you face?

L_SS: There are several differences between oppressive regimes in this area.
The question pertains as to how to navigate in all these different situations.
Obviously if you tell me that now we will go to Cairo and start making
interviews with people, it will never work out. So if you take the Egyptian
example, for instance that we are reaching out to people who are already
working on this, who are not necessarily Cairo-based or Egypt-based, if you
are talking about Gulf states, which are another example where the issue
prison is getting more and more complex as the oppression is getting more
elaborated. Again we are trying to bring on board of our work, those who
are working specifically on countries or on issues, sometimes we need to
toy with the wording and sometimes we need to present the project as one
of just historical interest.

% The first point you mentioned was
that it is very evident that the human
rights approach only or the artistic
approach only, are not viable anymore. In
this project where you combine all these
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different disciplines, how do you think it
will take a more radical form than all the
previous work done?

LS: Our idea was that those actors or artistic practitioners or artistic
human rights activists need to be aware of this limitation and I think that
one of the aims of the project is to bring these practitioners to a kind of
self-criticism or at least to a certain level of awareness so that they stop just
living in their tribe in a kind of autistic mode. Will it be successful? I believe
it could make sense to raise these questions and to spread them, and when
we insist that we would like to always involve state actors, we believe that
it is another way of introducing the questioning everywhere.
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VISUAL ARTS

MOROCCO

HICHAM BOUZID

Think Tangenr

“Think Tanger” is a project based on the idea that
art and culture are vital for the development and
the vitality of the city. This platform is launched

to gather artists, thinkers, architects and designers
to create creative projects and art installation to
respond to the major social and cultural challenges
faced by the city of Tangier.

CONTRIBUTING TO

PRESERVING SOCIAL COHESION ENGAGING

WITH THE
CIVIC SPACE

HERITAGE AND COMMUNITY
BUILDING
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Hicham Bouzid

% Can you tell us more about your
project? Where it came from and what is
the inspiration behind it?

Hicham Bouzid: Think Tanger started 3 years ago with a very simple
idea. I would really like to tell the story of Think Tanger as a storyteller,
because I am myself from Tangier, and I have been living here since 2009,
with a 3-year break during which I was in Marrakesh, but I still did backs and
forths between Marrakesh, Casablanca and Tangier since I was working on a
project. Every time I was coming back to Tangier between 2014 to 2017, I was
observing so many things changing in the city. I mean literally witnessing
the expansion of the city; the explosion of the city even. And there started
the question: what was happening in the city? When we tried to find out
actually what was happening, we faced so many missing documentations
about the city, not really knowing what is occurring. We were going to the
urban agencies here, people were not really responsive, although it is our
right as citizens to know what is happening, because public money is going
there... Thus there was this interesting transformation occurring in the city
and we were feeling excluded as citizens from this mutation. And this is
really where Think Tanger started. We tried to put together — and when I say
we, I mean myself and Amina Mourid; she is my colleague and the Project
Manager - this project as a reflection and an attempt to understand what is
happening in town. The basic idea was a realization that mutations are taking
place, that there are big projects that the city is undertaking. Instead of going
to search for this information with people who work for the city, why don’t
we mix? So we can have either both citizen opinions, city workers’ opinions
and architects’ opinions. Trying to gather a whole panoply of understanding
the city and its changes. And this is literally how it started.

The first year we put together a whole program trying to understand what is
happening here, and the program was as follows: it consisted of an annual
art residency, where we invite 8 Moroccan artists from different practices;
a program of talks and conferences, and a program of trainings in cultural
management. The full year ended with an exhibition where we presented the
whole process of the first year, highlighting something going on in the city.
The art residency was here to highlight those mutations. When we search
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for Tangier on google, we constantly have these images taken by the French,
about how beautiful Tangier is, but we do not get a sense of what the city is
presently. The idea was to work with different artists, with different practices,
to give a sense of what Tangier's mutation looks like today. This is what we
did and I think we did it very well, because the 8 artists were all really great
practitioners; there were sound artists, photographers, designers, graphic
designers and illustrators, all gathered in one show with one theme. They
all had one open question or open sentence: Tangier, a city in mutation.
Each of the artists was taking his interpretation of the urban mutations.
The idea was also to give a real visual identity to these mutations.

Subsequent to this art residency program, was another program of talks and
conferences, which was a little bit more political, because we were trying
to open a conversation with politicians, with the people who work at the
city, at the wilaya...

% Conversations about what?

HRB3: For instance, the program with the politicians was about political
accountability, and the idea was to bring the people we voted for, into a larger
conversation to understand the city, what is happening to the city, what
projects the city is undertaking, and how we as cultural organizations could
be included in these reflections. It was really good, we were very passionate,
because we felt that we opened a very small part of a door, to start talking
with the local authorities. For instance, we engaged in a partnership with
Racines in Casablanca, working on cultural advocacy alongside the urban
challenges and the whole of arts and culture in the city. Specifically in this
very important moment where people are migrating into Tangier, there is
this rural exodus massively impacting the different communities of the
city, and our idea was to talk about the role of arts and culture in all these
levels of mutations, and how it could be considered since the beginning
in order to participate and help people to have a better integration in the
new urban spaces.

This was the program in the first year. Both the art residency and the talks/
conferences programs were one-year based programs. Following the first year,
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we had really experimented and started to understand what is happening
in Tangier. With that said, we asked ourselves along with the team of the
project: now we got into this stage; what would be the next step? How could
we be really active in the communities using arts and culture as our main
base, and go and experiment in the city through different practices? This is
how we spent the year 2017. We did not organize any full activities in the first
year, we did not launch the art residency nor any other initiative, and we are
still working on a real program of partnership with different communities
of the city, in order to try to be more impacting... In 2017, we first issued a
call for people of various backgrounds, and created a scientific committee
of Think Tanger, composed of 7 or 8 people from backgrounds such as urban
geographies, artists, designers, and architects and urban planners. We have
those different members with us today, who help us understand more, and
constitute a reference to understand so many things about the city.

% What impact did the project have
on local culture in Tangier? And is it
possible to translate the experiment in
other cities in Morocco? What about
the economic value of the project? You
mentioned that you are a curator and
you have different programs that are
offering artists opportunities that were
Nnot available before.. So do you think
your project had an economic value in
the arts and culture sector in Tangier
specifically?

22

HB3: Talking about the impact in general, whether economic, political or
the social impact of the project, I think we are generating it, since we would
not think about Think Tanger as a very long process that has objectives
10 or 20 years from now. It is really hard to talk about the impact of Think
Tanger today, because I could mention bringing on the communities, and
opening the conversation to the public about specific subjects that were not
specifically addressed before Think Tanger existed, or giving a platform to
those different communities in order to talk about what is wrong in the city,
etc. But the real impact that we are trying to provoke today is the ghetto, a
project within a specific community here, the Bni (M)akada, a neighborhood
that is very specific, it is very disconnected from the rest of the town, it has
a specific community that lives in informal settlements, informal housings.
The project is funded by AFAC. The idea is to work with the community
on the project conception. We will be working with artists and designers
to collect urban stories, to understand how this neighborhood was built,
who is living there, what are their narratives... In an attempt to look for
alternative storytelling that would explain the mutations and that would
explain Tangier in an entirely different perspective. There will be four full
series of workshops in psycho-geography, in radio (radio session workshops),
talking with the people... Everything will be showcased within an ephemeral
structure that we will be building in the neighborhood. The community is
very much involved in this process. It is all in progress, which is really nice
to hear that people today are starting to talk about Think Tanger, but not
in the arts and culture scene. We start to communicate about Think Tanger
and to deliver the message of Think Tanger, outside of the small community
that surrounds us, outside of the artists and cultural organizations that we
know in Tangier.

Think Tanger is starting to be more of a community project; people who
have no connection with the project (they do not live in downtown, they
do not have the habit to go to cultural organizations) start to talk about
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the project and be part of the project, and this is really important. Here we
can talk about the real impact, the economic and social impact in the sense
that we are really opening the conversation with people who do not think as
we, cultural practitioners, think. Moreover, all the workshops - there was a
series of 9 workshops — would leave in the community a certain knowledge
that could be reusable afterwards. One of the workshops is about how we can
build a cultural project; sessions on how to communicate, how to fundraise,
etc. The other one is about video. Thus this knowledge would be saved into
the community regardless of whether we continue or not. And I think here
we could also be talking about the economic impact of cultural projects in
a general way, and of Think Tanger specifically, within the community and
artists’ involvement.

% Have you faced any challenges,
whether logistical, social or political? You
mentioned you were trying to open up a
dialogue with politicians in Tangier, so did
you have any specific instances where
your work was challenged?

HB: Our work is really challenged every day, in so many different layers.
The social layer is very difficult, it takes a very long time, if you want to
work with communities, to settle a very confident relationship with the
community, and this is the number one challenge. We have been doing very
small workshops, doing social facilitation and games, etc.

The second challenge would be political: today we do not have any support
from the local authorities, nor from our government. This is because our
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practice is very new still. How can we produce the city differently and in
a more inclusive way? These kinds of speeches are very well heard within
the local authorities and the government. I am not saying that there is no
dialogue possible; I am very positive about it, because I think that it will
take a long time before getting there, but it is on-going.

The third challenge, since we are talking about city production in a cultural
way, where so many different artists are involved: architects, artists, designers,
urban planners, thinkers, geographers... It is really difficult sometimes
to reconcile all those practices. It is not easy to bring all those different
practitioners around the table, and work on one common goal.

The average age of the people who work at Think Tanger is 26, which is
quite young, so this is another challenge of being 25-26 and working with
people who have extensive experiences and backgrounds.

And of course the economic challenge: it is hard to find institutions that
would fund a project that would run for 2 or 3 years, knowing that there
would be one full year just for community involvement, and this does not
involve any events such as an exhibition... When you ask for a fund you have
a specific agenda that you need to respect. And now our agenda takes much
longer because we are not working just in a gallery space, we are working
outside with the people, and economically it is hard to follow up because
at the same time we are four people working, we have to account for four
salaries, for the rent of the Atelier space... We need to keep up on all of this
at the same time, and it is also challenging.
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DOCUMENTARY PHOTOGRAPHY

SYRIA

ABD DOUMANY

Normal Abnormal

After seven years of brutal war in Syria, nothing
remained in the shape or form which we were
accustomed to. With poverty, death, shelling, killing,
and destruction becoming elements of daily life for
civilians, much of the ‘ordinary’ has become
non-existent. Instead, there are surreal scenes where
dead children’s bodies are placed in swings while
they wait for burial; plastic bags are used as window
shields; guns are brought to football fields; fridges
become storage spaces; and curtains are used as
shrouds for the dead.

EXPLORING
RESILIENCE IN PROVOKING

MIGRATION CRITICAL THINKING
AND EXILE
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Abd Doumany

% Capturing a deeper narrative of the
Syrian conflict by revealing, through
visual storytelling, the harrowing daily
routine of war-time Douma residents

has taken a toll on you. Tell us Mmore about
how you perceive the role of a war-time
photographer in conveying stories to

the world, most times at the expense of
their own life and well-being.

Abd Doumany: This project has less to do with talking about myself
as a photographer, and more to do with my awareness of what is happening
around me in the city I grew up in. It is very hard, it is haunting—this is
where all your memories, childhood, family and friends are, and where you
are witnessing all of this getting torn apart. I specifically focused my coverage
on field hospitals, since no one could stand being there all the time and
documenting horrific scenes of injured people. Everything has its price, and
the one I am paying is having to deal with sleepless nights. Sometimes, you
would be having a normal, even happy day, and all it takes is a single trigger
for all the memories and flashbacks to come back.

% You mentioned in an interview that
“pPhotographing “ordinary” things is a
remedy for my wounded soul. These
small “normal” images help me piece
together that shattered image of a
“normal” life, a life that we no longer
know.” To what extent were you
searching for normalcy in your project?
Or has the abnormal taken precedence?

AD: This has been a long-term project. I have been documenting those
unordinary or abnormal scenes, for a long time. But it is always very touching
when you see things from your previous life—from your ordinary life—like
children playing, people having a proper meal. People deserve to have a
decent, proper life, and it always feels good to see them enjoying happy
moments.

% So a normal life is something you
aspire for, something you long for?

AD: Yes, everyone aspires to settle down—we have been through a lot. I
cannot say we wasted a lot of time, but those 7 years were supposed to be
the productive years of our lives, and we ended up losing everything: our
possessions, our homes, everything. Those years were supposed to put us
on track, so now I feel I have to work a lot towards compensating for those
past 7 years.

% INn the same interview, you mentioned
that photography has “become a part” of
you. To what extent does a part of you
go through your lens to capture stories
to the world?

AD: I taught myself how to take photos, and I gradually improved my
skills in storytelling. I would say storytelling has become a part of me.
Photography in and of itself is the story I am trying to tell. For me, being
outside of Syria opened me up to think out of the box and use other tools. I
am taking up other practices as well. I am engaging in the visual arts now,
trying to visualize things that I have been through, and experimenting with
other mediums too.
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% Would you say that, when you have a
story in mind, you are able to affect the
course of that story? Or are you more

of a spectator?

AD: Basically, most of the projects that I have worked on are based on
things that I have felt and experienced. I focus on the refugee crisis and
how people feel and try to portray people’s feelings. I think it is important
to document these processes from the perspective of a refugee. All the
projects that were made on the refugee crisis were from an outsider’s point
of view, which pushed me to just say that I am a refugee, I am feeling those
things, and I can tell the story the way it really happened.

% There is a personal side to your
project. Your photography career
began when your brother went missing.
You photographed your mother as she
awaited news from him. Is the camera

a healing process, or do you consider it
more of a double-edged sword?

AD: I do not think the camera is a healing process at all, but it is a critical
tool that allows us to process and show what we have been through.
Documenting my own mother and family was not easy at all, because I had
to decide on what I wanted to show and understand why I wanted to show
it in the first place. My family’s struggle is similar to that of thousands of
Syrian families who lost their sons or whose sons are in prison. It is hard
for people to understand why I am doing this, but this is the only way for
me to show what losing a person or waiting to hear news from them for a
long time could mean.

N How was the reception of Normal
Abnormal? In your opinion, what kind of
impact did your images create? Did they
achieve what you had hoped for?

AD: I really liked the concept and final work, and I am satisfied with
the outcome it produced. The narrative shown was not too much, as [ was
trying to put limits to showing what living under siege could mean. I did
not want viewers to feel uncomfortable looking at my work, but I was still
concerned with releasing flows of anxiety. When people are exposed to
Normal Abnormal, they are not faced with just any photographic project;
the work has its undeniable presence, and that is exactly what I wanted
to achieve. However, I could never quantify the impact. I simply receive
people’s feedback and opinions about the work, and for now, the feedback
has always been good.

% Do you think you managed to
instigate change? Or at least shift
outside perspectives towanrds the
Syrian conflict?

AD: Normal Abnormal was actually targeting outside audiences. It works
perfectly with an outsider point of view. Everybody that has seen the work
has admired it and was left under a state of shock. They could not realize
that they are living in the same world with people having to adapt to such
situations. They were confronted with very surreal scenes.
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Abd Doumany

% What are the challenges that you
faced during the project? Alternatively,
what are the opportunities that came
your way in the course of the project?

AD: I got the grant during a very hard time for me—I had just left Syria to
Turkey, I had no legal status, and I couldn’t attend the (Arab Documentary
Photography Program) workshop nor issue a travel permit, so it was very
challenging. But I think this is part of what I am going through, and part
of the project as well, since the project bases itself on my own experience.

On the other hand, the opportunities that Normal Abnormal opened up
to me include being introduced to AFAC’s great team, and being paired up
with a great photographer, Peter Van Agtmael, as my mentor, as well as
other photographers and people who supported me throughout the process.
Actually, this was the first project of its kind that I worked on, and I was
really happy. The AFAC team was very supportive; I understand how hard
it was for them to give the grant to me, especially since they were aware of
the fact that I could never attend the workshops.

% What are the next steps with
regards to Normal Abnormal? For
example, is there still a plan to conceive
a platform for sharing “abnormal”
personal stories”? What about the
publication of a book?

AD: Ithink Normal Abnormal could be extended to a book publication,
because the final outcome of the project consists in 25 photos, meaning I
had to let go of a lot of other photos to reach this number. I have dozens
of photos that are part of this project that I would like to share as well.
They recount important stories, in addition to my own experience
and personal stories from the time I spent there. These could really
form a book. I am still settling down in London and working towards
an exhibition, so I think once I am done working my way through it,
I can start thinking of the book.

% Bearing in mind the fact that you left
Syria and that, | am assuming, anything
related to documentation will probably
be a challenge, what are your future
plans beyond Normal Abnormal?

AD: For the time being, I am focusing on two projects, both of which
are not photography-related. The first one relates to my hometown. As
you know, Douma witnessed forced displacement, people had to resettle
in the North of Syria. And in my time there were these weird cemeteries,
which consisted in hundreds of layered graves with bodies. So when people
left the city, the registry books of the layered cemetery—the books where
every victim’s name was written, in addition to how they died, when they
died—went missing. So I started to contact documentation centers, and
conducted research to recover the names. I successfully recovered 7,600
of them, and I am now handwriting the books myself again. It is a very
hard and emotional process, as I know a lot of these names—some of them
are friends, some are family... The victorious rewrite history in their way.
Currently, the Syrian regime is erasing documents, names, videos, photos,
everything. So I needed to produce these records that could not be touched.
While we were under siege, we lost people very quickly and did not have
the proper time to grieve them. So rewriting these books is allowing me to
grieve and process all the lives that were lost. I lost a brother in the war, he
was tortured to death in prison, and I never had the chance to grant him
a physical grave. So there is no way we could visit him or visit the grave;
we cannot even confirm his death in the first place. Thousands of refugees
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have to suffer through this. As they left their cities, they could never visit
the graves of the people they lost. These books would therefore function
as a kind of safe space that everybody has the right to access and visit. The
books will be part of an art installation based on the cemetery as well. The
process of writing the books is as slow as it is supposed to be, but the art
installation will be displayed in the group exhibition I mentioned earlier.

The other project I am working on is also based on the idea of forced
displacement. When people left the city, they did not have much time, so
they had to pack their whole lives in six hours and in back packs. What I did
was contact those people who were displaced, and I asked them to document
the things they brought out with them when escaping the siege. The things
that you choose to save and put in your backpack differ from one person to
the other. On the other hand, I started to contact people in Europe, people
who led very normal lives, and I asked them to imagine if they were in the
same situation, what they would bring with them. Participants from each
side are documenting their experience through photography. The resulting
exhibition will consist in displaying the objects and artifacts that people
brought with them from the siege, and I will use the exhibition as a platform
to invite more people in London to participate in that experience. It is a long-
term project; at some point there will be an Instagram account where there
will be photos and stories published—a multimedia project, in other words.
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VISUAL ARTS

PALESTINE

SANDI HILAL

The Living Room

When hospitality is exclusive to the state and the public
domain, then stateless people have no room for being
reciprocal in the generous act of hospitality. The “Living
Room” project aims to recognize the private space as an
important social and political terrain for communities in
exile, and to give visibility to the culture of exile beyond
victimhood and misery.

EXPLORING CREATING

RESILIENCE IN SPACES FOR BUILDING SKILLS

CONTRIBUTING TO
SOCIAL COHESION

MIGRATION AND CAPACITIES AND COMMUNITY

BUILDING

AND EXILE HEALING
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Sandi Hilal

N You have established Madhafas (Living
Rooms) in 5 locations in Sweden as part
of the Living Room project. Tell us more
about these spaces, their connection

to the private versus public, and to
hospitality in a host country.

Sandi Hilal: Not all 5 spaces are in Sweden; there is one in the Fawwar
refugee camp and one in Eindhoven. It is the story of Yasmeen and Ibrahim.
The whole project began in Boden, which is 8 kilometers away from the
Arctic, in the very North of Sweden, where the weather is hard and there is
a lot of darkness. The Public Art Agency commissioned a project in Boden,
which is full of refugees from many places; from Syria, Afghanistan, Iraq...
Historically, Boden was established as a city to protect the Northern part
of Sweden from a potential war to come from Russia, and therefore it was
built almost as a military space, with a profusion of military infrastructure.
It was completely closed until the end of the 1980s. Foreigners were not
allowed to enter the city. However, with the collapse of the Berlin wall and
knowing that the war is not arriving, and lately the crisis in the Middle
East, Boden opened itself largely because it was an ideal place for Sweden
to host refugees. The military city was transformed very quickly into a host
city for refugees.

When I arrived there, it all seemed so familiar after working for a long time
in Palestine refugee camps on political subjectivity and the right of return.
I saw something very similar. A lot of people were living in tiny houses
composed of one room sometimes, having gone through a certain state of
depression in the sense that “this is not the dream that we had when we
set sail in the boats to arrive here”. I was interested in the possibility of
doing this project, and perhaps I was looking for this political agency that I
encountered in refugee camps all the time. Just when I was about to give up,
thinking there is nothing that can be done there, suddenly someone looks
at me and says “you should meet Yasmeen and Ibrahim, because they are
planning to stay in Boden”. I was searching for refugees who were planning
to stay. So I met with Yasmeen and Ibrahim, along with representatives of
the Public Art Agency, and when we entered the house, I experienced this
amazing moment of being hosted. We are highly critical towards what is
happening in the Arab world, and yet when it comes to hospitality we have
a certain pride. I saw this pride with Yasmeen and Ibrahim of hosting the
Swedish government, instead of them being hosted by them. This was the
moment when I realized that if there is any place where I can still be seeing
this agency that I was looking for, the subjectivity that I was seeking, it was
happening in that living room.

As an architect, I was interested in the living room, and yet it can be any
space, in between the private and the public, that manages to bring back to
people who are not connected to the place, a feeling of belonging. In places
like Europe, public space is highly codified, and you never know how to
belong to the public; the only way is by forgetting who you are and trying
as much as you can to become a permanent guest in a country like Sweden,
and potentially a permanent Swede. There is no way that you become a
permanent Swede, so the best thing you can do, is to perform as a perfect
guest. The whole project centers on the fact that it is possible to live for
eternity as guests, unless you find a way to demand that you exist in a place
with certain political subjectivity. This happened when my partner, Alessandro
Petti, who is an architect and researcher, and I were establishing our artistic
practice in Palestine and thinking of moving to Sweden. Sweden was very
important for us because we felt if we stay another year in Palestine we
will be completely repeating ourselves. We wanted to challenge ourselves.
We were asked several times to work on projects but we never accepted to
engage with what was called the refugee crisis in Europe, because to engage,
we wanted to be there. We could not engage in something while we are in
Palestine. So we moved to Sweden.

I was not there for a project with Yasmeen and Ibrahim but for myself to
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understand what does it mean for me to live there today. This act of hosting
that I saw in the house of Yasmeen and Ibrahim in the living room, touched
me profoundly, because it made me think what kind of life I can still have. It
is a transformative project in many ways, but it also has this dimension of
being a highly personal project. Seeing Yasmeen and Ibrahim hosting with
such pride, made me understand that when Alessandro and I decided to go
back to Palestine after 7 years living in Italy, and opening up our practice
and the Living Room, we needed to have our own public space; a space to
which we can belong. Since we were not able to belong to the public space,
we decided to create our own. It was very clear for me how, sometimes,
you withdraw in the private the moment you have no means to belong to
the public. There are invisible living rooms all over the world. But they are
Palestinian invisible living rooms, Lebanese invisible living rooms, etc. and
they never open up themselves to belong to the place where they are living.
What was special with Yasmeen’s and Ibrahim’s living room is that they
opened it up to Swedes. Ibrahim and Yasmeen understood that they were
sort of hosts and refugees - abstract refugees. And so the project was about
what I call the right of being a host.

% Tell us about the Living Room
activation, and its role in dealing with
alienation while reinforcing the right to
host.

SH: The right to host for me is almost like exercising a political right of
belonging, while you do not know how to belong. Alienation comes very
strongly out of the feeling of not belonging, and hosting is one of various
ways that you can continue existing. The living room is a closed space yet it
is open; it has doors, and a threshold. When you open the door, and guests
cross the threshold, you open up your space to others. And this is what the
project is about.

Another living room was set up in the Yellow House, which is a place where
many asylum seekers arrive, yet they do not have any room to make into
a living room in their houses. So we were given this Living Room, which
became more public than the living room of Yasmeen and Ibrahim, and has
been mainly activated by Yasmeen. Yasmeen opened up this Living Room
or Madhafa — a place where there is a person that claims to be the host.
With this Madhafa in Boden, refugees were able to host locals from the city
of Boden, instead of being hosted all the time by locals and institutions.

In a nutshell, the whole concept revolves around how to create a space
for people to become hosts, rather than accepting themselves as guests.
Because when you arrive in Europe you accept the fact that you are a guest.
You accept it and do not question it. The project states that you cannot be a
full citizen without being a guest and a host at the same time. The moment
that people become refugees, or even foreigners, they are required to behave
as guests. Forever.

The activation of this project is the activation of the host in us, the one that
was oppressed, when arriving to other places. I think that there is, in many
of us, this hidden host, and we do not realize what we are hiding. With this
project, the host comes out; it brings it back despite all external repressive
factors. When someone from the Middle East, says “we lack social life”; I
interpret it very much as “I miss the host in me”; “I miss to be at the center
of my life”. The problem is that if you would do it only among Arabs, or only
among Iranians, or only among Afghanis, you would be treating yourself as
if you are an alienated member of society. I say that the moment you trust
your host, to host also others, and not only the ones who know you, this is
where you begin to break isolation and alienation.

After the establishment of the public Madhafa in the Yellow House, I
established a Living Room in Stockholm. This is when the Arab Fund for
Arts and Culture - AFAC came in. I did not want this money to come from
the Public Art Agency nor from the Swedish government. I was reflecting
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on my role and in a sense being the public figure, the ambassador who will
speak about us as hosts. Therefore, it was very important that the project
money does not come from my host but rather from AFAC. I opened up my
art studio to set up my Living Room, and it was designed in a circle with a
carpet and concept pillows. The pillows are key because of the messages
on them, alluding to emotions associated with hosting.

I was very troubled upon leaving Palestine. For me it was a question of
“what I would be bringing in my luggage”. When you have to leave a
house suddenly, you will most probably take your gold, your keys... I
asked myself what would be the luggage that I would prepare to move from
Palestine to other places? I decided each time I moved to any place, I would
have a suitcase of covers of pillows, and there would be all the time more
pillows to move with me. This is the richness that I brought with me from
Palestine. This is what I can contribute with. For instance, we had this
exhibition in Abu Dhabi, and I decided to bring my pillows. When I arrived
there, I was given an apartment on New York University Abu Dhabi campus,
so I decided to activate the Living Room in the campus. I opened up the
apartment, where normally professors and staff would stay, for teachers and
students. After 10 days with my open Madhafa, I was walking in the campus
saying hello to half of the university!

I take my pillows everywhere. Each time I go to any destination even if it
is for a short time, and I open up my Madhafa.

% Madhafas are also a space of learning.
What is their role in arts? And how do
they feed into the “Campus in Camps”
concept?

SH: Madhafas are a transformation of what Campus in Camps stands for —
and actually not by chance. I am currently discussing with some institutions
in Sweden, to establish Campus in Camps in the Yellow House, because we
see that the Madhafa, without knowledge production, is superficial. There are
new concepts that need to be re-thought, re-discussed, such as hospitality,
integration, alienation... The Madhafa is what the camp was for us in a way.
The camp is not private, nor is it public. It is this place where the whole
notion of private does not exist, because people do not own their spaces,
and there is no municipality to regulate the camp. So basically it is this
Masha3, this space in the middle of the private and the public. The Living
Room is for us that space in between the public and the private, that permits
the ones who do not feel they belong, to belong. Similarly, whenever you
have a public space in a camp, you seek to turn it partially into a private
space in order for you to belong. Whenever you have a private space, you
push it to open itself to the public in order for it to influence the rest of the
environment where you are living.

Thus the Madhafa exists between the public and the private. Whenever I find
myself in the public, I try to close it to become private; and whenever I find
myself in the private, I try to open it up so it will influence the public. While
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designing my Living Room, I was asked by the Museum of ArkDes — which is
the Museum of Architecture and Design in Stockholm - to install a Living
Room there. I decided to build walls with doors, as a way to say “I am building
my private space, therefore I need walls”. It is very similar to when people in
Fawwar refugee camp say “in order for us to be able to organize the Plaza,
we need walls”. For people to access it, I needed a threshold. Without the
threshold of the door, I was unable to create this condition of hospitality
and of being the host. I therefore built a room with three entrances. If you
look at the Madhafa in the Arab world, there is a door towards the public
and a door towards the inside of the house, as a way to say that they are
in between the public and the private. For me, the importance of different
doors is the importance of different kinds of thresholds.

I love the name “Living Room” in English because it holds the idea of living.
It has this concept of continuity, of continuous understanding of what living
is all about. It is very important to break this idea of formal knowledge
production. We should influence schools and universities to understand
knowledge in a completely different manner. If you ask me why we brought
the campus which is in the university into the camp, it is exactly because
we wanted to influence the university and make sure that knowledge is not
only produced somewhere else but that life in the camp is so rich and should
have a full university in it. It is a new way of looking at things.

% What was, in your view, the impact of
the Living Room project and its Madhafas
on the refugee community in Sweden? Do
you believe the project has managed to
change a reality? Did it achieve its aims

to give visibility to the culture of exile
beyond viectimhood and misery?

SHi: Of course we know that a small project cannot change a reality. But
for the city of Boden, it changed a lot. One great impact is that the Swedish
government, which holds a yearly meeting where they bring together all
people who work in arts institutions - normally in Stockholm —decided to
meet in Boden because the Living Room was there. They brought 150 mentors
of very active art institutions in Sweden and asked me if I can organize a
performance for them. The performance was a lecture that I gave for half an
hour, inviting them to revise the way they look at the host and hospitality.
After my conference, they were spread in groups across several Madhafas to
have dinner. Yasmeen and Ibrahim found 13 host families in Boden, among
them 4 Swedish families in addition to 9 non-Swedish families - Somali,
Iraqi, Kuwaiti, etc.

We shared pictures among each other of these dinners. Some people were
sitting on the floor. Some said they never had such an encounter before.
Yasmeen was approached by another big institution in Sweden, to collaborate
on an initiative for Ramadan. This gave the project a lot of visibility, coming
from the Swedish government. To have the Madhafa at the National Museum
of Architecture and Design, in an exhibition about public space, gives voice
to many. I myself am slowly beginning to understand the domino effect in
this project. One interesting incident happened in the Van Abbe Museum
in the Netherlands. I thought the Madhafa cannot work just in any place,
especially if ’'m not there to activate it. But for some reason I just meet the
right people everywhere. When I arrived at the entrance of the Museum, I
asked them to call the Director in order not to pay the ticket, and there I met
Shafik. Shafik is the guard of the Van Abbe Museum. He is Afghani, living in
Eindhoven since a while. He was asking me about the project I am doing,
so I told him about the Madhafa, and he said “I want to be the host”. In this
moment, I realized that the architectural space of the Living Room needs to
be at the entrance of the Museum, where Shafik is normally conducting his
work. It was really amazing, because when I brought the pillows, his reaction
was, “I want to bring the carpet from my house, because if I do not have this
element from my house, I will not feel home”. Given that my pillows had
Arabic words sewn on them, Shafik explained that as an Afghani, he cannot
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sit on anything that has Arabic writing because the Coran is in Arabic, and
they consider Arabic to be a holy language. So he said “I have no problem
with other people around me sitting on the pillows, but I want to have the
pillows under my elbow.” Since then, Shafik is touring in the exhibition and
is hosting people in the Living Room; serving green and black tea, nuts and
dried fruits which are reminiscent of home. So it was a fully Afghani hosting
Living Room. We also involved a young woman from Gaza who had arrived
to Eindhoven and had no social life. Every Saturday afternoon she activates
the Living Room in the Van Abbe Museum. Shafik also convinced another
friend of his, an Afghani artist to have the Living Room in her workspace.

When Ayat, host of the Square of Al Fawwar Refugee Camp found out about
the project in Sweden with Ibrahim and Yasmeen, she said “Wow, Sandi,
imagine the women in Fawwar opening up their Madhafa!” She wanted her
Madhafa to be public and run by women, which she did. When I got invited
to do an exhibition in Kalandia International by the Ramallah Municipality,
I insisted on not being the host and instead suggested Ayat. This is where
art interacts with the grassroots, and the other way around. The moment
that Ayat went to activate her Madhafa in Ramallah, the city of culture and
knowledge production, this gave her a lot of credibility within her own camp.

N What are your future plans with
respect to The Living Room?

SH: I have this big dream, to have Campus in Camps in Boden, in the
Yellow House, for the next coming years to offer a graduate specialization
and discuss notions of integration, participation, host/guest... There are a
lot of stories to be told on the one hand by refugees, and in a completely
different manner, by the migration officers. I would like to create this learning
environment to develop this collective dictionary. Sweden is amazing for that,
because this collective dictionary would end up in the hands of migration
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officers and people who deal daily with refugees.

What is happening in this project is a little bit overwhelming. It is a full time
job and is expanding beyond my own capacities. I am not just creating living
rooms, I am also creating very strong relations with many people and this
takes time. I need to reflect on the project and perhaps to write the story of
all what is happening around it. It can be powerful to narrate, as it will have
a completely different way of reaching people, encouraging the hidden host
in many of us to come out. I am currently doing one or two lectures a week
but I feel it is never enough. I want to make this project more accessible to
as many people as possible.

% Did you ever feel challenged during the
course of the project? Did you ever face
obstacles?

SH: This project touches on a very pressing issue, and it is going much
faster than what I can ever handle. It is overwhelming to see many people
positively react to this initiative, and yet it feels as if I do not have enough
tools and references to understand what it is exactly that I have to do, and
where I am heading with it. How many Living Rooms can I still open? And
should I open more? Campus in Camps is my main mission, and the challenge
is how to combine that with continuing to open up Living Room:s.

There is also a risk that some people begin to feel that maybe refugees are
taking over. Such a reaction is a positive one because it stirs a discussion.
If projects of integration need to be done by Swedes, then what is our role?
Once we shift power, then the ones we shift the power to are questioning
what does that mean for them. After a year and a half, Yasmeen is very ready
to take over the Living Room in Boden. I can dedicate my time to Campus
in Camps.



Stories Boldy Told

Mobilize.
Empowernr.
Impact.

The Arab Creativity and
Entrepreneurshipc Fund is a
platform launched by AFAC

in 2014 for philanthropists to
support the ndependent arts
and culture scene In the Arab
region and diaspora. Every
year, AFAC publishes a report
for ACEF, highlighting a number
of grantees and their projects
iNn order to demonstrate the
impact of philanthropy on the
arts and culture sectors. For
the 2017 report, we choose

to highlight projects that

have challenged various social,
political and economic contexts
throughout the Arab region
and placed arts and culture in
the center of the battle for
social change. From tightening
public spaces, inequality and
forced displacement, this year's
report wil conduct in-depth
interviews with 15 artists from
the Arab region whose works
served as beacons of hope In
their environments.

Artists and cultural institutions from the Arab
region operate in an increasingly challenging
environment and often with little and/or
conditional support. When AFAC was established
in 2007, it was precisely to respond to the need
for an independent support system, to fill a void
that existed in the region. There were individual
artists striving within an often quite challenging
context to create their work. There were

some institutions, mostly in the capital cities,
nurturing—encouraging, exhibiting, supporting—
this process of creation. But there was no stable
and independent funding infrastructure either to
support individual artists or arts organizations,
and thus no ecosystem that might allow them

a fighting chance at longevity or sustainability.
AFAC strives to nurture a robust ecosystem for
the arts and culture sector in the Arab region by
engaging with a diverse network of givers. This
includes going beyond the non-profit channels
of funding and exploring innovative partnerships
with for-profit organizations, for-benefit
enterprises, and individual philanthropists. It

is the diversity of sustained funding and being
less captive to agendas that allows authentic
creativity to flourish.

Support is vital to maintaining the cultural
scene, but in order to do so, the support system
must serve the cultural scene and not the

other way around. A critical pillar for local
sustainability is individual philanthropy.
Individual philanthropists have always been the
backbone of arts patronage, using their resources
to uplift artists, and, in so doing, uplifting and
advancing their communities and societies.
Among its many roles, AFAC seeks to facilitate
that process, to become the connective tissue
between generous donors and deserving artists,
allowing the impulse to give and the impulse

to create to converge together and become a
powerful force for regional change.

Interviews conducted by AFAC
Design by Studio Safar

© The Arab Fund for Arts and Culture. All rights reserved
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Rationale

Why invest in arts
and culture?

Creative expression has the power to inspire new
visions for our region, provoke important ques-
tions, and re-invent Arab societies that are open,
self-sustained and have the power to produce
their narratives.

This bone-deep belief in art’s social impact is
paramount to the type of work AFAC does, and it
necessarily asks us to flip the question and con-
sider, too, how social upheaval impacts artists
themselves and their work. That aforementioned
relationship between art and society has phil-
osophical, moral, and aesthetic ramifications

at once, and these become ever more urgent in
times of crisis.

The Arab region has had its share of crisis, and
crisis is therefore an essential component of how,
what, and why some Arab artists are creating
work. Ongoing wars, as well as their far-reaching
consequences, have forced artists into confron-
tation with questions of how exactly to respond
to such circumstances. This applies not only to
artists who have directly experienced the conse-
quences of crisis and upheaval, but to those who
have borne or wish to bear witness as well.

At the same time, art cannot simply reproduce
the humanitarian model of relief-response to
crisis, because then it remains mired in the shift-
ing quicksand of current affairs. Artists should
in fact not be expected to respond to crisis in the
same way, or even to produce something imme-
diately recognizable as “a response.” There must
be room for different ways of reacting, without
the presupposition that art is being made with
the express purpose of acting as a counterpoint
to official national narratives. To see it as such
means that it can only be read against, or in
conjunction with, political history, which in turn
denies it the possibility to be understood on its

own terms, as an expression of complex moral,
emotional, personal, and technical ambition, and
denies artists, too, the agency of being creative
actors rather than just political subjects.

AFAC is about conveying broad geographies of
the mind and imagination from the Arab region.
We proliferate diverse narratives about urgent
topics through words and images. We instigate
critical thinking to create more open societies.
We stimulate local economies by cultivating au-
diences and engaging professionals. We spur on
new technologies to make arts and culture more
accessible.

In thirteen years, we invested in 1,472 talents
and independent voices from the Arab region
and in diaspora. We count on many to accom-
pany AFAC in expanding the creative space for
many more emerging artists and established
practitioners through performing arts, visual
arts, documentary photography, documentary
film, cinema, music, creative and critical writ-
ings, arts and culture entrepreneurship, research
on the arts, and training and regional events.

It is with an accumulation of freely expressed
ideas and emotions orbiting our lives, that we
are able to narrate, dream, create, inspire and
reconfigure what seem to be fragmented stories
and societies and to make sense of complex
realities, including physical and emotional
displacement.

Fifteen bold stories are at your fingertips. We
are called on to sense the urgency of issues and
how they are tackled through different mediums
- documentary photography, film, music,
performing and visual arts, writing, research and
regional collaborations. They are narratives that
have challenged the social and political contexts
in various ways and have helped to change the
narratives imposed by these contexts.
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Stories Boldy Told

DATA VISUALIZATION TRAINING CAMP

LEBANON

JOUMANA AL JABRI
AHMAD BARCLAY
IMAN INNAB

VISUALIZING IMAPCT

Impact Data Lab

Impact Data Lab (IDL) is a training, prototyping, and
production program that convenes multidisciplinary
teams to collaborate on Palestinian human rights.
The project follows three stages:

1. Mentorship (remote): One month, 4 teams
2. Workshop (Amman): 20-30 participants supported by
top data visualization mentors/trainers
3. Ongoing partnership: Post-workshop advancement
of strong ideas and prototypes through VP’s cyclical
production program.

STIMULATING

ARTISTIC BUILDING SKILLS PROVOKING

AND CAPACITIES CRITICAL THINKING

VOCATIONS
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Visualizing Impact

N Visualizing Impact (VI) creates
community-empowenring visual tools by

a team of researchers, storytellers,
designers, and technologists working

in partnership with civil society
organizations and other change makers
to promote social justice. In this context,
Impact Data Lab relates to Visualizing
Palestine (VP), Visualizing Impact’s largest
project. Visualizing Palestine’s mission

is to support the realization of justice
for Palestinians by providing tools that
present a factual, rights-based narrative
of the Israeli occupation of Palestine.
Can you tell us more about Visualizing
Palestine and its work so far?

Joumana Al Jabri: Let me start with the relationship between
Visualizing Impact and Visualizing Palestine. Visualizing Palestine actually
preceded the brand Visualizing Impact. The latter grew out of a desire for
whatever work we were producing and processes we were developing for
Visualizing Palestine to become accessible to people working on other issues
and other causes. We felt that Visualizing Impact, as a brand umbrella,
allowed for more expansion in other areas. Visualizing Palestine can thus be
perceived as the prototype for anything else that happens under Visualizing
Impact, and sometimes, some projects that come under the umbrella of
Visualizing Impact inform the necessary technical skills and knowledge
required for Visualizing Palestine-related projects; there is a lot of exchange
happening between both.

Today, in social justice spheres, certain things have become so fixed, they
ended up almost isolating and detaching social justice itself from everyday
premises of being a human being. So, it almost ends up becoming a field
that either one belongs to or does not. There are just too many labels that
come with it. And after being marginalized by economic powers, it became
hip, through terms such as ‘social entrepreneurship’. What we are trying
to do with Visualizing Palestine is attempt to render important knowledge
accessible to already existing communities by fortifying communication. But
what we want to also do is make that knowledge sought after and exciting to
communities that do not usually engage with it. For example, the material
we provide becomes a sort of upgraded communication for advocacy groups
and academic spheres, and goes further in its reach than through in-depth
researchers and policy makers. But we also are very concerned with reaching
a community that would approach our material from a different angle, such
as designers. The fact that we produce visuals within the information design
community allows us to become a case study for the information design
field regardless of our inquiry, which in turn invites people who may not
necessarily seek knowledge about Palestine to engage with us nonetheless
due to the quality of the tool itself.

The easiest way for me to describe our mode of operation is through a
comparison between modern Western medicine and holistic Eastern medicine.
The way we have worked operationally in the conception of our product, and
through our thinking and value system, is by trying to espouse the model of
preventative, holistic Eastern medicine, which looks at many things interacting
together as one ecosystem, in order to create a healthy environment and a
socially just world. What we are recognized by is visualizing data. But that is
very different from saying we are experts at infographic production, just like
one would say, “T am a doctor that specializes in kidneys”, but often enough
there is a need to understand and be in touch with a wider set of skill sets,
value systems, and communities, to actually be able to produce influence on
the long-term.

Our team operates from at least 6 different countries at a time. It was not
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necessarily intended, but throughout the years, and while very challenging on
a day-to-day basis, it has proven to operate almost like a pulse into different
environments. It allows us not to be isolated within a bubble containing
certain mindsets that end up blinding us. For example, I am living in the UAE,
and I am connected to Saudi Arabia, but also Jordan. Other team members
are in Jordan, Palestine, and Egypt, another one is in Toronto, Canada,
and one is in Boston, USA. Since what we work on is affected by specific
power dynamics—financial world operations, banking systems, bottlenecks,
different legal statuses—we have become closer to multiple pulses that
allow us to be aware of different societal perceptions, or ways through which
actions are being undertaken by different communities, or at the very least
different political and economic environments through which people live.
The fact that we are spread in different areas has thus proven effective,
though definitely challenging.

While our primary focus has been on visualizing data about injustices, we have
also been looking at it strategically and saying, “OK, when you keep on sharing
with the community what is wrong, how do you also actually contribute to
hope-instilling ways in which to move forward?” Thus, recently, we started
releasing visualized data about the impact of the visual infographics we have
produced. It is similar to assessing the footprint of our visuals. We now have
on our website a whole section called “Impact”, and in it, we have installed
a tracking system where, if someone downloads our material—as all of our
material is downloadable—they are asked to provide us with information
pertaining to how they are going to be using it, in what context or city, etc.
We were thus able to find out that the majority of our users either operate
within an academic context—professors, university students, groups such
as the SJP (Students for Justice in Palestine) who have 80 chapters across
the US, New Zealand, and Canada—and advocacy groups of different types.
Our tracking system has shown that our material has been used in over 424
cities and 65 countries around the world since 2015. We are also working on
a search platform related to our impact as well as the Boycott, Divestment,
Sanctions (BDS)’s impact. We are focusing on what has actually succeeded;
this has become as important to us as relaying data related to injustices. It
prompts the community to think that action does lead somewhere, even if
it takes time. For us to share that change does occur over time is important,
because it allows people not to give up hope and understand that changes
may be generational.

One thing that we have recently introduced to our team is reflecting on social
justice in relation to us meaning on an interpersonal and organizational
level. It is very easy for individuals to become employed in groups and teams,
as well as under organizations that are working for social justice externally,
but we are starting to introduce practices internally. It is our way of asking
ourselves, “Is fairness part of our value system and practice? What about
our way of working and mode of operation? And what does that actually
mean, for a team and for a growing community?” So, there is a lot of inner
reflection happening, and internal work to improve.

N Impact Data Lab is a prototyping event
focused on Palestinian human rights.

The event brought four multidisciplinary
teams to Amman to participate in a
hands-on program focused on producing
innovative data visualizations for social
justice. The program included structured
collaboration sessions, training
opportunities, and presentations. The
workshop took place in Amman from
March 114, 2018. Tell us Mmore about

the Impact Data Lab event within the
broader framework of Visualizing
Palestine.
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Ahmad Barclay: From the start, we saw Visualizing Palestine as
a project that was about using visual media and storytelling to convey the
message of Palestine. But we also saw it as a way to develop emerging tools,
such as infographics, as an example of building networks, and to educate
communities on how to use these tools in order to communicate their message
based on different types of advocacy work. It is therefore about starting to
build a kind of ecosystem around data visualization, infographics, visual
storytelling etc. Impact Data Lab is something that naturally comes out
of that. It was the first time we brought a big group of people to work on
different projects all in one space.

% Five themes—gendenr, education,
topographic maps, collective action and
digital rights in the West Bank and East
Jerusalem—guided the Impact Data Lab’s
content focus. Can you tell us more
about how the participants treated the
themes, and how these themes were
visualized and disseminated?

In terms of the themes, each was treated differently. The theme that really
allowed for the infographic type of output associated with Visualizing
Palestine was the education pod. Participants were looking at education in
Eastern Jerusalem specifically, and they issued an infographic output we
are looking into disseminating at the moment. One of our partners is very
keen on using it for face-to-face advocacy purposes, and that is something
we hope will happen soon. We also launched a platform, Palestine Open
Maps, which was the result of our work on topographic maps, and it turned
out to be the direct ‘descendant’ of the Impact Data Lab.

% With reganrds to the topographic
maps theme, how will the dissemination
be done?

It is now online. We organized a soft launch on May 15, i.e. Nakba Day, and
were able to gather thousands of views. We are also currently working on a
major upgrade that will make everything flow much more smoothly, and which
will also allow us to promote the platform again. We are hoping to develop the
platform in a way that allows for the digitization of the information contained
in these maps—property boundaries, roads, and places. The digitization would
allow for clickable historic maps through which you can find current locations.
The idea is also to organize mapathons, where we bring people together for a
short period of time in order to introduce them to the process of digitization,
and then to allow them to systematically work on it for a day or two. We will
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focus thematically on one thing and really try to digitize everything on the maps.

% The digitization would occur during
mapathons?

Yes, and since the platform is online, participants can do it from anywhere.
These mapathons provide an educational framework for mapping and tool
usage that derives from OpenStreetMap, a collaborative project to create a
free editable map of the world. The participants can then use OpenStreetMap
if they want, or the current map. We are also recruiting knowledgeable people
who have time on their hands and are interested in digitizing these maps
and stay involved. It is a Wikipedia-style type of crowdsourcing.

ll: For the 5 themes, we put together and brought in experts from each field
who could participate in a way that would bring value to the project through
different skillsets. We had an expert in GIS mapping, a great storyteller, an
experienced researcher who works with gender data, etc. It was incredible
bringing all these people with different skill sets around the themes, it
brought a lot of creative energy; I never imagined that we would be able
to accomplish all that we did in the span of 3 days, it was truly amazing.

The work around gender was enormous. I think more funding should go
into collecting data on gender. For now, the United Nations and other
international organizations are fixated on women’s health; they focus on
birth rate, or women’s physical health, or equality in the sense of access
to education. Very few of these studies actually take into consideration
women’s relationship to wider socio-political contexts. What does it mean
when a woman is born under the occupation? What does it mean when a
woman gets married, or decides to bring children, under the occupation? We
have managed to gather really strong data, but even that data, as we were
working with it, had its flaws, in the sense that there were gaps in terms of
really trying to get to the psyche of women. Taking into consideration that
Palestine, and the West Bank in particular, has a massive rural potential,
how does that affect the status of women, especially in regards to income
loss and the absence of males in their households? We just wanted to find
a way to highlight all of this in the data. How do we tell these stories in a
way that is more interesting? That is why we wanted it to be interactive,
and we thought it would be nice to capture the experiences of these women
through a typology. A way to bring you into their world was to create these
characters, and then use them comparatively across different categories of
women as told by the data. So it was very enriching. But developing that
would require a separate funding structure and more time.

Education was trickier, since we were working on its related data well in
advance of the workshop. One will not find specific information to East
Jerusalem that is comparable, and this is important to stress, to West
Jerusalem, or the West Bank. Finding information that is comparable and can
be measured across these different areas was very difficult to do. Generally,
drawing comparisons is problematic when the data is not comparable to begin
with. It is quite telling of the segregation being endured by Palestinians.
When humanitarian organizations go in, they look at crisis relief as a band
aid to all, but they do not look at the effect of apartheid on East Jerusalem,
and how it affects children there, for example. The team who worked on the
education theme all hailed from the Palestinian civil society. As data analysts,
we do not necessarily extrapolate—we do not come out and make statements
about the data; the data makes statements for itself. But, as human rights
activists and civil society members, the participants wanted to produce
statements on the top of the data. Through the data, they wanted to say
that there is a very determined and intentional interruption of Palestinian
education in East Jerusalem. Our role was to try and find the data to support
their observations. We therefore taught them a lot about how to formulate
statements based on data. This was a very tricky negotiation. They learned
a lot, and we also learned a lot about how passionate they are about the
topic. Since people respond to numbers much better than statements, the
participants were desperately trying to assemble all the data they could.
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Regarding collective action, we had assembled this enormous database, and
we were looking into information that captured events that happened in
the past and which were related to collective action around human rights
in Palestine. The questions we asked ourselves were the following: How
do we track instances of collective action? How do we make people aware
of it, and how do we get them to involve themselves? Consequently, we
came up with a sort of add-on, a Google Chrome plug-in, that alerts users
of actions taking place across the world. Our hope is that this will feed into
an app, something that is more dynamic, and which would allow users to
join a movement they feel they want to involve themselves with in a way
that is easy and intuitive.

% What were the challenges you faced
during the workshop?

llz Tt is a universal challenge: how do you filter a lot of data into a crystal clear,
simple message that has the biggest impact? This is what a lot of us were
learning and re-learning, sharing, and challenging throughout the sessions.

The lack of data, and more specifically comparable data, was another big
challenge; but also having to deal with a very low nuance in the gender-related
data. There was a lack of clarity in the methodology sometimes, and a lot
of the reports we got our hands on would not allow us to extrapolate wider
statements around certain underlying issues. If, for example, that the women
cannot reach a well because soldiers are occupying the land, humanitarian
organizations will say, “OK, we will just install a well on the women’s land.”
But nobody would dig deeper and say, “How is this really affecting the life
of women who don’t also have access to their trees, from which they extract
produce and sell it to the market to generate income?” So, all of this data is
swimming out there, but somehow it has not been collected in a way that
is comparable and allows you to truly understand it. As a team, we ended
up confronting more questions instead of producing answers.

N Were there learnings that would allow
you to face these challenges in future
workshops?

ll: I think the United Nations and other organizations that commission this
type of research should stop designing these studies without truly working
with local people on the ground. I know they are trying to do this through
universities, but I think they need to branch out more before pulling out
this kind of data. The data they deal with has the power to move big budgets
towards different things; it also has the power to trigger governmental action,
and shift policy. This is where the power of these numbers is; it allows for
real change within these communities. Instead of fixating on humanitarian
relief, it allows policy makers to address underlying issues, where you can
show that instead of putting money in building walls or fences, we could
actually invest in infrastructure that is more useful to rebuild an economy.
These numbers can also allow activists to pressure their governments not
to give money here, but to divert it there instead. This is where I think we
need to play a bigger role as an organization, and I believe that this is what
data ought to have the power to do—shift mindsets at a higher level, not
strictly at a humanitarian relief one. So this is where I think we should learn
most. We should start from the source.

% Impact Data Lab was inspired by

the need to gather as a community

and brainstorm new ideas, forge new
partnerships, and exchange knowledge.
What were the highlights of the
workshop? Any new ideas that stood
out? What was the impact of these ideas

49

and outcomes after the event?

AB: For me, the highlight was coming together and meeting people within
the Visualizing Palestine and Visualizing Impact teams. There were people
I had not met in real life, and I think that is true for everyone on the team.
It was an excellent opportunity to connect together as a team. There were
various opportunities through which people presented their work, and that
was how we would get to know each other. We also had a lot of people
coming from outside, and the response was generally very positive. We were
also able to combine teamwork and networking. It was a great opportunity
to be in the same space and on the same page as people who were doing
development work, and to really think in a more open way about creating
bridges between design and development. That really showed in the outputs
of most of the pods actually. You understand the possibilities of each of the
components, whether it is design, development, content, etc. I think a good
example of that was what the participants did in the Collective Action pod,
with the Google Chrome plug-in.

The maps definitely would not have happened without Impact Data Lab. It
was an offshoot of a different project I had been working on with Visualizing
Impact, which has to do with creating an exhibition on 3D topographies
based on these same historic maps. The intention was to create something
we could generate a revenue stream from; there was an advocacy purpose
to it as well by allowing people to talk about Palestine. It is a political
statement, without necessarily being a provocative object in that sense, just
a beautiful one. We had access to these maps, and we were intending to use
them with another purpose. But then we thought of coming up with a brief
on the spot. So, it was really only because of the Impact Data Lab that we
had this whole other project coming out of our initial one.

N Joumana mentioned in an interview
that “visuals are important because

of their speed, their adaptiveness to
social media, and the fact that the

Mmind captures more from visuals than
from texts”. Yet an infographic is like an
iceberg; you see one-tenths of it while
there is so much below that of work
being done, whether by researchers,

whriters or others. Tell us more about

the process of developing an infographic
at Visualizing Impact, giving it context,
and giving it life (engaging powenr)?

AB: What we try to do is to understand the bigger factors at play, and the
type of context involved, in what we come across in the news and the data
we collect and visualize. The picture in Palestine seems to be changing all
the time, but it is actually quite slow and static compared to other parts
of the Arab world right now. To get carried away with the things that are
happening now can distract attention from the kind of processes that have
been ongoing, such as settler-colonialism or the implementation of apartheid
policies. If you focus too much on the daily acts of violence shown by the
mainstream media, you end up failing to understand the bigger forces at
play. So in all the work we do, regardless of whether it is very current or based
on a long-term set of data, we try to make it relevant to the bigger picture.
Ever since the beginning, when we would work on Visualizing Palestine,
we would try to define a process through which to implement each project
by tying it to a broader framework. We always start by identifying what
topic we are trying to look at, and then we would go into researching and
understanding. Following that, we would create briefs and open up the
transfer from the researcher to the designer. For a long time, we thought
you could define the story of a visual through text, and in some cases you
can, but in other cases there is a visual component that allows you to shape
the data in a certain way and tell a story. I think you lose something if you
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just think through text. So that really varies from project to project, and
there would always be a tension. Two other important things we also think
of when beginning a project have to do with the audience we are trying to
reach and the message we are trying to communicate. If either of those two
components is missing, you are much less likely to create a successful and
impactful visual story. And that is something we learned through time; really
pinning down those two elements is probably more important than anything
else. And obviously you have to have a data set that tells the same story
that you are trying to tell. So you need all of those components. Then, the
next stage is obviously about visualization, so it is about finding the right
medium for the audience you chose to target, and that has really changed a
lot; during the 7 years that we have been working, transformations related
to how people browse the Internet, for example, have been huge. This is
something that we are trying to keep up with; we are pre-figuring how
people are trying to engage with content. We always ask ourselves: What
kind of stories are people going to appreciate? What are the big words that
are going to capture their attention? If there is a visual concept we can
use-like a hook that really gets people into the story and allows them to
capture the idea instantly, then we are all set. But then we have to do with
more complex things, like trying to put numbers in context. For instance,
we use anchors that appear intuitive to people, like comparing the number
of displaced Palestinians with the number of inhabitants in a big city, or
comparing between the number of Palestinians and the number of Israelis
that were killed during an attack, which allows highlighting the disparity.

N How do you make sure these visualized
statistics, once issued by Visualizing
Palestine, have a lasting impact on reality
and are able to change it as well as
change lives?

AB: While it is a very difficult point in time in terms of making change, I
definitely think we are contributing to the way that activists and advocates
are able to communicate on Palestine. So, we are considering them more and
more to be our primary audience in a way. We are providing tools that people
who want to advocate for Palestine can use. If, for example, you visit the Israeli
Apartheid Week website, where they bring together the listing of events taking
place, and they provide basic resources for people who are putting on these
events around the world, the first thing that is listed in their resources page
is Visualizing Palestine. Among advocates, we are probably the number one
source in terms of the kind of visual information we produce, and definitely
in terms of infographic information. So in terms of lasting impact, this tool
is about re-engaging with people who want to use our material and who are
using our material. Someone who has a very avid interest could use it as a
very strong base to expand their basic understanding, to introduce concepts
and how they kind of fit together in relation to Palestine. It is augmenting
knowledge and it is providing it hopefully in a fairly rounded manner than
just taking a set of infographics in whichever order they appear.

% What about augmented reality? Is that
something you are looking into for future
tools?

AB: Not really. The closest we will get to that is, for example, with the
map platform, which makes it possible for people who have actually visited
Palestine, to locate places directly on their phone using GPS so we can, in
turn, locate them on the map. If users are trying to get to a particular historic
site but it is probably not on the official maps, they now have a tool that
they can use and locate themselves with very precisely.

They are also able to correct things; if there is something on the map/platform
that is wrong, we give them the ease and ability to flag that and say it is
incorrect. We are always aware of the latest technological developments, and
when we see opportunities that really fit in with the kind of communication
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goals and the kind of audiences we are trying to engage with, that is where
a new project comes out.

% What are your future plans in terms
of data visualization and dissemination
that are concerned with Palestine? We
heard that you are planning to move into
other media, such as animation, dynamic
infographics, or even crowd-designed
graphics.

ll: In terms of partnerships, we get approached a lot by different people
who want to work with us on different projects. The only things that tie us
are time and resources. We define the scope of a project based on what we
can put together, or based on the kind of impact it can have. We learned
that we need to be more impact-savvy. The work can be great, but if you do
not get it out there, distribute it, disseminate it, then you do not have as
much impact as desired.

The relationships that were built through the Impact Data Lab were amazing.
I think people who have known each other via Skype or email finally coming
together in one space has really galvanized a movement, even within the
team and our collaborators. It feels very good to know that if you need their
support on something, they will jump in and help you with it. I think it is an
incredible network to have. Learning skills from one another is very powerful,
because then you are able to reach out at the right person for the right job,
or for the right information, which I think is brilliant. Regarding projects to
sell, I know that we have big plans for the collective action pod, as well as
for Palestine Open Maps, which we are working hard to continue to develop.
The gender pod might not be a priority until we find a proper partnership
to build from. But I think our next focus is going to be the education pod,
which we are planning to explore through different angles. One of them is
to show what is happening in North American and European universities
in terms of building a movement for justice and equality in Palestine, and
also to show how educators are utilizing tools to build solidarity. In our
newsletter, we have a section called Impact, and in a recent one we sent out,
we featured a symposium led by Dr. Manal Hamze, who is a gender expert,
where she used six data visuals from Visualizing Palestine. We are doing
interviews with educators who have used our material to show the kind of
impact from having spaces that we do not necessarily have access to. So,
we are going to build this video series, and in the first part of next year, we
will be working on a campaign around education.

On a separate note, we have serious plans for a storefront that can help
maintain the project. The Wearable data is one of our innovation lines, and
innovation is one of the three of core functions of our operation. The wearable
data is an old idea that we have been working on for some time—the first
prototype was created in January 2017. At the moment, the prototype is a scarf,
and there are several variations, several editions of it. We are continuously
refining the product, and we are building excitement and creativity around
the idea of wearable data through this scarf, so that when we do launch
the product, there would already be an impact around it. There is a lot of
demand, so we need to be ready to make sure that our product is first of all
good. We are asking ourselves all types of questions: can you wash and dry
the scarf? Is the thread going to rod? When you put on a scarf, what do you
do with it? Do you wrap it on your neck? Do you let it fall? how does that
affect the design and where the data goes? How can people tell the story?
Can anybody relate to this? It is not a fashion item, it really is just wearable
data. We are seriously committed to this idea. The fact that it looks great
and beautiful is a bonus. It is a portable storytelling device.

One can see how the world is changing in terms of information. People don’t
read, they get put off by large amounts of reading, especially because they
are on their mobiles. We realize that it has become vital to tell stories that
require history and background, but in a way that unfolds and is engaged
with in a short amount of time. So we thought about how to build our
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infographics in ways that are animated, basically through short one or two-
minute video clips using the same visual assets and material, as well as
updated information. We have a sample now that we are almost done with
finalizing. If we end up liking the output, we will roll it out on others, and
re-release our past work in a different form, so that it can be shared on
Instagram and other platforms.

The other major priority for us that we have learned is impact, and how to
think about it in a different way. If we produce this great work and nobody
knows about it, or very few people learn about it, then what kind of impact are
we having? It is as if we do not exist. We have a strong brand, and incredible
credibility, and we are really in a great position reputation-wise, so it is time
for us to be more clever about where we place our work, and how we get our
work to reach more people. Social media is definitely one, but we also need
to develop relationships with people who need the work but don’t know it
exists, and involve them early on in the process. So, for example, if you take
a piece or campaign on education, how do we involve educators at an early
stage so that when we release the material, it is in their hands? And how
do we document this impact? We started doing it with Dr. Manal Hamze,
we are learning a lot from this relationship because she is extremely active;
she is now taking 6 of our pieces with her to different spaces to activate
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groups and academics and challenge them to think in a slightly different
way. This has been very powerful for us. I think our buzzword for the years
to come is going to be Impact. How do we achieve a bigger impact and build
a stronger dissemination for our work?

JAJ: We have also been looking into digital security, not just in the sense
of how to protect ourselves as a team and the organization, but also in terms
of the data, our members and subscribers, etc. We have lists of different
types of people in our possession, and we need to make sure that this is not
something that can be hacked into, stolen, or tampered with. We already
had one consultant come in who was keen on helping us pro bono which
was lovely; they checked the security of our website, the security of our CRM
provider, the payment system that we have etc. So, we have done that first
step, but now we are also working very closely with one of our funders, who
is connecting us to some experts who can help us develop a security strategy
so that we are able to maintain and continue to update our digital security
around the organization. We need to be prepared for digital attacks and other
risks, especially as the collective action pod and movement grows. So yes, it
is on the top of our list for this year as well.
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DOCUMENTARY FILM

MOROCCO

NADIR
BOUHMOUCH

AMussu

When their wells began to dry, a village decides to
shut down a water pipeline to a rapacious silver mine.
There, they construct what has become one of the
world’s longest environmental protest camps. Through
the villagers' artistic performances and agricultural
harvests — this film documents a creative social
movement on the front lines of the struggle against
environmental injustice.

CONTRIBUTING TO
SHEDDING LIGHT SOCIAL COHESION ENGAGING

ON MARGINALIZED WITH THE
AND COMMUNITY
NARRATIVES BUILDING CIVIC SPACE
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Nadir Bouhmouch

N Amussu (in English, “Movement”) is
your fourth in a string of films dealing
with social activism and identity among
the people of Morocco. The film focuses
on Imider villagers who decide to fight
back creatively against the mining
company whose ecological impact is
destroying their community. Tell us
more about what inspired you to create
Amussu, and the different phases

of production that led to the film's
completion and release.

Nadir Bouhmouch: Amussu is first and foremost the struggle
itself. It is about how a community was able to fight back against a powerful
mining corporation in Morocco, with very little resources, and how it also
established a liberated zone on a mountain that they call Mount Alebban,
which is essentially free from state power. In this liberated zone, they were
able to take on a lot of the responsibilities of the state into their own hands,
because the state does not allocate them the opportunity or space to engage
in theater, show films, and organize art workshops... On Mount Alebban,
they were able to enact many of these things that were taken away from
them for so long.

As for the different phases of the project, the first thing that I did was
propose to make a film collectively—I had already been going to Mount
Alebban for a couple of years before I decided to start filming, mainly as an
activist myself, as I mainly work on environmental and land rights. We first
got the approval of AGRAU. AGRAU is a kind of general assembly; it is an
indigenous form of democracy that existed in North Africa for thousands
of years. It is an institution that works by consensus and involves the entire
community: men, women, and even children participate in AGRAU and
they all have a say in the process. Once that was done, we began a training
process for the community. Essentially, my belief was that there is a specific
relationship Moroccans—even North Africans in general—have with the
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camera. The camera is this alien, foreign object that can feel a little bit
invasive in communities in the Atlas, or in marginalized areas of the country.
Making the camera accessible, demystifying it, rendering it something that
is not so alien, but that belongs to you, was an important part of the process.
And so, during these workshops, and in order to demystify all the cinema
equipment, everyone was allowed to put their hands on it and use it, and
received training on how it works. Of course, this also becomes essential
for the autonomy of the community later on. But it also makes for a better
filming process, because it ceased to be an alien process and became a
familiar one.

Film screenings were part of this process, so we could look at what other
examples of documentaries there were. Then, the community formed into
several groups—so we had the AGRAU focusing on the writing, and we had
the local film community of Imider, and we will have the AGRAU for the
editing. Anyone could participate in the AGRAU from the community to
film and write, there is a large circle where everyone gives ideas on what
should be filmed, how it should be filmed, what the narrative could look
like. What I took and tried to formulate through Amassu was the outcome
of the AGRAU’s participation in the filming and writing. Everything I shot
was first suggested by them. And of course, in the filming process itself,
anyone could interject at any time and suggest something. So sometimes,
uncle Tounis would come to me and say, “You should film me this way; this
is what I do in my life, usually at this time of day I come from the oasis and I
feed the livestock”, and he would establish the mise en scéne for me. It was
a collaboration where people could interject and intervene in how the film
was being shot. I was essentially just a tool for them to express themselves,
and what they would want the world to know about their lives. The rough
assembly, however, was an informal process; since I was living with them,
I would take out my computer and we would look at the rushes, discuss
them, and then think of what we could do and focus on the next day. It is a
collective process; it is not just me imposing my vision on the community.
The editing phase with the AGRAU was also a back and forth process where
everyone would share ideas, and the final cut itself had to be approved.
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N You mentioned the following in an
interview: “| was a protester before
becoming a filmmaker. So | was inside the
protest. And my role as a filmmaker was
secondanry to that and the film itself was
an act of protest because it was done
illegally.” Amussu is therefore your own
act of protest, revealing to the world
the Imider community, so their voice
could be amplified. What are your plans
to secure an impact to their struggle?

NB: The world premiere was held in Imider in the protest camp, and we
invited people from all over the country. It was an open call to anyone who
wanted to come all the way to Imider. In terms of securing an impact to this
project, there is this notion in anarchist philosophy of ‘dual power’. On the
one hand, you are fighting directly against oppressive forces, and at the same
time you are constructing an alternative in the process. The very process of
making this film collective is a construction of an alternative, which is that
cinema should not always be engaged with and produced to make money.
Above all, cinema is supposed to be useful for society.

But more concretely, the first thing we did was organizing regional screenings
in North Africa (Algeria, Tunisia, Mauritania). I do not see myself being limited
to just Morocco. We want to work on mobile caravans; we also want to work
with student unions in public universities specifically, because they are quite
marginalized in Morocco. We will also organize screenings at workers unions,
especially among agricultural workers. We are also planning to screen Amassu
in ciné-clubs, especially in Algeria, as there are a lot of village-based ciné-
clubs in Kabylie where Tamazight is also spoken. We want to also focus on
the regions that suffer from similar issues and try to build a network through
these screenings and between these different communities. So it is not just
about Imider, but also Redayef in Tunisia which is suffering from phosphate for
example, or in Southern Algeria where communities suffer from oil extraction.

And then there are the international film festivals. And these are very
important because they give credibility, not only to our film, but also to
our collective methods. To prove that this is a method that works, that can
be replicated in other places. And hopefully this will empower other people
throughout the region but also maybe also the world to take up collective
modes of film production. The film also allows building a grassroots network
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outside of Morocco.

% In Amassu, you recount the story

of Imider through its people’s own
artistic modes of expression, especially
Timnadine and Izli poetry, as well as oral
storytelling. You incorporate the cultural
heritage of the Moroccan southeast

to convey a message of resistance
while preserving a marginalized popular
Nnarrative. You seek to allow more room
for these communities to express
themselves directly while, at the same
time, preserving the oral and visual
heritage of the Ait Atta tribe through
cinema. Can you tell us more about this?

NB: Izlan (Izli is singular, Izlan is plural) is under attack, because of its
history. There is an active process of folklorization of Amazigh culture; it
is not art, they say, it is folklore. I think this division of art versus folklore
is very dangerous, because it makes it seem like these very ancient artistic
modes are something that are inferior to, say, modern and contemporary
Arab or European culture. This is a form of racism in artistic discourse
that we find in Morocco today. It is also not convenient for the State, in
the sense that this type of poetry was often recounted by a figure called
an amdiz. The amdiz is this rebel historian poet, who is either associated
with a certain village or tribe, or ambulant, going from village to village
to tell stories. For example, under colonialism, the amdiz served as the
radio of Morocco’s marginalized areas. He would come and bring news
of resistance and rebellion against colonial powers. He could go up to a
qaid or a figure and challenge them to their face without repercussion. An
important aspect about this poetry is that it is very simple; it is familiar
and is very easily learned by others and replicated over time. So you find
people today still reciting poetry that was written hundreds of years ago,
and which has only slightly been modified over time. The Amdiz is like a
historian, by documenting certain historical events through poetry. A lot
of these Amazigh cultures were not cultures of writing; they were oral
cultures. It is an important archive for us today that needs to be given
more time and energy. This is why I think that, as filmmakers, we should
focus on these dying stories that tell our own history. We are often taught
that the Amazigh are primitive and failed to build lasting structures, while



Nadir Bouhmouch

Arabs are civilized, urban, and built huge palaces, etc. But I think we need
to challenge this—people who did not build palaces were also not slaves,
so were they really inferior by choosing to live outside of state power?
These are the theoretical and historical reasons that pushed me to work
with this heritage particularly.

% AmMmussu is a documentary that allows
its performative and ocbservational
aspects to coexist.

Could you elaborate on this?

NB: By observational, I mean the erasure of the filming process itself. I
often criticize activist films for being too grainy, too gritty; I think it takes
the focus away from the struggle itself that they are supposed to be filming.
So I thought maybe this could be a militant film, but an observational one,
where we erase ourselves as filmmakers, and focus on what happens in
front of the camera. However it is also a film about constructing a narrative
around the accumulation of mundane acts—these very simple gestures in
daily life. History is not only made through extraordinary events, such as
wars or revolutions, but also through this multiplication and accumulation
of many little acts that people carry out in their daily lives.

In terms of the documentary’s performative aspect, it means essentially
that the community performs poetry throughout the film, and the idea is to
split the authoritative voice of a classic narrative, and to give more room for
multiple people to partake in collective narration. It is not entirely unique—it
is unique in some ways—but it is also inspired by other films that deploy
this type of method. Glauber Rocha for example, and the Brazilian Cinema
Novo, use this kind of folk songs in their films. Or even here in Morocco,
Ahmed Bouanani also speaks about this—which is very funny, because a
lot of Moroccan filmmakers are currently talking about Bouanani, and it
is becoming sort of a trend. However you have to pay attention to what
Bouanani is saying; he states that we should look at our oral culture; we
have a treasure that is being lost, and we have to preserve and retrieve what
is being lost. So I am actually applying what Bouanani is talking about, in
many ways.

% One of your goals was facilitating the
village’'s future audio-visual autonomy and
encouraging local production, creative
expression and cultures of cinephilia.

You mentioned hoping the impact of this
documentary would last long after you
having finished production. Could you tell
us more about the Imider Film Festival
for Environmental Justice?

NB: The Imider Film Festival for Environmental Justice is organized by
the AGRAU as well as the movement itself, and we help with the curation of
the films. The idea is to make cinema accessible to people. I believe that if
you are not watching films, you cannot produce films. If you have not seen
something before, you will have difficulties knowing what to do. And I think
one of the first steps is to make film accessible to a community and a region
that do not have cinemas nor cultural infrastructure. This accessibility allows
for audio-visual autonomy. It is also important to show what it means to
be together in one place by watching a film... You know everybody now has
access to smartphones and the Internet, and this is good, but I think there
is sense of community we get from watching films—and that is also very
important.

% One of the most essential objectives
of this project is to give a voice to
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illiterate women who have developed

a conscioushness of their condition as
victims of environmental and social
injustice. This consciousness is beautifully
expressed in their poems and oral
stories, and it is through both that
AmMmussu aims to touch people throughout
the world. How did you plan on achieving
this objective?

NB: First of all, we recorded a lot more than we needed for the film, in
order to make sure we have this archive for future generations to listen to
or look at. And so, just by doing this, we are giving value to women who
do not necessarily know how to read or write, but have a lot to say about
society, economics, politics, culture, etc. I think that we often venerate what
people write—we venerate text—but we have forgotten that oral culture and
storytelling are very essential parts of human culture. We also transcribed
all these poems, and turned them into text. Sometimes, when you turn these
poems into text, they can be read like an article. Some people have to see
it in text to appreciate it. Transcribing these poems gives them value and
archiving power.

% Through your films, writings, and
photojournalism, you are ensuring that
young Moroccans are able to tell their
own stories. What is the message

that you would like to pass on to your
generation and fellow Moroccan youths?

NB: My message would be to not to wait for anyone to give you the
permission to tell a story. I think you can tell a story without necessarily
having a lot of money or having a permit to shoot... I think it is just a question
of finding the right people to work with and finding the right stories to tell.
I may make it sound easier than it is, but I believe that a collective mode of
production will essentially take out a lot of the resources one may need in
order to finance the production of a film. If it was not for the community in
Imider, this film would have cost a lot more money. Even in terms of the crew,
we had very few professional members, as most were people from Imider
whom we had trained to do this. This also ensures that people continue
making films afterwards.

We should stop mimicking European or Hollywood-style cinematic modes
of production. These are made in a context of a different culture. Maybe we
should give value to our own culture, and try to find a filmic language that
is based on our stories, poetry, and artistic modes of expression.

% What are your future plans, with
respect to Amussu and beyond?

NB: With respect to Amussu, first [ am planning to write about my
experience and our process, because I think it is important to narrate how
this film was made collectively, and what our methods were. I already started
writing articles, and I think eventually a book would be useful. I want to
make these writings accessible, and allow people to replicate this model. It
does not have to be an exact replica. Different contexts will need different
modifications to it. This, I believe, should be the first step.

The second one will be to continue recording and filming oral stories and
poetry in marginalized areas to make sure they are not forgotten.

In terms of projects, there are so many that I want to make, I would not
even know where to begin. But for now, I would like to write more about
this experience and continue documenting it.



sl Algs

56

130 ol gapmdsi s . Jisll g¥gally dyguall dgall o
$82939ll Hl4aUI 81D g £ld e yidy ol gbg Jasl!

ol o seae alel dais Jlamay ol wy gasud JS of gl JS of adicl 513
Llleg Tomag Lelainly Lunlews Jy lonslias 1 ) (o> iy UL S50 0%
ol gy Liog Lauling (300 cgll Job By of cdmall lidll dage (o oda
o il Cbls of clude ey gl Cblss of wyyi il 2ylgill & o8 el
O s 5l ol iy B & e Lo T cicgocnall Loy 3o 52 (oo
el dis 2l o8 ol Gl ] e by oSy @l ol dais Jle 0sSy
lia & asd JS jass dliwl zyhi degll sda ol (ilo gug i daill Je
B 00 Lo s s b Bid ¥ LLaS buc & awadly (@l lia & ccud]
g i)l Gas) d6yma pacy Ayl sacs Leo pde ot (LLAAN sda Joo pluwaid
ail .olSe JS JI dsd lia of sdtel i) (el @lati dopull iyl Lo
domdl § ol podl lin oSy of JI @St 1l GoyBll el g Syl e
(AU Judes 13a il loud et cddlyn] doo sl gad Godusy
il agdios Lyl Uy 9309 of wmy ddhill sda b § cdas &)l wlel
laclaitly Boyhll o8 (dhilug dlbl clolgidl sda ol «illy algil dueyds ¥

oLyl oo mavel



dyylgin & ciligre

J135 ¥ Wilg Tagzga Ul ¥ byl i o gguus ¢l J] sbloo 4565 dgpual S o
el liang 5 bypddl ling Ugw § oy lae labdis Jliy ¥ ¥l . rmhiio
el & vgoll cableill laJodl poudl Ul agaddl Gl ysug ¥aadl o 51

Ui LS dyygud! duadll mo ciblsis god ‘oliyd cablei oa diygud] duadll slsd

i oo o Lily pulus] lia gud 2uadll o il blay LS of (il 9
A i 67 ple & oy @l Jlis¥l 1 (67 ale § mdd il byl lia (bgl
JolSg AU Sty Uy § Giaw 51

39954 ol L&l FCW) Lg\.o." Jo=ll (£l Jlg.,.u)al N

ondi § oS .guololl le-' &y I dyyhally Lilgac
ad sy il Gleandl |.u_~. U«S).u diliad =i wdgll
dapall sy Jasll 14 gl guyeiss Ja (Josll 1id
(dalsdl ] 392 Jasg il gguloanlall e dag,all

3 Léla 2lligd <4.¢..,|,m| 90 Jasy J G.m Slowlallg
2L 54l Lo legs dl dLaS Aol (D .agdd 933 delasll 8id
oYeall yYeall HLidg (yowld Jils § yosisbowld

Olgi & 30l sl agras olS Lo lia . Jouds ply Loy of alape e ol dad
oSadd GG o laiSay a0 gl I 1)Sind (Bogoran yd dublyBgyy dplxl
s ey Lol Giumd (¥ ol Jllaud wipe LUl dbslll el dio 8T . Lgr o) 20
ailile JS oY Js czaill/oludl 1ia cod ¥ ¥ gud dsoli Lo S esiol dile
Wygu 30 531 Cilandl (§ oo dale i gl IS «latuyan G4 «leiss! (lalyi «Lgol
el 403 o sin by i) Sare i udlg « guilog) ple Bogsll pl>g . duos §

eyl COISS 5obli ddlsg Ul laduaS LI ¢ ulully dumpund] dnd 0dang

5810 U1 ] xiol dgio) 8536 elegpbo Joliis Y
L",bﬁ.mﬁ‘oidiﬁ.géé‘b“)gmguﬂlbham“lndﬁp
Syl gdoll e 1id leg i

as Wl cgsd Lavie ool Ul Jas TS laligslg TR RVE PR
&l ol ¥ il adiel Y ol podl bysas & sy Lo JI @305 of agyi Ja £ Jasl
lda ols ‘bwwdwﬁesﬁiﬁ&p&‘pgﬂ'bwémm‘a}eﬂa{we
din py ain (g of UiSay ¥g il sdag Uyl sda gagdl Uslas oo lejer

57



sl Algs

OUdlg sgindl daxlgn ply Bog=ll @13b Job ogb e lelas> il qugy=dl Jl o
suidl 8ygalg dadll sig) oS lguyye Al qwoyell Jai of wusgll dan lag)
e @ramll lanyil qugy=l) Jalsdl

Jaoall gl o LUl Loy il pdy dyysadl sgasl yaue lizelhaiuly = o podl
23h5 @ (Lol bypidl lia dale e coudl Ty la oo . ala8Y e T Lod!
(Apyaudl @83 dudy oo Sy o Wlrajine (Yol o el GLAS Jolind o]
bl Glaiw JNs WYl asy (gys8 cladl o wamdl o 3l gkl of
& vlusll joumll JWhg <o) BT oo zloile Jadd @) b puadi clizmawilly

SNy asy Cpe dyygur pugse Jol dad e dymi 1ia 53] cils)

Slgic 2l dsloc i8S Slgdl] Abjes 5u8 N

I b Lo 85 e cioan cndll ol AT Eoid «gasud o Sy 21
sl Jadug padll J1 730 (oo s Log <7331 of 6731 elgu «iysll 85 e cUiS
sy I Ay dizad] (26,1 82 ple Ulpd] o LIl « gl Sl § 8yl
o oyl iy elliSy (gl el Jl cdis Sleld) 35 ooy ¥l Jlal e
dl coi=i 138 338 Lilsdl jand I @m‘}! - Tpy-om | @Ifﬁl ady o v elud
oS zlaille o¥oxdl Jl el baylydg (laiad J @iy .¥sxdl Jl wie Ao Jol
80 s 303 oy G 205 Bl § i Ul Guodly sgh dadll §
J! sesis leils s o eiyide leae ol JI cdimi diw 13 byjae iy oo K0
¥ eyl Jsally bogell g 5,55 2o cdell Al 8Uall el el « donl
¥ Ll &le] Jlia oS5 @) ol § o) Jlg laas ol zo3 of @38 g
ol J Bsgsll a0 dad .z ybll i lagaa) oS @saud] Cilsd] Yo Lol

58

Soanall Jlall § Jasll 2y 5.8

cuads Jazea Lgawsl 83,8 oK (10 Ul .diuw 12 jac dis gyl § Josll iy 2 13
ClS Lossy 67J1 Liy> w2 cudy @8 5 o Basly Lag (il (¥endl § gl
8 zaall & Jazmll Oy g ¥endl & odlls g3l fae Lo cdadld &y, 153 Ly,
& 1o oy Uiadl Ol dogamme US s ey llin o @ (adlaS gl
JabsU 3lga Z o 48,8 Glisl . zdlo gl jise dowlg lgiluw a1 Bl il Bald] il
S5 o 5oy S KU dify «sio gzl o cadas] 8lxd . Jazlly Ui ¢la ;oo
cre BUB g0 ! cy>g £3¥g yS-lsg pillis yiég pudiluo JSidy &8 ybuy 8508 cludl a0
oy Gl Jlsb zaadl § Jasll Jaslu il €Sl dblll elli § . uldlg aldl
00 ol 2y (§ retian Bl AliaaS ealacg (Alinll braald § L dsals (yo
oo Cummaild «Jiadl o ST el pldll apyl lagy) il cacast iy Lo gle s
2l 500 (] Baclus «Aldtus dliaaS ldius 5ysay Jocl ilagg oladll 7 s

lods o ¥ cdaill zyls oo Joel olay Ladid Ul 13 .z y5w0 Bacliuog

o zy5d @S] e Byu3 o sy U cdaill 7yl Jasll § byuS dsis olla
el 4581 335 0 39 caill e by Lo 3l oo o el of LIS
iy sl gl godl Jae 23] JalsT oo dymill (des of s 14 Jasl
biwo 58 (gl dsailly (b s 10 @I ALIG (il a0 «gils 00 8,54

" Slol) indy dudas) gulesdl ill ¢ JoHI Alsucdl

o Lo 85 § ALl o pugymy Gl cad gl Ll e &ad W Ko o cdls
ol Jur JI Jogg sl ozl ghd 1 Sl pludy gu dll oilaiyl dyles



dyloie se Wligsa

2l

p-.l.-hb-ﬂ ZJP

.)9.14

@il ZusWI o yauad Gugig oy e o pidl jSTp
Jasl §ytaiy . ¥ o, o5 Jisdl dandl dilait go !
S bo Adls o Lgusd 05 i sl it !
e Gy ¥ Gt dols celaii¥l Limo o8 Uygw § W
Sowr cdor sl agl] Latid g el Jal o CII Juon)
dgg ll ddghdl yasi

59



Stories Boldy Told

REGIONAL EVENTS

SUDAN

OMNIA SHAWKAT

ANDARIYA

Sudanese & South Sudanese
Musical Youth Digital & Branding
Training & Regional Outreach

The project will aim to alleviate the digital awareness of
Sudanese & South Sudanese musicians to extend their
outreach locally and internationally. After the training
program, the project will organize a mini-tour in Egypt

and Nairobi to expose Sudanese and South Sudanese

musicians to high-caliber music scenes and promote

their music in neighboring countries where bilingual
music is widely produced.

AFFIRMING
DIVERSITY, EMPATHY PROBING
AND FREEDOM OF IDENTITIES

STIMULATING
ARTISTIC
VOCATIONS

EXPRESSION
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Omnia Shawkat

% What can you tell us about your
project, Sudanese and South Sudanese
Musical Youth Digital & Branding Training
& Regional Outreach?

Omnia Shawkat: We first noticed that negative stereotypes have
been affecting our psyche’s generation in different ways. We would stand in
disbelief while hearing from previous generations that things were better
‘back then’, and that there was a lot of dynamism and progress, while our
generation faces unemployment, massive corruption, wars, and displacement.
On the other hand, when you have such consistently negative stereotypes
circulating for decades, investments stop pouring in, tourism halts, and the
country’s movement stalls, be it related to intellectual production or business.
This creates an isolated barrier between one’s country and other countries,
and generates ignorance, indifference, and an overwhelming negativity.

We wanted to challenge negative narratives regarding Sudan. We also realized
that there was another underlying problem, namely that South Sudan was
facing the exact same problems as Sudan. Our generation is unique in that
we have experienced living in a unified Sudan. The next generation will be
composed of South Sudanese youths unaware of what it is like to have a
Sudan that was once a unified country. We wanted to create cultural bridges
between the Sudanese and South Sudanese, because we share the same
language, eat the same food and grew up in similar circumstances. We want to
shed light on and highlight both populations’ similarities, and celebrate our
differences on the pathway to being good neighbors and invested partners.

We thought to use contemporary tools to create a digital platform and tell
stories—multicultural, multimedia stories—about Sudan and South Sudan
in view of challenging negative narratives but also to provide constructive
critiques of what is going on, mostly by shedding light on positive initiatives,
especially when undertaken by youths who are getting very little visibility,
due to a lack of interest from both the local and international media.

So at the end of 2016, we started a new musical series. We were creating
content about music and musicians, looking for emerging contemporary
musicians as well as different musical genres and instruments to feature.
In the process, it dawned on us that we had an extremely limited digital
footprint in music, despite the medium’s universality. We then thought that
a great entry point into securing a strong digital presence and connecting
with audiences all over the world was to benefit from the growing movement
of festivals in East Africa, Germany, Latin America, and North Africa that are
receptive to ‘world music’. It was a great opportunity for us to share all the
digital storytelling knowledge we had built and accumulated in Andariya. We
applied for funding from AFAC, and after receiving the grant, we thought we
needed to go beyond the initial idea of a training program - that was when
the idea of the mini tour emerged. The

mini tour is not just a performance

tour; it includes insights on how to

gain knowledge, promote yourself,

and create a set with different kinds of

musicians, as well as how to connect

with audiences and present yourself

as someone who is worth their time,

money, and fandom.

We proceeded with building this
process since receiving the grant.
However, we ended up sending the
applications call at an unfortunate
time when a lot of protests have been
raging in Sudan in reaction to massive
economic problems, which has been
going on for two months now. In
parallel, in South Sudan, high level
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revitalization talks—which aimed at reengaging the stakeholders in the
original peace talks—were also occurring.

Consequently, we were not able to create a lot of buzz because we knew it was
an inappropriate time to do so, but we pushed it through all our channels,
as well as our partners’, and ended up receiving 44 applications of really
talented musicians, which is what we had been aiming for to begin with. We
did not want beginners, but rather musicians with an established track record
of at least a couple of years. Once the call closed, we started the interview
and shortlisting process, and undertook auditions in Khartoum. We finally
selected 18 musicians which were then filtered down to 15 - all of whom are
very committed, and provide the kind of diversity that we were originally
looking for. We had instrumentalists, rappers, MCs, pop singers singing in
English, Arabic, Juba Arabic, and other tribal languages. It was the kind of
mix that we thought would work well for a full production of Sudanese and
South Sudanese contemporary music, laced with cultural richness, heritage,
and multi-disciplinarity. Once the selection was finalized, we began with the
sessions: the first was a social media training, the second an opportunities
training, etc. We also added a mentorship component so that, at the end of
each training, we would bring in mentors, who were themselves established
artists. This turned out to be highly beneficial, as trainees could ask all kinds
of questions, which would then get transcribed and shared with everyone. A
module was then created around the question “how do you really make it?”
from a digital perspective, but also from the practical perspective of different
artists. We held three more trainings and when we went on tour in Egypt and
Uganda held two full day workshops for local artists to pass on our training
material and learnings. #AndariyaRoadshow participants had a chance to
also share their perspective and train other artists during these workshops.

% Wouldnt established artists already
be aware of available social media tactics
to promote themselves?

OSS: No matter how established the artists are, their social media presence
was not optimized. Even when some artists have a large number of fans on
their social media channels, their output tends to be sporadic - their content
is rarely consistent, their visuals are not homogeneous... We asked artists
in the application form to include all their social media pages and past
audiovisual works, in order to scan both and go deeper upon shortlisting.
During the training, we started talking about strategy, tools, pipelining,
scheduling, tone of voice, and we found out that all this was new to the
trainees. Consequently, we provided them with social media training and
advice on what platforms to use for those who are offline, and how to go
about refining what has already been shared and uploaded for those who
are already online.
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Omnia Shawkat

% Have applicants expressed their
interest in connecting between Sudanese
and South Sudanese Mmusicians?

OSS: Yes, many were already talking about different aspects of the whole
secession, and raising awareness around inclusivity, and respect for one
another. Some of them are quite connected to this issue, and we have been
actively encouraging them to work together on new music because we want
to produce a set that is inclusive of their music while being representative
of Sudan and South Sudan as well as contemporary Sudanese music, using
different genres and their different capabilities as lyricists, artists, and
musicians. Many applicants have expressed the desire to create an Andariya
roadshow album, which would consist of a collaboration between all of
them. They are interested in working on music that focuses on cultural
healing, acceptance of the other, postwar nation building, etc. This added
a dimension to the project, which we really liked, and we believe that this
will be something that applicants will carry on in their careers for a long
time. We have one aspect of the project which is the album, and another
is looking for opportunities to take part in, such as festivals, trainings, or
courses. We have handed applicants a list of different opportunities, and have
added them to a number of mailing lists that are music-related. We worked
with them during a workshop on how to apply for funding opportunities,
create a profile, upload high quality videos of yourself performing. We also
asked applicants to write their profiles, so we can edit and translate them,
and through this, we are building templates so that they can easily apply
for different opportunities.

% You are focusing on increasing the
digital footprint of these artists and
inftiatives, but how do you plan on having
that translate from the digital world into
the real world?

OSS: One of our criteria was for them to be rather advanced in their career
tracks, so most of them—except maybe just one—have performed in live
sessions or concerts, either with a band or solo, in festivals. Because they
already have offline exposure, what we wanted to do is refine their online
presence, so that they can use it as a tool to promote themselves further.
We sought to open their horizons towards the outside world, which feeds
into our mission as Andariya of striving to have internal conversations
with people in Sudan and South Sudan, and reflect that to the world to
see what is happening locally through our eyes. Our goal was to take their
social media presence from zero to a hundred. We were aiming for a world-
class end-result, and wanted it to be something that speaks to audiences
beyond their bubbles, as some of them have built niche audiences, such as
university students or the rap industry. In other words, we wanted them to
be more universal and to have the corresponding tone and output online so
they can communicate with an audience inside Sudan with an even better
tone and an even better output, and to the audiences outside Sudan with
content that matches outside environments. We wanted them to leverage
the knowledge and the trainings and to exercise that during the tour, which
represents their practical test. When you go on tour, you need to maximize
the use of social media to all kinds of levels and also engage other media.
We brought people from TV and radio to train them in the second phase,
because when you go and you have a live interview you do not really have
the chance to make mistakes on air, so this is an important part of the
training. It falls under offline, yet it is part of media, and we expected to be
doing interviews when we go on tour, so we wanted to arm them with this
training before we embark.

% Why did you choose Egypt and Uganda
for the tours? Does that have something
to do with the fact that Sudanese
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artists have restricted freedom of
movement?

OSS: We chose Egypt and Uganda as they have a very high population of
Sudanese and South Sudanese due to histories of displacement—which is
similar to Palestinians in Lebanon, Syria, and Jordan. They are just close by.
So we have a significant community in those countries, and the other way
we thought about it is that in Egypt and Uganda there is a vibrant music
scene driven by competitiveness. Moreover, there is a refined audience and
potential partners for us to work with.

N Aside from trying to build this digital
community that is aware of the cultural
similarities between Sudan and South
Sudan and wanting to spread that
across the region, how do you think your
work affects the larger context? And

do you think that should be a priority for
you or do you think you should focus on
culture, music and the arts?

OSS: Culture, music and the arts are an industry as such, and if we do not
look at it that way then we will never take it seriously. We need to look at it
as an industry that benefits society at large, which is what culture does, but
it also documents where society is at, and reflects the different aspects of
society. So it is essential to have culture as a profitable industry and growing
industry, a thriving industry, an industry with so many dimensions. It is
part of why we exist as Andariya; we want to show that we can survive in
this industry even though it is not really regarded as a serious industry in
Sudan, but we want to be a success story so that different people can also
contribute to this success story. We want to reach a point where culture
becomes a very respected industry, where you know you do not have to
become a doctor to make it in Sudan; you can be a painter or a musician or
you can be a cultural curator or a gallery owner, etc.

We would love to start connecting the different dots; and in the three years
of our operation, we have been connecting with so many different cultural
actors and creating a community that feeds off of each other, that is mutually
beneficial and symbiotic. One of our goals is to make culture something
that is respected in Sudan and in South Sudan, and by doing that we have to
showcase what culture has to offer which is all the different content that we
are creating. We want to formalize the industry and we hope to do that by
being the spokesperson of the industry for now, and maybe we can take on
more roles. Our AFAC-supported project is actually our first offline project
with this scale, and when we can succeed in running such a project , we will
widen the horizons for more impact-generating endeavors.
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DOCUMENTARY FILM

MOROCCO

ALl ESSAFI

Crossing the Seventh Gate

Crossing the Seventh Gate draws an intimate
poetic portrait of Ahmed Bouanani, the vanguard
Moroccan filmmaker, poet and writer, who passed

away in 2011. A great artist, who was systematically
sidelined, marginalized and prohibited from
pursuing his vocation.

SHEDDING LIGHT
ON MARGINALIZED
NARRATIVES

PRESERVING

HERITAGE
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Ali Essafi

% Your film-portrait “Crossing the
Seventh Gate” takes on a firm position
with regards to the state policy of
amnesia (politique étatique de l'oubli)

in Morocco, personified by Ahmed
Bouanani, and allows him to finally exist
in the collective memory. What drove
you to give a voice to the one who was
pursued by censuring, and marginalized
and oppressed all his life?

Ali Essafi: This project is part of a larger research project that I have
launched in the years 1960s-1970s in Morocco, because upon my return from
France to Morocco, I was surprised to see that the entire memory of this
generation was erased. I was undertaking workshops with young artists, and
was discovering that there was in fact no link between these young artists
and those of the generation of their parents. Thus while analyzing things a
bit further, I understood that in Morocco there is this long-standing policy,
to erase memory from the generation before. This alienates people somehow.
I therefore attempted to exhume, partly for me as well, as an artist, even if I
am close to the 1970s generation, I myself discovered that a lot of things from
this era, especially at the level of creation, were not known nor accessible to
me. Thus this work was primarily for me, in the framework of my personal
research process, and then I enlarged it a little bit to refresh the memory and
straighten things up.

% Everyone discouraged you to meet
Ahmed Bouanani. You practically found
nothing on the internet. The ocbstacles
were multiplying on your path. However,
this did not stop you from completing
your project, which in fact represents

an archival masterpiece. Tell us more
about this process and about your
determination despite all the hurdles that
blocked your way.

AE: I believe that what discouraged me to pursue my mission, was not
necessarily something machiavellic, but rather I think ignorance from these
people, among them many artists, of the important of connecting and linking
between the artists of several generations. Moreover, what helped me, I
think, is the chance that Bouanani was still alive. I think that if he had
been deceased, it would have been extremely difficult. But the fact that he
was still alive, encouraged me to pursue my

research until I met him, and starting from

there, things became much simpler, because

he started to mentor me; he gave me a lot of

valuable information that triggered me to go

dig up and search. Thus the process became

much easier under his supervision.

There prevails in Morocco, contrary to many
nations, including among the elite, real
ignorance about the importance of memory.
This ignorance touches all social layers,
especially the elite, and this is something
extremely surprising for me, which somewhat
shocked me.
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% You believe this problem of state
policy of amnesia is a problem that goes
beyond Morocco; an African problem.
Can you tell us more?

AE: I confirm that this is an African problem, however it is not merely a
state problem. State in itself, everywhere else, not only in Africa, possesses
the memory. They often have access, they have the archives, but they do
not render them public nor accessible. On the other hand, the intellectual
elite, the artists, and others, ignore the interest, or capital importance, of
memory, of archives, etc. In any case they do nothing, and this holds true for
the entire African continent. There is no real consciousness today among
the elite, that it is a capital issue, that we really need to fight to bring back
memory and the archives.

% “For them, the archives should

Nnot exist. There should have been no
memory. They were afraid of memonry”.
Were you not scared to counter this
reality?

AE: On the contrary, it is really a jubilation, for someone who comes from
a country like mine. Every time I show Moroccans the elements that are
linked to the memory with numbers, everyone jubilates, because we really
missed this entirely, as if limbs from our own body were missing, and suddenly
appeared, which gives us energy, power... We see further, we have a better
view of what is happening. The work I am currently undergoing, on the years
1970s in Morocco, is also a work of archives. When I showed the rough cut to
the people working at the Moroccan television, or to filmmakers, even if they
are close to this period, they were delighted to find and discover things that
they had never seen from this period, and they start to see clearly where we
stand today. We make the link with what we have today, and this is the real
role of memory. It allows us to situate ourselves; have we regressed? How is
our society functioning?

% We have the impression, in your
documentary, that you defy the
forbidden, and unvell it. What are the
echoes of “Crossing the Seventh Gate”
after its launch?

AE: In fact, there has been no real launch of the film up to present in
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Morocco. There were only a few projections, which
gave way to a highly positive feedback overall,
and great reviews. People really understand. Even
during the projections, where the public was quite
diversified, there was an interest. Despite the
unconventional language of the film, which is not
necessarily easy to watch, people were interested
and felt like watching it again. A lot of people asked
me to watch the film again and again, because
there are so many details to it, and they could not
digest it all at once. Beyond this, there was a polemic, too, on the rights of
some artistic works, that Bouanani had slightly revealed.

% Problems of copyright?

AE: Yes, because at that time, Bouanani, who was sometimes forbidden
to direct, was not using his name, and thus others took credit for his work.
Thus this polemic arose, which in itself was also interesting, because it was
the first time we question the history of Moroccan cinema. And thus, I was
counting on the film’s screening at the national festival of cinema, to continue
monitoring the reactions, however unfortunately, for peculiar reasons, the
film was screened in a very secondary program, which prevented access to
the festival’s public and feedback. In conclusion, there was no real launch
for this film yet in Morocco, but this has been the case for all my films. The
process is long before the film starts to circulate.

% “There is no better future plan

for a filmmaker than to participate

with his modest means to the radical

and systematic transformation of his
society, for the construction of a non-
traumatizing word.” This role of the
cineaste, described by Ahmed Bouanani in
your documentary, do you think you have
adopted it as well?

AE: Completely. When I found this quote, I marked it in bold, in big.
And in fact this is where we meet, him and I. In other words, to avoid this
trauma, this traumatizing reality, we need to participate with small means,
even if this sometimes appears futile... I was always surprised that, despite
the fact that Bouanani was marginalized, censured and so on, he continued
until his last days, to produce, to
create. When I asked him, how does
he manage to have all this energy,
he used to tell me that in fact, he
had understood for a while now,
that what he is doing is not for the
Moroccans of today, but that there
will be other generations that will
need all this, and will find value in
his work. And I believe he is right;
all this work, due to the ignorance
that I mentioned earlier, is for the
Moroccans who will come in future
generations, who will be more
conscious and who will ask for it.
We already see this happening,
in fact. Today’s youths follow my
research work, my work of archives,
and ask for it. Many stay in touch
with me to have access to this
or that. There is real demand,
contrarily to previous generations.
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% The unbreakable spirit of Ahmed
Bouanani transpires in your film. You
succeeded in transmitting the message
that despite all the challenges that he
faces, a man who is engaged in his path
cannot be broken. Can you tell us more?

AE: It was not difficult to bring this out, because he himself embodies this.
I believe that, even if he was not engaged in a party or a movement, he was
engaged in creation and in weaving links between himself, his person and
his society, between his present and his history, between his intellectual
formation and popular culture. For me this is the true engagement of an
artist. It is not important to make films that scream big titles. Bouanani,
for me, was the first truly engaged artist that I had met in Morocco. This is
how I could describe him.

% “One day... It is sure, even dreams
will be forbidden”. This apocalyptic
statement is highlighted in your
documentary. “"Happy is the one whose
memonry rests in peace”. We hear

this statement twice in “Crossing the
Seventh Gate”. Can you tell us more?

AE: This story of dream, when I see the work that I am doing on the
1970s, we see there were dreams, when compared to today. What transpires
from this statement, Bouanani’s mirage, is what we are living today. Today’s
youths cannot even dream of a future. Thus little by little, in breaking all
these dreams of this generation, which is the first generation of independent
Morocco, a generation that was bearing a dream for the country, at that time,
today we have a generation of youths who are cut from their memory, and
who do not make the link between their culture, their history, and what is
happening today. We thus lose enormously. This work that he attempted to
undertake, which I am trying, with my modest means, to continue, gives this
engaged artist that I was mentioning earlier, this peace of mind for having
played a small role, for having somewhat participated, and thus, he can rest
in peace afterwards. It is funny because, when I completed Bouanani’s film,
I had this feeling that I could now die. In other words, I had saved the work,
and it was a great relief.



Ali Essafi

% “One does not have the privilege of
being an artist exclusively. We need to
be historians, researchers...” How did
you live these different roles during the
process of your documentary?

A\E: This does not only apply to the work on this film; I think it concerns
the entire project of an artist. In other words, one cannot, as French or even
as Turk, or Iranian, be just an artist. We, in Africa, have this problem of
memory, which is at the base of many other problems, thus we cannot create
like artists do in many normally constituted countries. In our homeland, an
artist cannot just lock himself up in his studio and do his work; he needs
to undertake a panoply of things, because we are in dire need of history,
of references, of links, of libraries, of museums... This also affects critique,
which gets lost. We unfortunately do not have the luxury to say “I can start
now, I can continue what has been done, what I have studied, what I have
digested...” No, we have to do everything at once, if we really want to build
something. This is what actually happened in the 1980s, in the whole of
Africa; it almost occurred with economic choices, it was the time of the IMF,
of the World Bank, which dictated to governments what must be done. So
starting from the 1980s all the dreams of the 1970s of artists, intellectuals
and others were broken, and in the 1980s, each took refuge in his or her
corner. Everyone continued to create, but the links were lost. Consequently,
we did not really build anything, since each was in his/her own corner. This
is the resume overall.

% You were one of the first to fight
for documentary in Morocco. In this
framework, “Crossing the Seventh
Gate” certainly created a benchmark in
Morocco. What are your projects in the
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near future?

AE: [ believe that documentary is starting to hold a place in Morocco
today, or at least people talk about it. As for this battle for memory and
archives, I really feel like getting rid of it these days, as it has been years
and years...

N You plan to win this battle?

I don’t know... One cannot always win at once. It is for the long-term.
However the real and certain victory, is the safeguarding of things.

For now, I still have this project, which was in fact inspired by Bouanani
himself, by one of his works, entitled Memoire 14, the first and last auteur
film about archives in Morocco. My project will be the second. I had al-
ready produced it as short film, and now I am working on a longer ver-
sion. I therefore want to get it over with this story of archives and memory.

There are also things that I write about; I am writing about the history of
Moroccan non-fiction film, which will appear in text. Who knows, may-
be one day someone will make a film about it.

Again, I want to get it over soon with this story of archives and memory,
and maybe instead, what would interest me afterwards, is to continue
this work in the form of contemporary arts, i.e. installations... I believe
there is much to be done, which can bring a breath of fresh air to the
archives. I have already started this work, and exhibited an installation at
the Dakkar Biennale, as well as in Rotterdam. Thus I feel like continuing
to propose projects with archives in the field of contemporary arts, but in
cinema I feel like moving to something else.
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DOCUNMENTARY FILM TRAINING CAMP

YEMEN

SARA ISHAQ

COMRA
Comra Doc Film Camp 2018

In war-torn Yemen where film studies are non-existent,
foreign media access is blocked and political media
outlets control the world's view of Yemen, now is the
most pressing time for independent Yemeni filmmakers
to have a voice. The Comra Doc Film camp aims to
provide these filmmakers with the tools and support
necessary to tell their stories to the world.

STIMULATING

BUILDING SKILLS PROVOKING

ARTISTIC AND CAPACITIES CRITICAL THINKING

VOCATIONS
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Sara Ishaq

% You decided to give a voice to young
Yemeni filmmakers with your project
Comra Doc Film Camp, amidst war-

torn Yemen where film studies are non-
existent, foreign media access is blocked
and political media outlets control the
wonrld's view of Yemen. Tell us more
about the project, its challenges and its
achievements.

Sara Ishadq: The project goes back several years, well before the
war broke out in 2015. I had always wanted to run film training programs
in Yemen. With the war, however, it was very frustrating to see that there
were no films coming out of Yemen, particularly films that were made

by Yemenis living amidst the war, despite all the suffering and struggles
people were, and still are, going through. At the time, I was still part of a
media collective called #SupportYemen which was more active back then,
and decided with my partners there to organize a short two-week doc-
umentary film workshop, called ‘Comra Doc Camp’. We did it on a whim
and the British Council supported the project. We enrolled 12 people on
the course out of 30 applicants. This was when the dream of doing film
training became a reality. Although it only lasted 2 weeks, it was quite
intensive. The first week was more theoretical, we watched and discussed
films and talked about the various styles and types of documentary films.
The second week was mainly technical, leading up to the participants
making their own films, which included ideation, research, filming, edit-
ing and the final screening. The 12 participants were divided into groups
of 3, and each group produced one joint film.

Following this workshop, we received a very positive response from the
international community who saw the films that we produced, but the
response from aspiring Yemeni filmmakers on the ground was even more
encouraging. Almost all the filmmakers who trained with us in 2015 went
on to work in the field and still do so today with their own production
companies. The ‘employment prospects’ that came from training with us
also inspired many others to approach us.

In 2017, my partner Yousra Ishaq, myself and two others at the time, co-
founded Comra Films as a film foundation to focus on film training programs
similar to the one we ran in 2015, but with more structure, a stronger focus on
quality (of both trainings and film outcomes) and more sustainable support
from partners and funds. We also felt it was important to provide those who
complete our training to work in the field, therefore many of them continue
to work with us in film production today.

In 2017, 1 applied for the AFAC Training fund, and we were fortunate enough
to get it. I returned to Yemen in 2018 and launched the Comra Doc Camp 2018
with AFAC’s support, which ran in three phases, two of which I was present
on the ground for. The first phase took place in the summer that focused on
pre-production, film viewings and discussions and online masterclasses given
by a number of acclaimed Arab filmmakers; the second phase took place
in late summer whereby the filmmakers produced their films in different
parts of Yemen, and the third phase took place in the fall and focused on
post-production. I decided this time to change the structure, as I felt that
what the participants needed more time to do their research to properly
develop their stories, and get to know the subjects better before filming.

Prior to the Comra Doc Camp 2018, we did an open call online, and
received over 200 applications. This time, however, we decided to select 12
participants from across Yemen who had some basic experience, but more
importantly, interesting personal qualities and ‘out of the box’ ideas. Owning
equipment, was not a prerequisite as the focus of the training program
was visual storytelling rather than technical cinematography skills. This
was a decision I made based on the results of the 2015 training whereby
our trainees were more obsessed with producing ‘stunning’ images than
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well told, well-structured stories. When asked what they wanted to actually
‘say’ with their films, they struggled to answer this question. So this was
something that had to change. In our 2018 program, most filming exercises
only required a mobile-phone camera, and the transformation in storytelling
abilities was immense.

By 2018, the war had also dragged on for a long time and the participants
were clearly worn out, hopeless and feeling the strain of the war on their
lives. Many of the participants were struggling with personal loss, depression,
broken dreams, and various other tragic circumstances that affected their
emotional disposition during the Doc Camp. This, for me, was extremely
important to address before we embarked on any technical film training.
Everybody had a unique story, but they were too blocked and censored to
speak about what they had endured in the last few years. Inevitably, the Comra
Doc Camp 2018 became more than just film training. It transformed into
a 6-month art therapy program where artistic expression, talking therapy,
friendship and a community were paramount. During the first month of
training, we wrote daily ‘stream of consciousness’ morning pages, to allow
each participant to ‘offload’ their emotions, vent any negativity and address
their issues on paper, privately. We did yoga, we drew pictures of our ‘life
critics’ and tore them up, we reenacted scenes of bullying and pain from
our past(s) where we confronted our bullies with honesty and compassion.
Most of our morning sessions were dedicated to such activities and had
nothing to do with filmmaking. By the time we started watching films and
discussing ideas, everyone seemed to be in a much better headspace to
think critically and creatively. It was a great learning experience for both
participants and teachers alike.

As for the challenges, the first challenge was keeping morale high, especially
when I was not in Yemen with them. In a time of war when everyone is
already engulfed by a sense of hopelessness, it took a lot of energy to re-
spark their passions. The dipping morale affected the group in its entirety
so it was a constant juggling act to keep everyone afloat at the same time. I
understood this state-of-mind, after all my entire family lives in Yemen in the
same circumstances and I experienced the same feelings of hopelessness and
helplessness, but we were able to work on tackling these feelings together,
but being honest and addressing them head-on.

The second challenge was independence: I wanted all the trainees to be able
to handle their own films and execute their own ideas themselves without
the constant support of a mentor. This was the main reason I decided to
leave them to their own devices during production (with only weekly one-
to-one online sessions to follow up on their progress).

The third challenge was time-management: at times, their work stalled as
they struggled to find their way. Most of the participants had to earn a living
for their entire family since paid work in Yemen is scarce at the moment.
This meant that many of them had difficulty committing to their program
and getting all their work done on time. But in the end they emerged with
the stories, characters and footage they had set out to get in the first place.
Ultimately, the experience of being left to their own devices to manage
their own schedules and find their own solutions to the various problems
that arose (including securing filming permits) was good for them, because
they learned the hard way, as we all do as filmmakers, particularly in the
Arab world.

When I returned to Yemen in November (2018), everything picked up again.
The participants attended our sessions daily, from early morning until late
into the night for two continuous weeks. We worked collectively on editing
their projects within this time-frame. This time-pressure did push them to
focus all of their energy into making the best films that they could.

Although the logistics of the program were difficult, and I could not possibly
be there for 6 consecutive months, I fully believe that the time I spent away
from them and consulting them remotely played a very big role in giving
them the personal confidence and self-reliance they needed to continue
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working in the field under such challenging circumstances. Throughout the
course, it became clear to them that they had to work with international
quality standards in mind. In order to receive funding, film selections for
international film festivals or future distribution opportunities for their
films, they had to also compete internationally as well as work according to
international standards, schedules and deadlines. Being Yemeni and living
in a warzone might earn you some degree of recognition, but ultimately a
strong film is a strong film, and that is something we want our participants
and trainees to be recognised for.

In contrast to the 2015 workshop, this time each filmmaker produced their
own film AND worked on someone else’s film. So in total, 12 films ranging
from 3-10 minutes were produced by the end of the Doc Camp.

% What can you tell us about the stories
that were told to the world through
Comra Doc Film Camp so far?

Sl: One trainee made a film about age-old folklore surrounding the two
pillars in the Grand Mosque in Sana’a, while two others made touching (yet
very different) films about musicians struggling to find an income through
music in Yemen. Art and culture tended to be the most common themes,
although a couple also dabbled with human rights issues or political satire.

Most of them shied away from talking about the war directly. None of them
wanted to tell their personal stories. I tried to encourage them to focus
inwards, on their own lives, families, environments, but it is a lot to ask given
Yemen’s conservative society and the censorship that exists all around. In
the end, they all chose the stories they felt most comfortable with and I think
this was the most important thing they could have done. Sooner or later,
stories will become bolder and more daring, but it is too much to ask young
filmmakers to challenge a lifetime of barriers and prohibitions and potentially
put themselves at risk of social exclusion or imprisonment for expressing
themselves. The most important thing we could offer as a foundation and
training program was the safe space to be able to express themselves, and
whatever films emerged from this environment was already a success.

% You mentioned in an interview, “in

wanr or peace, filmmaking plays an
important role for Yemen's youth. It is an
empowenring tool and it enriches dialogue
and public opinion. Generally, the making
of art in times of war is therapeutic.
Here, it is the case for both those
making films as well as the audience.
Movies help us express ourselves and to
enrich the views of others and challenge
preconceived ideas and stereotypes.” Tell
us Mmore.

Sl: That quote summarizes most of what I have said in a way. At a time
when all media outlets in Yemen are censored and international media
outlets have a set agenda, creating a massive divide in people’s view of
Yemen. All the while, the most essential piece of the story is lost in between,
the stories of the people living amidst this war. These are the stories that
matter, and that will keep people aware of their common struggles and
that, despite all the war and destruction happening in their country, if
they can find a way to remember what binds them, they will find a path to
reconciliation when the war is over. The media often has a horribly powerful
way of blinding us about what is right in front of us, but films - honest,
independent, personal stories - have an equally powerful way of opening
our eyes and touching our hearts and reminding us that we are all part of
the same universal journey, the same struggle.
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I wanted the films to focus of the training program to veer away from the
labels and division this war and media outlets have created among Yemenis.
The participants themselves came from warring sides, and it was important
to be able to create a space for dialogue during the program and also through
their respective films. It’s the ‘not talking’ that is the problem. Through
Comra Films training programs, we want to encourage our participants to
talk about the lives of the people around us and what we want to say about
our own experiences. To tell universal stories, to relate to one another, and
not see things in black and white.

There is so much to be said about the resilience of Yemeni people as a whole.
The fact that Yemenis have not had electricity for several years now, fuel crisis
after fuel crisis, no jobs or income, water is scarce - this is the case in the
larger cities, let alone elsewhere in the country. How are they functioning?
How are they still surviving? They innovate and improvise, and band together
in collectives and communities. They use solar panels and bicycles. They
use pottery wrapped in wet clothes to keep food and water cold in place of
refrigerators. They economize. They do not buy excess food that will go off.
They limit how much energy they use per day. Life in 2019, for Yemenis,
is a century behind what it was in 2010. And yet they have totally adapted,
and through it, they create art and are a massive source of inspiration and
admiration. Their common struggle, common resilience and common reality
is what binds them, and these are the stories that need to be told.

% Did you feel you achieved positive
change? Can you already foresee the
impact of these 12 films on the reality in
the Yemen and the perspective of the
world?

SSl: Yes, 5 of the films, which focus more on human rights, have been screened
at the Karama Human Rights Film Festival in Amman, Jordan, while others
premiered on two separate occasions in London through Sarha collective
and “Moving Lines” organization, as well as at the Edinburgh College of Art
and universities in cities across the world. A traveling outreach art festival
called “Stories Never Told” in the USA screened 6 or 7 of the films. There
is a long list of events where the films have been screened so far, and the
resounding response to them is that they have shown the outside world a
very different reality to the way Yemenis exist in Yemen today, compared
to what news outlets portray. We also ran a few closed screenings in Sanaa,
where over 100 people attended. Reactions and discussions were fruitful
and positive. The screenings themselves received standing ovations.

Certainly, the more we can make films like the ones our trainees made, and
the wider we can distribute them, the more we can narrow the gap between
the realities of the lives of Yemenis in Yemen today, and the way the world
perceives them.



Sara Ishaq

71



gl ae Jole

4.@)9L@SL@Q|9)A>glugmjlﬂlgluw)phwdj|wl«ollpm ngd..U‘_gpl
o 16 gyl aionay 88le o) 58110 o Ll il ol il
oS ol vax e radl gaize LoJl b colddl (o ‘séLc 980> dic hag |Ag;>-g.o

L@.a@gﬂdpjwﬂwggﬂ&ggommwdgﬂ

S

LR £
dc 9b y2as

JD ouadll Zanill 2uiyg chgll e ol
Sl Juody Sias jusi

la of gedymy gl oy .@SIU sy Bys¥l dswudll § Uiy opmds (J sg.g
dyyiSadl 8 Logye lisybs Y yusi lin TaS8o eladl Lle 5y0l8 dusyuune Yl
ibwaii § oLl ol gy €yl Wlin b clay G of lamhd 37wl oy @)
ols 2014 @ Ju u.ub 83939 d.JLo.qu)Jb aoe dJ yuS dLU WOy Lu.vl a89 .2014
300 « b—uS |)9.@A> c_.ub A8g ¢ dyyaiSuwl duso @ sluoeg o9l @ JSliwe Lyt
lo Lo.gl bmgbﬂ;gmdhadbgog Aasdl ld e laaujn of iadi US . pasds
sl ol iyl e sl Lo JS zyhi of on 8yuad by asy dlsdi of ayyi

Ayl paiwdl Jlg JolS g pice J Zzlisy ldng . crilid)] go wleldllg

Cilin ddin 0duic puoa of i

38 chaill S Bl o BBl LS Jaills dais 355 of vy ol tgg
C_)JJJA.Q)S uawulmuapmbwlﬂ C).u.m.z)ﬁ u.cLo.h:wdAmlug.iJ
ul oke béb RELS] Ulg Aol L“99 dy yuiSwdl ‘“9 cuodd gd| ol oo Wilps og
ol o WMlds g ci il Lo gulewd! zoull 8,59 9 Iytdy Gly «s3hiy
bl wie daie el geSy of Lailll 8,88 .pas Jl pageds of Lle yadi ot cuddl
Lil @i . agydlyg Lasd laSliy of Gwlll gdriugg 8ol Jo> (ulil gacd «py5eiS
ool go Gy o Jolod oo gy UisI ¢ Gulsad | sl dall gy Ly of o5 Y

dﬁ@&lh&g&a&g).bdb&g@lo

72

099 ¥ 08 . dyyniSwly o luw @ lisw lda .alg Jiow ‘si Lalyagige
ewéuﬁ i § elisy tu‘-u-‘&li’-h-'>«-°us-<-'>‘~\9 o= 9805 4 Lgyel &
wossly son Toun R g.dl d>yudl jalghdl 209 ¢|.¢:J| cdgll lin @ ttj.u.uu
] cruall imo IS0 L jlo (8L & Slg Jaldl (o Basdiud! dyylndl
] IS g 1an L.Qé[g.o gi douilds e daisi g‘ﬂl 8}5:[;.;.1." aalidl o degame
dlue zrull ol geladyg Jaslg Mins yogandl axles cus laliswe Ml by (b
99“..\.&; &Lbuoc@ls e Ay ligd ‘uw|p@mu§}@l¢quob@i8d&u£

Olesgall g0g . alsIl zpell 98 QA1 > oloStl] 7 pll 8,55 bléw] Wlia 6
IS clalol gox B> Wlia 9855 of wud Guladl .claly & punn Jio dssls)]
Lo jorl> dad (0%s 1 8,6 el I Wil x> Wi (fSg oy ade Esaiel g
wdassll phimad ilis Walyiud leie Jimio cild (duldad oda culiall crug eliy
S o dladl § 4SS dax Tagasr gud ling ysgandl go a8 b (Bpdlio cilS
Lodse dlin olS e Talisee [T o s (0o 9% (g -tid o @I @l
a2 liseo W yol Lagi liag . guldl gad)ll e Josy polse yady «uady
039 -olrsaall dulio il Lyly WY Ly Ligly 2013 & 8,081 & conil Bayyd
rolell (a8l yagan (ud 85580 (lisw poleo yady Ubse oo M ad sy 0lgs
Jlamay ol segaadl g cdbyg Jeladl e pody 8yl oo ua8) o se 92 i
Cuunizard” y6 50 Loyl ling .calise Layi 1da gzl § Byiliog dbluy aidg CMU
iUy Ol pumpgun] SULAI aie ¥ dalisie S ddy,b Loyl o byl "giudile
3 egpugoudly GUYI gl & iy S5 s cylyg &SI § digmo am”,b
g S @R GUYI jagaml) Jidio GUYI 7 pudl .l Gloryao (00 58T Copi>
489 ma cuud Juladlly el d8yb (ddy bl sda (I . gainall guadi goie (e
Mgy gl 38Me ol [iilio aidl LAy oly L sl oS lag S sao &
Jlrl prlei 08 8pilio ddysb Lo Lo yady dirgJosny] s d8ysky «(gyeS3] el
MelodS Wi o gi "ds .AJ_)T P gi "tilAJST A rdeasids yulss L@.J.S sul=i lgog
AP :m@;g.ewd&yw}uﬁ bg)gl@glblll@d@g.@&nd&.»bﬂé&

13Sa Lol by of

a9 Ghlaill sy of glinial LA o 18511 o N
750 9ls Log Solall 13D Jeall a9y <ils Lo Ldliw Yl
oiall e aildledg LAl

lsgse of puswo Pui9m6m wls,sus:usu‘x@@uﬂmw cilS tg.g
cilS gl — pebaiud oY buadmm@ngusww:ug il cdls
wasud 300) gudy z s 9 b= US 4489 Lol ul.ﬁlud.mul dolxe Uo?)s.'|
ol gl b olSy aublail olalsdly wlgadly pay pLYI JS cdls Ly s

Jsdza slaial Wlia oIS oI 48T 08K oo

o) Lgsd a8l wlledll oI cpdudl odle lagd Tax ByuS Aigsn dpyiSul
oo BiS dldie &8lE5 oSlol Lga) (e 4¥ wesr JSdy dongias of duwde
1J 500l cdaslell Je Cua sloia¥l J6 (dlRae coand dowyl oSl
osidll glio JSo i cad] Juai ol oSay @il ysaad] sae y3a0 o gdai ¥
oSl & Uby=ig e S By sl 3,416 .aliss LY Lawwsll Y]  alazull
erall G o) Taor TS Tisgoor o) of aoin didawall olledl] phimod disss
caly Lo lia yaganr Jl Woog sam 883 o ke T i o 8y ¥ gl Jlgh
i ol .goldll IS Ul Lo Ladys soiwe gud aif pdy sl o «pao 1 4

31 51 ling das T5us laade JUSYI oS Layl (iyell . disaliay gedige ol

& Wio lopds pailI byl lopdsy o z)w-U aswyyy bl Jla ol Li>
porsil S Gliysll gus & Jodlnd Linye Jlia & peidlej (o lo8se of lasaws «Sisygll
d Pl-" 4 yo ddyg cilS .gmiS b Jiiadll § Logasg lgd acluly wysall
315 Uikow €l 1S of Gyl el ¢l I9isSs o albg ulif slor I poul
adl=d lia cils di¥ Glopall lgpasy @ .z sl § golasy of zsall Gossay pg



dyylgin & ciligre

ol o dsaidy lage olS 1in .09 5d0 ol g9au o reslisy IeilS Guldl . s9geadl S
lia of olisa ling 8,84l (uaige 0oioks Wbyl lia yedmy ool g guld)
P S seaexdl £85 (o lda ruwali .cdiog 8,58

w9yl yasy s .. péllg <ipall (cally dwbuall
lgty @gls &I dlLayll (@ Lo .alad Ll 04 olall 1
C@laaall 13D §

lda oo 8,8 colS .dgaidgn &ilial Shwgs £adg0 9 codly dwled! @ og g
sogasdl Jalei of oo el cdd LS «"giuwduile cumivadlg Ugus lygdio ub,)]
By p.g,g.‘l J&ug;&gﬂ X RO 0 L”99 dJ“)‘.\.&ngl L”9 CJ"‘”‘U &Luog &JM?' @
lia Jorf o duid o Jolo @1 348501 o i oo 5T KO o didblin g yoni S
e o 51 &5 ol wyi dy «diaso Dy dgi of a8 o 4S5 a3
ol 09 pei) paie Bagmy 093 98 Disal lganlind ol Gl of losac &yl

el § @3 6T dlin o ..as2 0 L)

lgiass oy dysaikasdl § akasmy il orilially a8Me 3 oSy o 5Y1 3a¥lg (ol lia
e (il Jos e Lol lual colS 13 ol e pases of ags oo ell3 Joli
lo8ind 5 gy Jamll Sl d10 dimin Lesd urly dotho i) Mo yoilolyall
gaoall Jis¥ 5o L 8Sall Joli of deabud pgiSias S I Giyell Juai T
whndl pabns Gl Biglas Gyl Bac Limdg il oa ST aledi of sy o bads
zrall e oo dgaiden Llia) Lluwgs uose 90 gV — codly dwlwd! (6 28
ol dunlaasd] (oYl ada JUS oo Agus HET Lo Jasig ST WG Lag
Dl Lgso Jelawio aadzs (e to0) i Ui 48,5 2o y00¥l gasy § ol ity —
led! deuilly lgmdgog wodl 8,889 .calise S liag Layl ol Uy i3 JSo
a8e o 3T on alsdi of 4y US o Ao lgusdi 5 Lo zpmly Joss s
Jlob &l 35T ad @S> of Lid ps> Wlin ooSy Ty .cleadoll Jolis &y

salandly gliall sic hds HK8Y1 dadlis e Uil Wla goSs ol

el JIni LAl e b di) Juld Jud s §
Celly e 2liles Lo dyualdnll ué

lasd IS 8y (ogse Wind Gludls LAl by guldtl] jé 8,56 .uswo tg-g

73

MM)QAIL@SQ‘MlgoJSILALOJ ‘ﬂwwwuwww
ab g | 20 |)9.e.o;> ¢Jla Ul ole aaly US elis Lo Lc.g.v 44“)95.3.” 2aixll
ul&nd'u&w&)w‘gl mkbyt)*dllmdﬁnuggjuobg}-g.ougﬁ
L (K8 55Ty o ISy 2L LAS s 23lity Tyl @Bgivg ST Lo Tpol @dgty ailé Lo
gy Wlin 4o ¥ Cusy (mado yé guwly ISy lda e Jasi of Wels .olay]l
Lu&b.wﬂg u'.i.a u.oﬁSi gi ‘si) u.oﬁSi ¢Jla ug&:g x&ﬁhw.ﬂ ub..)).wﬂ Af&.@,l 5.3.>-|g
093l ez ysll olS cadl I (bassll B Jasaod sasll § elliy podi of
zod o3 Jas ng,o @.sl wg.ll sl ld ol ¥l aslg bse lae Lo Elud L@.L::
ghui o Y T580 2ol Larl o (il 3 olS Sl (0136 aamo o3y .. Lyl
ldy ol poxall e guipd Jlid uose dla oIS alysl a7 Lose culai of
3T Lse Uisl ol g axlyol ghius ald ] § ISl cusby o)
of cayouin JSs & pes o S ¢ atlall dolsll dengiall TausST lS 4 ylas ] o)
sy Lyl ais) olall (o3l e (bse 948 Basledl Ll (o yiy of Joloy
U USg lax pao udse ang 3 of JSidy pololl ol of yolall (ad)ll doghio
o cdgyaiswdl § o8 lasyg "GIS 98" ylrsee ZWl 909 pan § wb s e

by ol dub 88009 daga doyd cilSy .olKe go 4T JI Sl

Slasall 010 go lall 140 Lalll jagy § bk Ly Ja &
¢ Lailll yigbi e golawi Ja §dxsLull

=y G O8I B3grgn gl 8,84l gl 45,88 9 Hahi Wlia (ud 2.g.g
Jgié pKes dudlg HK8Y Lo JSido 4l L9 DtV J< @wi ‘si agadally JSidd
b0 ijar i Jo¥ (e i §2015  cilS yogandl 5,58 culs alinio Bala
Logye i of Wals 13 of sl syl asy yogand lis] Ja o JIgul] olS6 3ol
salill dmsly Lisle oS5 @ Uysgand TS dodly oS5 @ lgik) clinldi Lyl
asll oS5 o) auy 13le Igagd (raasill jasy oI 5sll lsagds @ lgpas odll
Boaxis g3y Ulia cilSg dwslg dolll cils dplud o pw go oI G pisU dylds
69,2l lg s o5eiS Win (i b9l JS Gl pi gl yagazdl S gud
diumo ©lg3 ol ga laalis! Lulily dima (base 2o lodlis] bl Wlia oS (lgsio
oS all G .gime yeaax Wla olS ALY LAy Go dime ledei lsisT Lulily
3100 Bay" Lawd ubse bl 4¥ oy genlago aolil o 58T yoga> lia
Ao okl da o iyl g Upan byuggu Uglei ¢lSg " gludsile cuisasd
Js1s Tyahi lia asf .l pas @lilid Ol suguw lilidy gy puuguw 6lia) idsme
£55 liag «yuS 3305 Sl (i 18] LA Jshs 30 dwdi ()=l ol T « AL



clagllae Jole

sl 9.7.” el olS =) 2o g "owld flu"g sy =0 Al dia @AW| @w.ll
zoadll ol delid B i I Lillis Layel & 0¥l aslag «sdimt] oyl Jof &
Tsliaw raomy e BN Gasy eyl iiiio (§ adyysi iy o Jl dorlon Galoasd|
Gralasd! Aol @iy of laser sl 85 as ¥ 05,85 I &6l JSo
o5ad b 4isTg Bae Ollus & Glyomily @yl Crasmiv dlgdl § o) «clylasil
oS Je o] latpead] )5 98 el zpmall 58 « Jeladl] o ety of Jy oy of
gfgus cdg &yl (e doudsly Lusg s riass Ko Ly bo 9o gl Jlgh 7 puull
oudis Ay oSay dil adiel ¥ "l cdg ¥ b se Wiad . liidg dyyod] gos of

2012 ple 4 (5,8 gl il

sgall boabuni § sldbad] e GBI o dusalsll &ygull 2134
Ligygl o9 duyyall dibill yog fao 3o asus alayde Jlacl e
Slazal Mdled] Slaaally aaell alajles” glgic a3
D33 ~“-'L34L°-'9 lpolas dabiugs Lbgye (duspun Hlalia] Azl
bulad —uan glé Lo . abLall go dldio degasn by JUS oo
oo disdni Ga)i il Log Solell 13d ¢iluill poisll e cgaall

“ T Saolipdllia Juls

2014 sle dolsg (20159 2014 ‘;,OLC ‘:9 llae wmyg (I Eas> boaic LEE
oyl U lgui zalipge basel o wBase 4 oo (ByiS (daye 4 olS I
(20144 2012 Lailll Loy 08T J diw JU el cilSg) 8olll & 46T colay diwdl ells §
00 M ol i cgly LY L i cdien JS ol sgall 83U @i Uiy 2015 disg
oo Bl ASY1 o dugyodl lilsgl8) dugyeldl cililorygll G auidll &ylal JICad
CSg (layyshi daiSo Bolll gasgo Lo Jael wingg (laio Byl dsT Liikay o
3 Gasy Lo mo dsbliis osSi Layls Uy 23 g (dols sole 3l of Likay
sy 883l i3 dyataall sl o8« Lolsi @lin oSy o i S 7yl
Sy o JS T3] ayol o bsde Boliyl gy J35 ¥ dpaalid] il ] of oyl

il amdl o o> & ol Yo cadlin dgudl da3U Sio 80e o

SK87 S 2018 43T ddlus Slisyus g i 45T Solag Bollly Glay Wil 8,51
3lall {aliss b pass) 18 o of pase ae udll ] woy asy aif cdell dlgb
¥ Jagassd Jaiall — g opell agidally ran $ digse JU cdyyuikuigl § lin il
crlolall gt Wlia Gl ol agddll § Ladi dlia of lazrg — oyl agddl
Soxdio 3o e of bad dlias BB (lilSy Oloyie lagws anei ¥yl
(2016 co «J4d g0 884N elli e Jacl cus p@uewswb-'ulwwyﬂ
g o S ST calamd .l g0 cdlo diuszo gy oK) ladudid JoloT cuiSq
il Jlus rols 5l gools lase dosll Jl glisT 1 (b0l o] o
Toor Luslin oS elld cramg .ol i & dy il § 41 o Lulio o1 1S 18] Loe
Augidyi 4d Oilontio cuud) Olniill oY 48l Dgmo péy ade yuS JUSl Wl oSy

74

gaisy dgyuitayl § Gliall "anus 030" Ghile Agy &
diknis (30 pols dpnlpun-declas] dxn s L]
<lici § aili dgygig Lidsydi Jlakg lougil Gl
dpa e Joc Glg @laii J] dblayly <lli . el gyl
1gdally &31AH1 SiLaleall Jo ilalasg wlilsoag
199 d.u).w." dalnillg Lig)gi 3 Jidl pala.ll u:;u.l.u
LU«:I 2018 yLluasi dalaug HI3T youi ):|9| 3 u.n.d.U ALY
JLI1 gild / pliy Slani Y § aisadiy Lailll ge
el gully

Loy Loye coalis of asy ‘:gi 2011 o=y 8y0las ‘L;u: 5,8 Al gls zg.g

Modl) ey WM dawl S A pus Ao 9 coladw JWJ lgawl & pan 45U
lgiznds poludd Jand ¢l ddlise elasT § Byalll sy lgionds e LAilia 7 yuus o9
ol8 pasid dad dligh .olyiedl g Bly <Al (] dalise Gl byl asy
556 (e Yimin 0lS3 (Byatll Gl piuand] J] il pasudd il dadlly platel §
mwlﬂm‘wlwwwlwb ol § i s (gt il
uc.‘s a9 dJ|9 aolbo ] US;AJ RICpRr-con | b e byl g z59 8yedl Jo

B30l 2o axg)5 gbldy ddals duad Gl § ade

dabill § golew zymo Up) Ja 1 lgw 856 § J lagle oyl lia oIS liag
cgenlus Lo gye Byalll S8 9b0ye ol ST ) « ompaans z5aS ¥ 9 ol dy =l
aif e ub sl o] of sl 5al sless ol 08T @) il duluo lisS o
O a1 1 ¢p0 T o1 la3 90 (19ms 4i¥ 44i6 J3 by il €IS« olns

Aiidg ‘“513&93 lda

& 2011 asy o Slasi muar of Lyl mudl of 8ygdll GGl el ld asy @
) 018 ol Jelusly polsll gl gige & Uad 16T lay Jagans pang puisi
S Loy cclld & 58 @y Basmyg .31 Sg cadl 3 Uygs sa bo of .38 AT Tyl
%5 oo sl JS8T Sy (o=l lin Eaalis osicg « 1B duompull gb9c 2l

lola aSuiiun 51 yo0ly JlyeS gardin Jio @51 wbase Layi Wllia S Buslg

o Loy d8de o Ty Jmii o Ligle ol 8T of i il . gulea] g6l 2o
dals § B33 Jals cundy .ad oy ool e Jacly 13T Gl wluaadl 2 pual
s (Byalall o lgakine olSo hid & pas ubaysll cils Lils Ligadll oS 2012
‘Ml)ml difwge d9y9 J] d9Layly) «_lla..sg 3, a8l ‘_9 daxloill (bgs=l oy

Do Lails liakig ("lislgd fowal i &y yaiSadl § pld] olorsall oY

&l dla oSy @ lgis> cdoll Jlab ahalhill 854S Cuwy dax clgms lig>lg
3934 d.b.u).oélb.ﬂ@ul»ﬁlgmo-w[s Lo 3> J 38t zwoliy g3 L?LOJ)S)A
o] S8y 0,00 olowas Ll dhige aygu cals Ul ol =l
o s § @i dgorg (rad (ByuS Alduo el § of @l S ling .dsoad! Bl
ooy setl] JS oY (oo Ulegun 5iST Loy plaig Sl of ) o Sins
o dbsd a8 ¢ Jsdll ayg Jmdl] 8,55 e dadld Lgil LS Basasr (S duwleadl
rall olSq in i Lere @yl S 14 JigS sof of Hanl of Ykl Crasesus
I oyl LAl s (e (Sg eyl dimaxr ddle Blisg i Juw sl
309 hdd &Sl § blidse 5T udgses "oall cdg ¥ gag Bady Lisgll

o) 2 I ablislg AT 8,88 wels Lia

W o Bulead! zpudl pggin e ST > ily gasuil gy3hi ge el asy
S Sl Cus t,u.dl u_é.d.o aawl LUl S >y Gl ygo 2014 S Q>
l@.ég.a.oJ ML«UL"Q[&ML&J'J)M@)QQPLO@‘QJ(O}&SM)Q

Mlubé.wlwggwéug|ﬁspwlwg>w 37 Jlo>
39%}"—! (d5uylig cdungio yiST Jiy basol B9 Wlli & @l z el paao J!
Jog ol Jl s ols KN g lab @a¥l oI sldy zawall Giwlys JI



dyloie se Wligsa

2l

olaydluacs Jole
3.§|A§| ng.i)_l'g ‘_J.fll’.u.uU Z).w.o.U )|9.>

oo B_” oo o .” _e ﬁ}_\J ““I

J.(J.q :a::)..\.«.(mgl ‘9 ulhz" € P)g» U.Q.A.LQ F“-G-’
éyaLQo Ao Lewws- MLw' A s Ol L] euaady “swtwl

@ Olio (Lgyaly Wiy, 91 Jladsg buwgl & sidll ddbis K7
Jastl Gy paais J1 BLETL U3 .yl gl lic
Aguidtly LVBEY Oluwlead! Jo> uLuJLan SU3lwog duspune
gl dbilly Ua ol $ Sl polall ol

BlgLull e gloil

djyusll

75



dbge digy

ool reaiadl] emysll s il “4uiilial] aNEN 5,08 musa” e
ol Jay 800l oty & laillSg esolsadl leygay S 2asl
:b'.olg u.z.'>d CL‘J| Yo @'&1.” Zb}lb ¢y d=io ddgS Jl d0lodlg
culS ‘_“gd.” cL@J..'>q Cro ul.c.g (84.0 dilas L] P L@S .‘_J.o|9.c.o gl.ul ugig
coladdl sda Jls lem8g0g ¢ grudog «glidg lygw (o 440 pgaiud
LI Slall Je ol of oS 650 o laalid godoa e cusds
anasl] plaasdl dgolsa (& 8,810l chndn¥ § Cusdidl] il dyliay (“slu
" " " sl 3

2015 e sohiy (8983l Jlac¥l iz laliog (Sl z Wl of Jodll J3U
el plagyl e b 55 e g ¥ goidll lia of Loyl Jodll J8Ug .ailyluss &
r0ilia)] 0gd 850l 315 ralalon sy « remiill JI Janil gl ( i
oasedeBl cpoibloll cygugrad] cohdlll «yeadyall «dlg )l «yoix ]
cdgll 99 (ST (8yuS >loig LIlin paxli 109 bo ldwo (ling .2l
0o ol Gasy $o (il (il ey midg § Bl songy ¢dudi

A 335 3320 ggimnall 0o 3330 JI Jaouty Lasieg «ziYl § bloyl
st yuay cbaicg «@lei I Gl a8 aidg Johy g sl ol Ll
S Yo ISl Joudll i piliey ¥ Lo climg (908 @il elli o
o amg Lo S0g STl oMy Joxlé Iaghasally donoyd ] cally Lol
Lasl “5lanl” 5ok

dbge ding)

76



dyloie se Wligsa

SN 8lon” g pitin aull sty o 1ing clsgel] § pludi¥l LBss Jl Gag,
Eusy ‘“L'_'buwg Sugil) p.ol "yl o “diwylong aioldy @ | -

JS =azy clas clidl J! L:.ob ¢S died| Al Jo> 4= 0] S yomals
J.O.u.ull Z).u.o.U)'p 9 «dg=>r9 ng.uJ chu.U OJ.QUQKJXJSQ L@Ju—l.o.u.eﬂ
i carl] Bl cdyyaiSall § “zano p¥” iilasg Aol sidlls
dl '-@'-w o2l gl Gldel § qulaad] ] Joo «ac Giiyog udase
PL"' dins| 5.19 Sl @394 Y Lo ¥ ‘Z)"""U RS 4+o$a| Lle .A.ASLJ| dalel
ogic dousy Laudy Yo cuaalidl

leil Jodl puay 0a8 (alyl S Ll Jlgl oo Jl> I 85Lasyll wicg
lacordn & pall Ao &liall 4y J2iis o K .y il ] 075
B9 «Jaitll Ll oo lgiax dyloy) S35 4l e @lhil il “agas”
Ji S il ] el s Lyaw I g¥oxdl (ro cddohy d=lb
Tousy (g vasll lagaasy laghyy eLdd iy «ouidhill (g a>J
Sl 41y “gquugal” dalid § Gligasg1 yobi zy5dl oy Bl lda e

« . |”

gwolde cdpcliall &Sy dgxlgs JI oKdl e s bl
ee=09 «lade (randll oy S JI ey cdusudall pailo s Lodilseinl

gl @ld)] JSdud «aailog palloys paisles oo «cruan! lgsacls
ER(P

g;.:'xo.U “L;).U Al sgmall dd>y- b’ fa.Li.Q Lhe oy bo (Lé.gl Jdag
colid @ adall sl M5 gagdall duad aud zlsy s Glal> glue
Yo (danlloy pody pgio alg JS ol Gle waddl D35 (o Joloy gdlg
«Sill glail asy wigyy Lo @l Gl Jxdl e i G el i) oy
Syl ZUGY] ooty Lalin g )51 810 duwsed (9 byai ol (0,83 gal ¢

77



dbge digy

doolall CJlis oo Ll ga “Byuili” I Laosd of s «dwidl] cilegand
Blew ol e “4a0” 38,8 «359J L o layeg Sl JMisNl dhlud
bliud (o5 dilias 4 lgbes ol sy luialy gulew @lew g2 lglac
alisg) “doxib (§ 5$8” gopire Lo oy dundi po8l . dildy Y gasiy
3984 e Ledall Juw Il o yolsemy (a8ley dimunyg ¢ gl cagjos
448 yousy ud (ldag (S e lgwe bl JI eadly cduy=ll digall
iblas o o) B J) poyidl lin glhnd ddlise goses i «dalls
Apgall S wasd § okl Joddy (I oubladl] gumiilly dsibs

oelazs] 2l el 7o 13y (g (B lia § « S Lyl el
i (9 eyl (rag ¢ ol elad] uldd (o @Ml ddlo wdsil
49,¢” gopire 9 JIl Lo oS cdy;lal Ul ooy 08 Sl z iyl ol Lle
oMl 2o Jaslly Lledlszdnil assg il sy (Ml gailud “diysll
Cusw cpase Jolsill § dubly8eidill ddy )l diglses dlisell (s §
Jai ¥ caill gasal @5l anldn e G day bl sin (3 ]

de 73 bovieg laiue dgadl § . (wadly Al 58§ £o80ll e
)L@}Jl 4.1.9 ng.u..: 5AJ| Calisll e ‘SALU..C}U @b.c.g.sg.c.” 4L Q i u:l.ogd
o dudnd (adgT ded aomy ¢ ruygud! e wudlll jlin sl L8 (o Ligpall
ol o s Ul deedledl] didasi e susdly laag Lyguw (9 Gasy
Blasdl o (385 051 8,40 7] o liny B giodll Y16 L8] 0,00
Lagseli Yo

o2 S (Boams Al 2005 § oSy legian 31 ZlYl oSy adg
dordnidl e diluyad JS méy gl “Ologlell pise” sopin & JLJI
) “Uyail” gopdin § of «duiruld] Gludl Godo dons § Zlisylg

78



dyloie se Wligsa

O35 clguly Geg «zldl Gosbs § sl (o 85058 ajlalll ada o el g
Gauudl syl JI g0l Labliyl go Silodly susdly gl=d I gyl
il wlelys] Jl buhsdll oldac 43a85 aadly gl (oSl e

izl @l 3 S 25yl ol ¥ (el dolell alls o el Lleg (o)
$ BT leaymi il JlacHlé goidll oo plufdl e abony ¥ dy =)
mm cilS glg «(gdl 2 S dyloy Jo> ol diliay QLS ia
(o3l o aplicsi ¥ e¥5a Jlach of (lale #lll lgdass sgleld Jolo
o <L'>u)b9 (4.0_9|9.o thLQLLuJ QL:>:J>Z| RS s ‘94.93:.3 USJQ :L_L«.LO:Q

ezl glad Jle il 08 lia geniill g J sedd il B5lel] J=!
5ol iai ¥ 18 wds ng...u.” OWI” dalid e dijas b 4 @L.a.ll
Geroly 3509 Uy 06K of lide Craty o 8 (5dlid (165 o
092dill gl ¢ oailiall gl i Lle “eluds¥I oo piSI aldll iliadl Jle
aldly gdlly (4] @La.ll sudy gl (Sl iy pa ¢ pgasdll e ¢iaudladl
Jasas lia dglsa of cdio clgii¥l ¥ Zwl oololss (clld mag ‘mu;g
Lt 3990 83|95 w35 8 5yuS llal ul Lo ¥ :a.‘.ub =9 4l Eusy

@U-”-‘S’-” 9l ¢ul99¥| u..o;t.&.” ng ¢5JJ|9 09.99 5&." J>&J| laa JLO-
19393 ol r9:0al] oaniill a3z (SIS elym § il lpusit all
ul L@lg Sd emdIb “py309 iU |949§JULJ d.JLp&bLMﬁSl
as9lg ol ¢ydl dg>lgo ol Y cdulas Laigaads ¥ (sl oo lgalaig

ol 45l LgisTg A8 alBlai (49T (> Lowan ¥ ¢ Laa] pa=day cailhlug

oo degazas ladymy s Laroll il Loy Lasd ¥ “ae” 48,36

79



15i01

AFAC ARAB FUND FOR
ARTS AND CULTURE

o) <l ég\ Al
39 iollg dal a5l

<bigyo
d1ylgin sus

<3Ulas
¢ JUd suilw & Ulgh glue & logy e @ Ljgy olid & alw gladlg glagygr [Buigs & (510 1ass & glio dilas

& aalyldled & (hgangs i & Lilic glelg JSHb 1ani(sulall dilas @ e guuyng —uyé Gal) aly —ulis
Slagll e Jole & Gl Hlw & Glall Jde & &g duof

SL_azll 5Ly
Jaal 1c ). 4109y

¥ digS (e lamd  yo duyell dslll @lle & SaH 7Lyl ol Jodll (Say ¥
o 53 dger 00 Lasd Jlaille cdaer o digslaid] 1,5 o el I
(831 4l o ggiel elis] 8y Jl dg>ig (dusU (ro “Zl]” il auas
gl cdeleld oo Sl agany Ul egMBY dlyo (§ Jlno oa dlons Jl5s Y

¥ gl palac & slpaiadll M5 o« J3YI Lleg (ling lgolail § «oiil
Ledl saiay I ajlall JI 8Ll (e (199800





