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The Typographer
2019

While Genet was known to the world as an avant-garde writer, the only
profession he was offered as an orphan gifted schoolchild was typography
for which he received training for a short period of time, before fleeing
from the workshop run by the pub|ic welfare system.

In France, typography was traditionally the profession left to the gifted
children of workers, who as typographers became essential in circulating
revolutionary ideas among the working-class.

Although his training in typography lasted for only a few weeks, Genet
always paid great attenfion fo the typesetting of his books, cultivating a
fascination for typography as a metaphor of literary practice.

Khalili's fim depicts a typographer typesetting and printing the last sentence
Jean Genet wrote during his lifetime. Following Genet's last will, that
sentence forms the epigraph of Prisoner of Love, providing in retrospect an
illumination of Genet's poetic art.

Shot in 16mm and in black&white, the use of celluloid film operates here as
a metaphor of cinema as a technic of typesetting for images, emphasizing
the nomadic power of words and images to navigate throughout minds,
time, and media.
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The Typographer
2019
16mm film

3I 30ll
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Twenty-Two Hours
2018

Twenty-Two Hours investigates Jean Genet's visit to the United States
between March and May 1970.

Invited by the Black Panther Party, the French poet stood in solidarity
with the revolutionary movement and its leadership, which was at that
time arbitrarily detained.

During the two months he spent in the US, he toured the country,
tirelessly calling for solidarity.

Nearly 50 years after, Quiana and Vanessa, two young African-
American women examine Genet's commitment to the Party in the very
same area where the poet delivered his first public speech: Cambridge,
Massachusefts.

As much storytellers as film editors, the young women combine
fragments of images, sounds, stories, and film footage, to tell the story
of Genet's commitment to the BPP, suggesting a reflection on the civic
poet as a witness to history.

Simultaneously, Doug Miranda, a former prominent member of the
Black Panther Party who was involved in organizing Genet’s tour on the
East Coast narrates his meetings with Genet and his own commitment to

the Party.

So who is the witness? Is it Genet who stated that he came to the U.S to
bear witness to the repression suffered by the Party? Is it the former
Black Panther, who knows that he's duty, is to now bear witness to the
struggle for liberation to which he dedicated himself2

Or it is the young storytellers/film editors, reactivating this story?
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JEAN GENET

TONIGHT
9:00
201 HARKNESS HALL

Twenty-Two Hours
2018
Digital film 4k

1

45
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The Tempest Society
2017

Presentada en Documenta 14 en Atenas, The Tempest Society no es un documental o
una ficcion, sino una hipotesis: tres atenienses de diferentes origenes forman un
grupo en Atenas para examinar el estado actual de Grecia, Europa y el Mediterraneo.
Para ello, se reunen en un escenario teatral, abordado como un espacio civico.

Ellos mismos son The Tempest Society para rendir homenaje a Al Assifa ("The
Tempest" en arabe), un grupo de teatro activo en Paris en los aflos 70 compuesto por
inmigrantes del norte de Africa y estudiantes franceses. A través del formato del
"periddico teatral", Al Assifa aborda la lucha diaria contra la desigualdad y el racismo
en Francia. 40 afios después, el legado olvidado de Al Assifa encuentra un sitio para
la reactivacion en Grecia. En un escenario de teatro, los miembros de The Tempest
Society y sus invitados hacen una llamada a la igualdad, la pertenencia ciudadanay
la solidaridad.

Premiered at Documenta 14 in Athens, The Tempest Society is not a documentary or a
fiction, but a hypothesis: three Athenians from different backgrounds form a group
in Athens to examine the current state of Greece, Europe and the Mediterranean. To
do so, they gather together on a theater stage, approached as a civic space.

They name themselves The Tempest Society to pay homage to Al Assifa (“The
Tempest” in Arabic), a theatre group active in Paris in the 70’s composed of North-
African immigrant workers and French students. Through the format of the
“theatrical newspaper”, Al Assifa adresses the daily struggle against inequality and
racism in France. 40 years after, the forgotten legacy of Al Assifa finds a site for
reactivation in Greece. On a theater stage, members of The Tempest Society and their
guests call together for equality, civic belonging and solidarity.
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It is the stage
of the civic poet

The Tempest Society
2017

Digital film 2k

60’
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Foreign Office
2015

Foreign Office se centra en el periodo durante el cual Argel, entre 1962 y 1972, se
convirtio en la "meca de los revolucionarios", albergando representaciones de
muchos movimientos de liberacién de Africa, Asia y América, como la Seccion
Internacional de Eldridge Cleaver de los Pantera Negra, el ANC de Mandela, o el
PAIGC (Partido Africano para la Independencia de Guinea y Cabo Verde) fundado por
Amilcar Cabral. Tomando como punto de partida este pasado olvidado de la post-
independenciay el internacionalismo, Foreign Office, invita a reflexionar sobre la
historia y su transmision, y en la emancipacion como algo esencialmente vinculado a
la poesia.

Foreign Office focuses on the period during which Algiers -between 1962 and 1972-
became the “mecca of revolutionaries", hosting representations of many liberation
movements from Africa, Asia and the Americas, such as Eldridge Cleaver’s
International Section of the Black Panther Party, Mandela’s ANC, or the PAIGC
(African Party for the Independence of Guinea and Cape Verde) founded by Amilcar
Cabral. Taking as a starting point this forgotten past of post-independence era and
internationalism, Foreign Office, invites to reflect on history and its transmission,
and on emancipation as essentially linked to poetry.
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Listen to the people's will

Foreign Office
2015
Digital film, 15 photographs and silkscreen print
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Because he wrote about us
and by writing about us, they saw the

And he too,
visited us

Foreign Office
2015

Digital film

22/
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Foreign Office

Aero-Habitat, Telemly area: Former location of the Victoria Hotel, residence of Karl Marx in
Algiers, from February to May 1882

2015

C-Print

75 X100 cM
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Foreign Office

Hotel El Safir, Ex-Aletti, Algiers City Center, Residence of the Black Panther Party delegation
during the 1969 Pan-African Festival of Algiers. Entrance of the former casino

2015

C-Print

100 X 125 CM
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Foreign Office

Hétel El Safir, Ex-Aletti, Algiers City Center, Residence of the Black Panther Party delegation
during the 1969 Pan-African Festival of Algiers. Hall

2015

C-Print

8ox100cm



adnoolerio

¢/ Mallorca, 205
08036 Barcelona

T. (+34) 93 4510064
info@adngaleria.com
www.adngaleria.com

Foreign Office

Hotel El Djazair, Ex-Saint Georges, El Mouradia area, Residence of Stokely Carmichael and Miriam
Makeba during the 1969 Pan-Africa Festival of Algiers. Reception Lounge

2015

C-Print

8ox100cm
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Foreign Office

Cinema El Hillal, Ex- Triomphe, Headquarter of the PAIGC delegation ( African Party for the
Independence of Guinea and Cape Verde). Hall

2015

C-Print

8ox100cm
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Foreign Office

Cinema El Hillal, Ex- Triomphe, Headquarter of the PAIGC delegation ( African Party for the
Independence of Guinea and Cape Verde). Box office

2015

C-Print

60 x 8ocm



adngoleris

¢/ Mallorca, 205
08036 Barcelona

T. (+34) 93 4510064
info@adngaleria.com
www.adngaleria.com

mnasrr

Foreign Office

The Archipelago

2015

Silkscreen print on paper
70 X 50 CM
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Foreign Office
Views of the Solo Exhibition at Palais de Tokio, February 18th to May 17th 2015
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Garden Conversation
2015

Producida en el marco del Abraaj art Prize, 2014, Garden Conversation toma como
punto de partida un hecho historico del que quedan muchos informes, pero que no
se ha documentado: la reunion en enero de 1959 en la Embajada de Marruecos en El
Cairo de Ernesto GuevaraYy el viejo héroe marroqui exiliado de la Guerra del Rif
(1921-1926), Abdelkrim Al Khattabi (Ajdir, norte de Marruecos, 1882; El Cairo, 1963).
Como precursor de la lucha por la independencia, Al Khattabi luché contra dos
ejércitos coloniales (Francia y Espaia), inventando y experimentando métodos
modernos de guerra anticolonial que inspiraron a muchos lideres de movimientos de
liberacion como Ho Chi Minh y Ernesto Guevara. Tras la primavera arabe, Khalili
examina una hipotesis en forma de meditacion poética: ;qué se dirian los fantasmas
de Guevara y Khattabi si se encontraran hoy? Continuando con una serie de
desplazamientos en términos de historia, geografia, género y lenguaje, Garden
Conversation pretende sugerir una reflexion sobre los modos de resonancia de la
historia, mostrando fantasmas de carne y hueso, determinados a captar el presente.

Produced within the framework of the Abraaj art Prize, 2014, Garden Conversation
takes as a departure point an historical fact reported by many accounts, but that has
not been documented: the meeting in January 1959 at the Embassy of Morocco in
Cairo of Ernesto Guevara and the old exiled Moroccan hero of the Rif War (1921-
1926), Abdelkrim Al Khattabi (Ajdir, Northern Morocco, 1882 ; Cairo, 1963). A
precursor of the independence struggle, Al Khattabi fought two colonial armies
(France and Spain), inventing and experimenting modern methods of anti-colonial
warfare that inspired many movements of liberation’s leaders as Ho Chi Minh and
Ernesto Guevara. In the aftermaths of the Arab Spring, Khalili examine a hypothesis
in the form of a poetic meditation: what the ghosts of Guevara and Khattabi would
tell to each other if they were meeting today? Proceeding to a series of
displacements in terms of history, geography, gender, and language, Garden
Conversation aims to suggest a reflection on the modes of resonance of history,
showing ghosts of flesh and blood, determinated to haunt the present-time.
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Because a youth who does not create
is ancanomaly

I think we are not trying to create new ideas,
but a new culture

Garden Conversation
2015

Digital film HD

20’
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The Speeches Series
2012-2013

Producido respectivamente para Intense Proximity, La Triennale (Palais de Tokyo
2012); El Palacio Enciclopédico, 55a Bienal de Venecia (2013); y el proyecto invidual
de Khalilien PAMM, Miami (2013); The Speeches Series (2012-2013) es una trilogia de
videos que se centra en el lenguaje (Capitulo 1), la ciudadania (Capitulo 2) y la clase
trabajadora (Capitulo 3). Para el primer capitulo, Mother Tongue , Khalili

colabord con cinco exiliados en Paris y sus alrededores, invitandolos a traducir,
memorizar y “reinterpretar" fragmentos de textos importantes del pensamiento
politicoy la cultura contemporanea escritos por Malcolm X, Abdelkrim El Khattabi,
Edouard Glissant, Aimé Césaire y Mahmoud Darwish. Para el sequndo capitulo,
Words on Streets, Khalili trabajo con cinco inmigrantes en la ciudad italiana de
Génova, quienes disefaron manifiestos originales que abordan las nociones de
nacionalidad, ciudadaniay pertenencia. El tercery Ultimo capitulo Living Labour
contempla cinco sujetos en Nueva York que analizan la estructura de la opresion, tal
como se refleja en las condiciones laborales, que personifican la exclusidn politica 'y
social.

Produced respectively for Intense Proximity, La Triennale (Palais de Tokyo 2012); The
Encyclopedic Palace, 55th Venice Biennale (2013); and Khalili's solo project at PAMM,
Miami (2013); The Speeches Series (2012-2013) is a video trilogy focusing on
language (Chapter 1), citizenship (Chapter 2), and working-class (Chapter 3). For the
first chapter, Mother Tongue, Khalili collaborated with five exiled people based in
Paris and its outskirts, inviting them to translate, memorize, and “retell” fragments
of major texts from political thought and contemporary culture written by Malcolm
X, Abdelkrim El Khattabi, Edouard Glissant, Aimé Césaire, and Mahmoud Darwish.
For the second chapter, Words on Streets, Khalili worked with five immigrants in the
italian city of Genoa, who devised original manifestos that address notions of
nationality, citizenship and belonging. The third and final chapter Living Labour sees
five subjects in New York analyze the structure of oppression as it is reflected in
labour conditions, epitomizing social and political exclusion.
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1

Why should we do the hardest work
for the lowest pay?

Speeches — Chapter 1: Mother Tongue
2012
SD Video

25’
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Speeches — Chapter 2: Words on Street
2013

HD Video

20’
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Speeches — Chapter 3: Living Labour
2013
Video

25’
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The Seaman
2012

El puerto de Hamburgo es el sequndo puerto mas importante de Europa y uno de los
mas grandes del mundo. Pero el puerto de Hamburgo también es uno de los
primeros que ha automatizado el area de almacenamiento de contenedores de sus
terminales. En The Seaman, Khalili filmo un puerto desierto, vacio de viday
presencia humana, donde solo queda visible la coreografia fantasmal de las gruas
que transportan miles de contenedores, diay noche. Por otro lado, un joven
marinero filipino relata fuera de la pantalla y en tres capitulos su vision de la
industria del transporte de mercancias globalizada, el aislamiento que sufre durante
meses en los cargos y su relacidn con su hogar, proporcionando una descripcion
precisa de la condicion de los trabajadores en el mar.

The port of Hamburg is the second most important harbour in Europe, and one of
the biggest of the world. But Hamburg’s harbour is also one of the first which has
automated its terminals’ container storages area. In The Seaman, Khalili has filmed a
deserted port, emptied of human life and presence, where remains only visible the
ghostly choreography of the cranes that carry thousand of containers, day and
night. On the other side, a young filipino seaman recounts off-screen and in three
chapters his vision of globalized goods transportation industry, the isolation he
suffers during months on cargos, and his relationship to his home, providing with an
accurate descripition of workers’ condition on sea.
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The Seaman
2012

Digital film
10’
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Wet Feet
2012

Miami es una de las ciudades estadounidenses con mayor comunidad de
inmigrantes de América Latina y Caribe. Entre estos inmigrantes, muchos se vieron
obligados a abandonar su pais ilegalmente. The Wet Feet series articula la metafora
y la metonimia, centrandose en los rastros dejados por esos viajes en objetos
concretos como contenedores, botes o flotadores abandonados por los refugiados
de Cubay el Caribe durante |a huida de sus paises de origen a los Estados Unidos.
Los contenedores oxidados y rotos fotografiados a lo largo del rio Miami eran los
botes improvisados utilizados principalmente por inmigrantes cubanos. Esas huellas
dejadas en objetos con las cicatrices de la violencia de esos viajes tienden a
convertirse, a través del tiempo, en las metaforas de las transformaciones que
acompanan a la experiencia migratoria.

Miami is one of the American cities that has the largest immigrant communities
from Latin America and the

Caribbean. Among these immigrants, many were forced to leave their country
illegally. The Wet Feet series articulates metaphor and metonymy, focusing on the
traces left by those journeys on concret objects as containers, boats or floats that
refugees from Cuba and the Caribbean used to flee from their home countries to US.
Rusted and broken containers photographed along the Miami River responds to the
makeshift boats mostly used by Cuban Immigrants. Those traces left on objects
bearing the scars of the violence of those journeys tend to become —through the
marks of time that has passed on them- the metaphors of the transformations thet
accompanies the migratory experience.
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Wet Feet. Broken Container, Fig. 1
2012

C-Print

100 X 120 CM
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Wet Feet. Broken Container, Fig. 2
2012

C-Print

8ox100cm
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Wet Feet. Lost Boats, Fig. 1
2012

C-Print

100 X120 CM
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Wet Feet. Lost Boats, Fig. 2
2012

C-Print

100x8ocm
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Wet Feet. Lost Boats. Detail: Dry Leaves

8o x100cm

C-Print
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Wet Feet
Views of Blackboard, solo exhibition, Jeu de Paume, Paris, 2018
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The Mapping Journey Project
2008-2011

Producido entre 2008 y 2011, The Mapping Journey Project es una instalacion
compuesta por 8 videos de un solo canal. El objetivo de este proyecto es trazar una
practica alternativa de elaboracion de mapas, desde la perspectiva de individuos
obligados a cruzar fronteras ilegalmente. Cada uno de los videos consiste en una
sola toma estatica. En ellos, una mano que sostiene un rotulador permanente dibuja
literalmente en un mapa las tortuosas y complejas rutas que cruzan las fronteras
generadas por los viajes ilegales forzados, mientras que fuera de la pantalla, los
narradores relatan el viaje.

Produced between 2008 and 2011, The Mapping Journey Project is an installation
composed of 8 single channel videos. This project aims to draw an alternative
practice of map-making elaborated and shaped from the perspective of individuals
forced to cross borders illegally. Each of the videos is based on one long static shot. A
hand holding a permanent marker draws literally on a map the tortuous and
complex roads across borders that forced illegal journeys generate, while off-screen
the narrators recounts factually the journey.
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The Mapping Journey Project
2008-2011

Video instalation

8 single channels

View at the 10th Sharjah Biennale, 2011
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The Mapping Journey Project

2008-2011

Video instalation

8 single channels

Views of The Mapping Journey Project, solo exhibition, MOMA, New York, 2016
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The Constellations
2011

Cada una de las Constelaciones reproduce cada uno de los dibujos producidos por los
participantes en The Mapping Journey Project, traduciendo literalmente los viajes
contados en los videos en forma de constelaciones de estrellas como se han
utilizado en la astronomia durante siglos.

Each of the Constellations reproduces each of the drawings produced by participants
in The Mapping Journey Project, literally translating the journeys recounted in the
videos in the form of constellations of stars as they have been in use in astronomy
has for centuries.
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The Constellations
2011
Series of 8 silkscreen prints on paper mounted and framed

60 x 40 cm each
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The Constellations, Fig. 3
2011
Silkscreen print on paper mounted and framed

60 x 40 Ccm
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The Constellations, Fig. 7-8
2011
Silkscreen prints on paper mounted and framed

60 x 40 cm each
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BOUCHRA KHALILI (Casablanca-Morocco, 1975)

Bouchra Khalili is a Moroccan-French artist. Born in Casablanca, she later graduated
in Film & Media Studies at Sorbonne Nouvelle and Visual Arts at the Ecole Nationale
Supérieure d'Arts de Paris-Cergy. She lives and works in Berlin.

Encompassing film, video, installation, photography, printmaking, and publishing,
Khalili's practice explores imperial and colonial continiums as epitomized by
contemporary forced illegal migrations and the politics of memory of anti-colonial
struggles and international solidarity. Deeply informed by the legacy of post-
independence avant-gardes and the vernacular traditions of her native Morocco,
Khalili's aproach develops strategies of storytelling at the intersection of history and
micro-narratives. Combining documentary and conceptual practices, she
investigates questions of self-representation, autonomous agency, and forms of
resistance of communities rendered invisible by the nation-state model.

Khalili’s work has been subject to many international solo exhibitions, including
recently at the Museum of Fine Arts, Boston (2019); Jeu de Paume, Paris (2018);
Secession, Vienna (2018); MoMA, New York (2016); Palais de Tokyo, Paris (2015);
MACBA, Barcelona (2015), among others.

Her work was also included in collective exhibitions and biennales, such as
documenta 14 and the Milano Triennale (2017); The Future of History, Kunsthaus,
Zurich (2015); The Encyclopedic Palace, 55% Venice Biennale (2013); and the 10t
Sharjah Biennale (2011); among others.
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BOUCHRA KHALILI (Casablanca-Morocco, 1975)

Bouchra Khalili és una artista visual nascuda al Marroc i assentada a Berlin. Va
estudiar cinema en la Sorbonne Nouvelle i arts visuals en la Ecole Nationale
Supérieure d'Arts de Paris-Cergy. La seva practica basada en el cinema, la
instal-lacio, la fotografiai el gravat, articula el llenguatge, la subjectivitat, I'oralitat i
les exploracions geografiques. Cadascun dels seus projectes investiga estratégiesi
discursos de resistencia elaborats, desenvolupats i narrats per individus que sovint
formen part de minories politiques apartats pel model de I'Estat-nacid. El seu treball
s'ha mostrat en nombroses exposicions internacionals, com en documenta 14, la 55a
Biennal de Venecia, la 18a Biennal de Sydney, la 10a Biennal de Sharjah, la 6a Biennal
de Marrakech. Ha tingut exposicions individuals en el Museu de Belles arts (Boston),
en la Galeria Nacional Jeu de Paume (Paris), en el Museu Folkwang (Essen), en la
Secessio (Viena), en el Centre de les Arts Wexner, en el MoMA (Nova York), MACBA
(Barcelona), Palais de Toquio, entre d'altres.

Bouchra Khalili es una artista visual nacida en Marruecos y asentada en Berlin.
Estudid cine en la Sorbonne Nouvelle y artes visuales en la Ecole Nationale
Supérieure d'Arts de Paris-Cergy. Su practica basada en el cine, la instalacion, la
fotografiay el grabado, articula el lenguaje, la subjetividad, la oralidad y las
exploraciones geograficas. Cada uno de sus proyectos investiga estrategiasy
discursos de resistencia elaborados, desarrollados y narrados por individuos que a
menudo forman parte de minorias politicas invisibilizados por el modelo del Estado-
nacion. Su trabajo se ha mostrado en numerosas exposiciones internacionales,
como en documenta 14, la 552 Bienal de Venecia, la 182 Bienal de Sydney, la 102
Bienal de Sharjah, la 62 Bienal de Marrakech. Ha tenido exposiciones individuales en
el Museo de Bellas Artes (Boston), en la Galeria Nacional Jeu de Paume (Paris), en el
Museo Folkwang (Essen), en la Secesion (Viena), en el Centro de las Artes Wexner, en
el MoMA (Nueva York), MACBA (Barcelona), Palais de Tokyo, entre otros.



adngoleris

¢/ Mallorca, 205
08036 Barcelona

T. (+34) 93 4510064
info@adngaleria.com

www.adngaleria.com

SOLO EXHIBITIONS (selected, from 2008)

2021
Bouchra Khalili. Bildmuseet, Umea, Sweden

The General Assembly. The Showroom, London

The General Assembly. TFT, Dusseldorf

2020

Foreign Office. Kunstforening, Oslo

The Nordic Chapter. Fotogalleriet, Oslo

2019

In Girum. Neue Berliner Kunstverein, Berlin

Poets & Witnesses. Museum of Fine Arts, Boston

2018

Twenty-Two Hours & The Tempest Society. Museum Folkwang, Essen
Blackboard. Jeu de Paume National Gallery, Paris

Bouchra Khalili. Secession, Vienna

Artapes: Bouchra Khalili. Maxxi Museum, Rome

Foreign Office. Radcliffe Institute, Harvard University

The Tempest Society. Theater Common / Goethe Institute, Tokyo

The Tempest Society. Serpentine Cinema, Serpentine Galleries, London
2017

Bouchra Khalili. Lisson Gallery, London

Living Labour. Wexner Center for the Arts

Bouchra Khalili. CAAC, Sevilla

The Tempest Society. Ibsen National Theater, Skien, Norway

2016

The Mapping Journey Project. MoMA, Museum of Modern Art, New York
The opposite of Voice-Over. Fargfabriken Konsthall, Stockholm

2015

Foreign Office. Palais de Tokyo, Paris

Garden Conversation. MACBA, Barcelona

Foreign Office. ADN Galeria, Barcelona
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2014
Bouchra Khalili. Art Dubai

The Player. Frac Poitou-Charentes, France

The Seaman, with ADN Galeria. Loop Video Art, Barcelona

2013

Living Labour. PAMM Museum, Miami

The Opposite of the Voice-Over. Justina M. Barnicke Gallery, Toronto, Canada
Wet Feet and More. DAAD Galerie, Berlin

The Seaman. Freedman Gallery, Albright College, USA

2012

Wet Feet and More. Galerie Polaris, Paris

Wet Feet. Tarragona Art Center, Spain

2008

Storytellers. Galerie of Marseille, Marseilles

GROUP EXHIBITIONS (selected from 2008)

2021

DearTruth. Hasselblad Foundation, Gothenburg

Stories of Resistance. Contemporary Art Museum. St Louis, Missouri
Witch Hunt. Hammer Museum, Los Angeles

Actions of Art & Solidarity. Kunstnernes Hus, Oslo

Make Yourself a(t) Home. Pago Imperial, Rio de Janeiro
2020

Between The Sun and The Moon. 2nd Lahore Biennale
Seismic Movements. Dhaka Art Summit

Radical Hope. Mor Charpentier Gallery, Paris

Les Testaments Trahis. Mor Charpentier Gallery, Paris
Global Resistance. Centre Georges Pompidou, Paris

Push the Limits. Merz Foundation, Turin

Images Liées, Manifesta 13. Marseilles

Dust Clay Stone. Sonje Art Center, Seoul

Garden Conversations. Museum fir Neue Kunst, Freiburg
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2019
Europa Endlos. Kunsthal Charlottenborg, Copenhagen

Infinitud. Biennal Sur. CCK, Buenos Aires

Streams of Consciousness. Bamako Biennale

AThird Margin. Coimbra Biennale, Coimbra

How to reappear. Beirut Art Center

5994 is just a number. ADN Gallery, Barcelona

2018

Road to Justice. Maxxi, Rome

Artes Mundi 8. Cardiff National Museum

Musée(s) en Oeuvre. Centre Pompidou, Paris

2017

Documenta 14, Athens [ Kassel

LaTerra Inquieta. Triennale di Milano, Palazzo Triennale, Milan
Holland Festival, International Performing Art Festival, Amsterdam
El Borde de una Herrida, Centro Centro, Madrid

Asian Biennale, Taipei National Museum

2016

6th Marrakech Biennale

The Mediterranean as conflict. IVAM, Valencia Institute of Modern Art
Beachhead’s Peace Of Mind. Artspace, Auckland, New Zealand.
Fireflies in the Night Take Wing. Niarchos Cultural Center, Athens
Streamlines. Deichtornhallen, Hamburg

Utopies, Espoirs, Coléres. Centre de photographie de Lectoure, Lectoure
2015

8th Goteborg Biennale: A Story Within A Story

Europe: The Future of History. Kunsthaus, Zurich

Common Grounds. Museum Villa Stuck. Munich

Mare MediTerraneum. Es Baluard, Palma de Mallorca

All roads lead to Schengen. Frac Lorraine, Metz

Translocations. Arts Santa Monica, Barcelona

Speaking to History. Extra City Kunsthal, Antwerp

A Republic of Art. Vanabbe Museum, Eindhoven

En y entre geografias. MAMM, Medellin Museum of Modern Art
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2014
Here & Elsewhere. The New Museum, New York

Positions.Vanabbe Museum, Eindhoven

2013

The Encyclopedic Palace. Venice Biennale: 55th International Exhibition
Mehr Licht. 5th Moscow Biennale

Salon der Angst. Wien Kunsthalle, Wien, Austria

2012

Intense Proximity: La Triennale. Palais de Tokyo, Paris

18th Biennale of Sydney: All our relations. Sydney, Australia

Wide Open School. Hayward Gallery, London

2011

Mapping Subjectivity, Il. MoMA, New York

You have been there. Marian Goodman Gallery, Paris

Dans le Palais de Cristal. CA'ASI, Venice. 54th Venice Biennial.

2010

New Work from France. Studio Museum in Harlem, New York

Spatial City, An architecture of Idealism. Museum of Contemporary Art, Detroit
Whose Map is it ? INIVA, London

2009

2nd Thessaloniki Biennial. Thessaloniki, Greece.

ElSur de Nuevo. Reina Sofia National Museum, Madrid

The Other Shadow of the City. Al Hoash, Palestinian Art Court, Jerusalem
2008

Middle East Channel: Résistances | & Il. 3rd Guangzhou Triennial.

Ou va le Cinéma ? Centre Georges Pompidou, Paris

Iconoclastes : Les Territoires de ['Esprit. Anne de Villepoix Gallery, Paris
Home ? Villa des Tourelles Gallery, Nanterre, France

Identity in Transit. Sala Uno, International Center of Contemporary Art, Rome
Lien/Delien. Reina Sofia Museum, Madrid

Vues Aériennes. Cinéma du Réel. Centre Georges Pompidou, Paris



adngoleris

¢/ Mallorca, 205
08036 Barcelona

T. (+34) 93 4510064
info@adngaleria.com
www.adngaleria.com

news: The Radical Ally
3 Bouchra Khalili

The Bouchra
Tempest Khalili
Society

Blackboard sechaxnai

JEU DE PAUME

News: 3 The Radical Ally
Gato Negro, Mexico City; MFA, Boston, 2019

The Tempest Society
Book Works: London, 2019

Blackboard
Jeu de Paume; Presses du Réel: Paris, 2018
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BOUCHRA KHALILI Foreign Office
Sam Art Projects; Palais de Tokyo: Paris, 2015

BOUCHRA
KHALILI

\SAM ART PROJECTS

BOUCHEA KHALILL 470N Y MAPFwE

BOUCHRA KHALILI Story Mapping
BCD; Presses du Réel: Paris, 2011
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A PHILOSOPHY OF THE
CAUTERIZED WWOUND

TOBI HASLETT ON THE ART OF BOUCHRA KHALILI

166 ARTFORUM

MELANCHOLIA IS BORING. No matter how violent the
anguish or extravagant the sense of loss, to be melan-
choly is to be locked in a single, insistent, freezing
feeling. The melancholic is obsessive; obsession stalls
the self. Torpor, irritation, and relentless self-reproach
are the only moves available to the gloom-addicted
psyche. But that gloom is crossed with pleasure—a
cynical relief. Walter Benjamin lambasted the poet
Erich Kistner for his luxurious devastation, that air of
“left-wing melancholy” that saps the political will.
Catastrophe didn’t galvanize Kastner so much as feed
his princely woe, so his futile, coiling, bourgeois verses
were encrusted with cliché. “Now the hollow forms,”
wrote Benjamin, “are absentmindedly caressed.”
The films and videos of the Moroccan-French artist
Bouchra Khalili are transfixed by “hollow forms.” She’s
riveted by the force of the nation-state and drawn to
the radical past. Yearning, exile, failure, estrangement,
and the shattered aspirations of anticolonial revolt—
these are the lugubrious materials from which she
assembles her sensibility. But her work is brisk and
lucid; it’s scraped clean of wretched feeling. There’s no
Kistneresque indulgence or flamboyant sense of doom.
(Though the legacy of Western Marxism preoccupies

and consumes her.) She moves with glassy discipline
across a field of ruthless crisis: the agony of austerity,
the lives of stateless people, and the dilapidated hopes
that drove third-world guerrilla wars. The themes are
not identical but linked by parallels, ellipses.

Or fixed in constellations (to invoke Benjamin
once more). “I’'ve always wanted to go to Italy since I
was a kid,” pronounces an offscreen voice in Khalili’s
The Mapping Journey Project, 2008-11. “So I left
Bangladesh in December 1999.” A brown hand grips
a marker and draws a line across a map:

He told me I had to go first from Dhaka to Russia
No, that’s wrong

I went first from Dhaka to New Delhi

Where I spent two days

Then, I left from Moscow

Which is here

Tarrived in Moscow

After a week in Moscow

The man told me we had to leave for Skopje

In a country called Macedonia.

This is from Mapping Journey #5,2010. The lines
cut across nation-states and graze the Caspian Sea

before twisting across the Mediterranean and stopping,
at last, in Rome. The man recites a malevolent litany:
refusals and deportations, detentions and escapes:

When I arrived in Skopje

They told me that my papers looked a little fake
They told me “You cannot enter the country.”

And they called the police

And I was jailed for 8 months and 20 days, something
like that

Afterwards they sent me to Bangladesh . . . The man
I paid to go to Italy said “Wait a few months, we’ll
find another road.”

An appalling five-year gauntlet collapses into
eleven minutes. But the man’s voice is wiped of affect;
as one of the thousands of migrants who yearly
attempt to enter the European Union, he carves a jag-
ged, modernist form on the map’s abstracted plane.
It’s a letter of an impossible alphabet, the stamp of a
stateless person on what Benedict Anderson dubbed
“the logoization of political space.” These political
spaces include occupied Palestine, North Africa, and
the vast Eurasian landmass. Lines jut from Morocco to
Spain, from Algeria to France, from Somalia through
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Ethiopia, Sudan, Libya, and Egypt. Some are harsh
and ragged; others are valiant arcs. (In Khalili’s silk-
screen “The Constellations Series,” 2011, they’re
sloping, dotted lines.) Imposed on the pompous
squiggles that delineate nations, every kink or curve
or angle marks the clash of self and state.

The logoization of political space: ’'m piqued by
Anderson’s phrase, with its trivial little jingle. Yes, the
border is a logo—an aesthetic confection and repeti-
tive ploy. But how to depict the flight of invisible
people, all the threats and elaborate prompts that
send them slicing through hostile territories? What
place is left for desire in a world devoured by capital?
I've always wanted to go to Italy, says the migrant—
and that want is met with borders, bureaucrats, and
armed police, a rigid, glinting matrix of malicious
calculation. This, then, is “the migrant crisis”: The

bullied, roving poor try to slip into the fortress only
to reveal the vicious difference, in the terms of Etienne
Balibar, between those who circulate capital and those
circulated by it. The latter peddle their devalued labor
until they’re hunted and expelled. So The Mapping
Journey Project presents a motif that dominates much
of Khalili’s recent work. She displays a surface—
a map, an iPhone screen, a table covered in photo-
graphs—that is then acted on by a disembodied hand.
That hand is often brown. Pitched against its back-
ground, it becomes a symbol, a fleshly glyph. It writes,
but has also been written on; it makes messages, ges-
tures, traces, and signs, but is already tattooed by the
“sign” of race—thrust into a dialectic of vulnerability
and will.

That will is brusque, insurgent. Shining over
Khalili’s work are the examples of Chris Marker and

The films cleave to contemporary
conflicts—but are absorbed by the
blasted past.

Jean-Luc Godard, as she takes the shape of the former’s
essay films—with their loops and rippling logic—and
studs it with the agitprop of the latter’s Maoist period.
(Godard and Jean-Pierre Gorin’s Tout va bien [1972]
opens with a hand that signs production checks—a bit
of Brechtian insolence that seems to deface the cinema
screen.) The result is an abstract radicalism and an
intriguing reflexivity, as the global struggles of the
1960s and *70s are one of Khalili’s subjects. Why also
lift the syntax of the Left Bank and Nouvelle Vague?
Or, to put it another way: What relation is she forcing
between history, style, and crisis?

Pulped economies, uneven development, the expul-
sions and displacements caused by war, disaster, debt—
crises obsess Khalili. But the films themselves glide
forth with a startling tonal calm. She makes limpid,
meticulous works of stately pacing and simplicity,

>

Because he wrote about us

and by writing about us, they saw thefiSélVes

qualities that stretch, membrane-like, over massive,
throbbing tensions. (The influence of the communist
directorial duo Straub-Huillet is clear.) The films
cleave to contemporary conflicts—but are absorbed
by the blasted past. Her works are attached to politi-
cal suffering—but retreat from sentimentalism. They
are mournful, glacial, drifting, affecting—but have
abolished left-wing melancholy.

The melancholic drowns in a sumptuous delirium.
But Khalili sets out to parse discrepant scales of space
and time. The state dreams of mastering those scales,
of imposing breaks and continuities—between past and
present, between subject and collective, and between
ethereal principles and the rugged stuff of life. So the
state flashes through her art and compels her delicate
attention, manifesting as fantasy, as metaphor, and as
implacable machine. In her work, lives pass through
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The state may be a smashing, merciless fist. But for certain exploited peoples,

statchood was and is a dream.

FRELIMO:
Mozambique Liberation Front
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the state apparatus like light shot through a prism,
fanning into an array of revealing ideologies. The
Mapping Journey Project relies on the techniques
enforced by states: seriality, regimentation, and the
clipped, official account. But by withholding the
migrants’ faces, Khalili banishes the kind of image that
could incriminate or expose. We’re left with absent,
moving witness; a severed, scrawling hand; and the
abstract trace on paper of the roaming sans-papiers.

But an irony rolls through Khalili’s oeuvre. The state
may be a smashing, merciless fist and an ingenious
aesthetic logic; it may bristle with punitive technologies
and spring from the will to dominate. But for certain
exploited peoples, statehood was and is a dream. The
anticolonial rebels who pass through Khalili’s films,
such as Foreign Office, 2015, and “The Speeches
Series,” 2012~13, lunged at the utopia of a postcolonial
sovereignty. So the brown hands in Foreign Office blot
little points on a map of Algiers, the so-called capital
of the Third World, which in the *60s and *70s played
host to the headquarters of leftist groups and govern-
ments in exile. As in The Mapping Journey Project, an
offscreen voice recites a list—this time, of revolution-
ary organizations. Each name proclaims a hope:

PAIGC: African Party for the Independence of Guinea
and Cape Verde

FRELIMO: Mozambique Liberation Front

ANC: African National Congress

MPLA: People’s Movement for the Liberation of
Angola

MPAIAC: Movement for the Independence and Self-
Determination of the Canaries Archipelago
African-American Information Center

FPLN: Portuguese National Liberation Front
Fatah: Palestinian National Liberation Movement
FPLP: Popular Front for the Liberation of Palestine
DFLP: Democratic Front for the Liberation

of Palestine

National, Independence, Liberation, Front,
Movement: The words are braided through this litany
of bygone revolt, and would arrive at a kind of incanta-
tory rhythm were it not for Khalili’s style. The tone is
taut, declamatory, constructing a brittle parataxis.
A link emerges between the lines of The Mapping
Journey Project and the blotted, plotted points—
namely, that the latter’s stateless people march through
the debris of crumbled revolutions. The implosion of
postcolonial economies, the scourge of civil war, the
sclerosis and reaction of erstwhile leftist states: This
is not the future dreamed of by Amilcar Cabral or
Frantz Fanon.

But it’s exactly what they feared. “After indepen-
dence,” Fanon warns at the close of The Wretched of
the Earth (1961), “the party sinks into an extraordi-
nary lethargy.” But how to resist lethargy, drive out
gloom, banish nostalgia, and advance the fight? How
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Opposite page, top: Bouchra
Khalili, The Tempest Society, 2017,
2K video, color, sound, 60 minutes.

Opposite page, bottom:
Bouchra Khalili, Foreign Office,
2015, HD video, color, sound,
22 minutes.

Right: Four stills from Bouchra
Khalili's Twenty-Two Hours,
2018, 4K video, color, sound,
45 minutes.

to draw lessons from past revolutions without laps-
ing into misery or the pleasures of the backward
glance? (Wendy Brown’s 1999 essay “Resisting Left
Melancholy™ is strapped to this question.) “We have
inherited only disenchantment,” a woman says to a
man in Foreign Office, her voice distant and impas-
sive. The Tempest Society, 2017, takes the *70s theater
group Al Assifa (Arabic for “The Tempest™) as its
subject and militates against disenchantment. Al
Assifa sought to establish a cultural wing of the strug-
gle of migrant Arab workers in France, who were
then allied with anarchist insurgents and the Mao-
Spontex party Gauche Prolétarienne. The troupe cast
workers in their productions, part of a radical vogue
that reached its apex in Marker’s film collective
Medvedkin Group. So photographs of Pier Paolo
Pasolini and Antonio Gramsci—the former a “civic
poet,” the latter an “organic intellectual”—fill
Khalili’s screen as she takes them as precursors for the
occupation of Athens’s Syntagma Square. This is a

fight against austerity, itself an imperial echo. Aerial
footage of Syntagma—maplike and abstract—plays
as a man recalls the referendum protests of 2015:

That night and the next two following, we said No
We said no

To those who want a Europe without politics,
Without popular will,

Without demos,

Without democracy.

This is a refusal of refusals—and the key to Khalili’s
ethos. In the place of political melancholy, she deploys
the art of the double negative. She defeats left-wing
defeatism and resolves to forfeit loss. So the rigor of
her films—their disciplined geometry—strikes me as
both a nod to an older didacticism and a kind of phi-
losophy of the cauterized wound. Born into an era of
evacuated aspirations, she displays clipped, clenched,
determined reserve. Her latest video, Twenty-Two
Hours, 2018 (which will be on view in Khalili’s exhi-

ARTFORUM MARCH 2019

bition opening this month at the Museum of Fine
Arts, Boston), is narrated by two black American
women who stare at the camera, locked in a statuesque
posture that is frontal, immovable. They recount the
history of the Black Panther Party in a tone that is
crisp, attentive—and shorn of fluttering romance:
“What remains of the story is sometimes images /
Sometimes sounds / Sometimes memories / Sometimes

witnesses / But always words.” Between past and
present there are no reassuring continuities—only
abrupt alignments, shocking symmetries, striking
echoes, rhyming forms. Against an enveloping melan-
cholia, Khalili pits the fact of dispersion and caesurae
and startling gaps. Hers is a world slung between map
and constellation, plan and promise—that vital
impossibility that we once knew as utopia. ]

“Bouchra Khalili: Poets and Witnesses™ is on view March 21-August 25 at
the Museum of Fine Arts, Boston.

TOBI HASLETT HAS WRITTEN ABOUT ART, FILM, AND LITERATURE FOR N+1,
THE NEW YORKER, AND OTHER PUBLICATIONS.
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The Boston Globe

ART REVIEW

Seeing Black Panthers, Jean Genet, and a
simmering revolution in ‘22 Hours’

By Murray Whyte Gl

= fYyse

How long do the ghosts of revolution linger, haunting the battlegrounds of a failed insurrection? That’s a
question with which Douglas Miranda has long struggled — now a graying specter himself of a bright and
dangerous time. Miranda was 21 when he traveled from his home in Boston to New Haven to help organize a
rally for the jailed Black Panther leader Bobby Seale; it was April 1970, and Miranda, “efficient, intelligent, a
smart tactician and a brilliant speaker,” as described in Bouchra Khalili’s new video piece at the Museum of Fine
Arts, was about to encounter an unexpected ally: the French writer and activist Jean Genet, who had slipped into

the country for that very occasion.

That moment and its long, slow fade into the shadows of half-remembered history is at the core of “22 Hours,”
the 45-minute work Khalili started making while an artist in residence at the Radcliffe Institute at Harvard
University in 2017. Khalili, who is Moroccan, came to Boston with the project in mind. She knew Genet had
spoken here at the Massachusetts Institute of Technology in 1970, part of a nationwide tour; in his MIT address,
he had called the Panthers the most “brilliant, luminous, and poignant part of American society.” Linking up
with activist networks here led her slowly to Miranda, who, after many years in Texas, had recently returned. She

had what she needed: a witness, after so long — someone who was there, and could tell what he had seen.

You might be tempted to imagine “22 Hours” as a documentary. It isn’t, though elements of that form root her
work in the unshakable bedrock of fact. It presents history as though viewed through an electronic keyhole:
Khalili’s narrators, Quiana Pontes and Vanessa Silva, two young black local activists, recount events in
dispassionate tones; Miranda, the gravel voiced sage, adds his firsthand accounts. Images, of Genet, of Miranda,

of Seale, and more, appear on iPhones lying flat in front of the camera.

It feels almost like a seance — one generation invoking another, long past, a plea for guidance in a time just as
turbulent. Miranda, now paunchy and bearded with a knot of silvery dreadlocks, arrives less to offer advice than
perspective: “The Party already exists in history. It can't be replicated,” he intones, flatly, when they ask if the
Panthers could have an impact today. “We must learn from its history and further develop its ideas and aims . . .

to challenge the status quo.”
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It’s a clinical thing to read, but in the raspy rumble of Miranda's voice, it feels less dry than lucid — clear-eyed
wisdom from a vessel of history, the witness who was there. (When asked if the Panthers failed, he says,

unruffled: “It’s a fair assessment. We were defeated.”)

The sober tones of the present project into the future and chafe with the stridency of the past: Growing more
famous for his public attacks on authority after the 1968 riots and wildcat strikes throughout France, Genet had
aligned himself with social revolution at home and elsewhere. In March 1970, the Panthers came to Genet in

Paris to ask for his help. He agreed, and they left the next day.

He spoke on behalf of the Panthers with a fiery urgency. In a TV interview with CBS San Francisco on March 21,
1970, Genet looks like a spring wound tight — his body clenched, his hands locked. He calls the Black Panthers
“the only really revolutionary movement in America” at a time when dilettante vouth protests — sit-ins, love-ins,
smoke-ins — were common. When asked why he has come, he answers two ways: to make as widely-known as
possible the danger that Seale and the Party are facing, and second “to be the witness in Europe to the injustice
and racism that exists in this country.” (Khalili has included the clip in her work, but you can watch it on

YouTube.)

Genet, censored in the United States, had already been denied a visa to enter the country once. This time he
simply snuck in. He arrived with the party in crisis and the temperature rising: Seale was awaiting a murder
trial; Huey Newton, Seale’s Black Panther cofounder, was in jail for manslaughter. The Party was closely
monitored by the FBI as a domestic terror organization; by fall of that vear, the activist, intellectual, and Panther
associate Angela Davis would be arrested and jailed for her alleged involvement in a murder plot. Over months
spent in the United States, Genet would speak for them all, using his celebrity to draw crowds and media

coverage.

In public appearances, on radio and on TV, Genet burned with a genuine rage. “What people call American
civilization will disappear,” he growled, in French, to a crowd of thousands on the Yale campus on May 1, 1970, a
rally in support of Seale. “It is already dead because it is founded on contempt . . . the contempt of the rich for
the poor, the contempt of whites for blacks.” With the Panthers, he had found kinship. “He knew he was like us,”

Miranda says. “He knew that outlaws . . . have to make their own rules.”
Why exhume this faded chapter, bring back to light its impassioned failings? Khalili, surely, can see in our own
radically-polarized moment a ripeness for revolt. Plus ca change, Genet might think, were he able to see the

widening chasm between have and have-not, and race relations locked into a familiar, destructive pattern (Genet

died in 1986). With her narrators, Khalili offers hope, and Miranda advice.

“In revolution, we fail until we win,” he says, his deadpan brightening ever so slightly. As Genet might say: Vive

la révolution.

BOUCHRA KHALILI: 22 HOURS

At Museum of Fine Arts, 465 Huntington Ave., through Aug. 25. 617-267-9300, www.mfa org
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Mi patria es mi ‘laptop’

La marroqui Khalili muestra en Sevilla obras de extrema sobriedad realizadas por todo el globo

00

ROGELIO LOPEZ CUENCA W G+

‘The We

Salvo las contadas y honrosas excepciones en que se ha hecho con rigor, la
norma que ha regido la selecciéon de muestras de arte contemporaneo marroqui
en Espania ha sido la de la explotacion de un exotismo orientalista, que parece
disefiado para satisfacer un sentimiento de superioridad respecto a nuestro
vecino del sur. Exposiciones sin mas tema que el “arte contemporaneo
marroqui”, 0 aun mas a granel, “arabe”, entendido como un oximoron, y que
suelen acoger la obra de autores autodidactas, naives o con toques de semi-
artesania, una especie de curiosidad excéntrica. O peor, que toman como
pretexto unas pretendidas afinidades con artistas espafioles, de quienes los
marroquies serian aplicados epigonos. Todo impregnado de un insufrible tufo

paternalista y neocolonial.

Muy corto es el numero de artistas marroquies a quienes se haya dedicado una
exposicién personal en una galeria de arte en Espafia. Y en un museo, adin
menos. La circulacién de las producciones culturales del Marruecos
contemporaneo viene determinada por su aprobacion previa por parte de los
centros de poder autorizados a este fin, es decir, que su legitimacién depende de

su grado de traducibilidad a la légica cultural hegemonica.

No es ajena a estas circunstancias |la obra de Bouchra Khalili (Casablanca, 1975),
que no es desconocida en Espafia, pues ha menudeado en exposiciones por lo
menos desde 2003, y cuya inclusion en la programacion del MoMA, en el circuito
de bienales y en la tltima Documenta de Kassel hace que esta exposicidn en el
CAAC, coproducida con el Jeu de Paume, no pueda ser mas oportuna.
Representa una excepcional oportunidad para romper con el habitual paradigma
anecddético y acercarse a un conjunto de piezas producidas en los tltimos diez

anos.

Babelia

G
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La mera enumeracién de los lugares en

que han sido realizadas las obras — Mllel‘ enla (liflspora _
Argel, Florida, Hamburgo, Génova, formada en ancia_’
Nueva York, Atenas— da cuenta ya de fuerza un lcnguaje al que
un fendmeno que se ha convertido en il.l[el‘l'()gil Ay ob]jga a
marca de lo mas sobresaliente de la prommgiarse‘spbrc su
produccion artistica contemporanea: condicion pOllHCﬂ

una vertiginosa movilidad que no

puede dejar de interpretarse en

relacién con las exigencias de

deslocalizacion propias del capitalismo globalizado y su necesidad de una fuerza
de trabajo en permanente estado de disponibilidad, desarraigada —los artistas
no son una excepcion: mi patria es mi laptop—. En sintonia con esa
transportabilidad, las nuevas practicas artisticas exhiben entre sus rasgos
distintivos una progresiva desmaterializacién de sus soportes, reducidos ala
fotografia y el video, contenidos de facil transmision a través de archivos
digitales

El trabajo de Bouchra Khalili puede entenderse bajo esta perspectiva, que ha
recuperado y revalorizado el Iéxico formal de las practicas del arte conceptual del
pasado siglo. La artista, sin embargo, al mismo tiempo se desmarca de ese
legado gracias a su actitud de distanciamiento respecto a uno de sus formatos
mas topicos, el archivo. Frente a la banalmente abrumadora exhibicion de
documentacidn, Khalili la somete a un sofisticado proceso de edicidn, de
seleccién y montaje que se oculta tras la aparente naturalidad de su puesta en
escena. Su extrema sobriedad, su aspecto de inmediata transparencia abre la
puerta a un campo de tensiones cuya complejidad se ve activada con una
eficacia tan formidable comao sutil a través de procedimientos atravesados por el

cine documental y la experimentacion teatral.

Elipsis, fuera de campo, traduccidn, citas textuales y testimonios... el
desplazamiento es aqui el recurso fundamental: las obras zigzaguean entre la
cita erudita y la memoria personal. Igual que el mapa y sus fronteras son
recorridos por las cicatrices y el relato de los supervivientes del viaje, que han
desafiado desde su propio cuerpo una geografia construida contra la vida, la
forma es subvertida por un uso que la desmonta y vuelve a armar como escritura
de resistencia para unas identidades en transito. Como el broken english o las
creolizaciones de la lengua del amo, en que hombres y mujeres migrantes,
refugiadas hablan de la frontera desde la frontera misma, Bouchra Khalili, mujer
ella misma en la diaspora —formada como artista en Francia— fuerza un lenguaje
al que interroga y obliga a pronunciarse sobre su condicién politica. Y a nosotros,
hipécritas lectores, a empezar a desorientalizar lo que creiamos que sabiamos.

Bouchra Khalili. CAAC. Sevilla. Hasta el 4 de marzo de 2018
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= & LAVANGUARDIA

El CAAC inaugura la exposicion 'Bouchra
Khalili', un recorrido por la trayectoria de la
artista marroqui

El Centro Andaluz de Arte Contemporaneo presenta la exposicion de la artista marroqui Bouchra Khalili
(Casablanca, 1075), que ha sido coproducida por el CAAC v el Jeu de Paume de Paris. La muestra, que se abre al
publico este jueves 2 de noviembre, se podra visitar hasta el 4 de marzo de 2018. Posteriormente viajard a Paris,
donde se exhibira del 5 de junio al 23 de septiembre de 2018.

02172017 12:37
SEVILLA, 2 (EUROPA PRESS)

El Centro Andaluz de Arte Contemporaneo presenta la exposicion de la
artista marrogqui Bouchra Khalili (Casablanca, 1975), que ha sido
coproducida por el CAAC v el Jeu de Paume de Paris. La muestra, que se
abre al publico este jueves 2 de noviembre, se podra visitar hastael 4 de
marzo de 2018, Posteriormente viajara a Paris, donde se exhibird del 5 de
junio al 23 de septiembre de 2018.

Se trata de una amplia exposicién comisariada por Juan Antonio Alvarez
Reves v Marta Gili, en donde a través de nueve instalaciones compuestas
por videos, fotografias v serigrafias, se hace un recorrido por la travectoria
de esta creadora. Segin se subrava en un comunicado, la obra de Bouchra
Khalili se desarrolla entre el ensayo visual, las practicas documentales gue
van mas alla del cinéma vérité v cierto conceptualismeo politico.

La exposicion que se presenta en el CAAC de Sevilla v que viajara al Jeu de
Paume de Paris en 2018, es la mas amplia organizada hasta el momento
sobre su produccion, v en ella se incluve una extensa seleccidon de sus
trabajos fechados entre 2008 v la actualidad.
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Con esta muestra el CAAC inicia una nueva linea expositiva centrada en el
analisis de un espacio geopolitico cercano fisica e histéricamente (el Norte
de Africa v Préximo Oriente), al tiempo que continua el estudio de la
constitucion politica del presente a partir de las crisis migratorias v de los
refugiados que han afectado a Europa de manera intensa en los tltimos
atios. Andalucia, por pasado v por presente, se encuentra en esa
encrucijada.

Ampliamente reconocida internacionalmente, Bouchra Khalili ha
participado en las principales citas del arte contemporaneo: las Bienales de
Sharjah (2011), Sidney (2012), Moscu v Venecia (2013), ademas de la Trienal
de Paris (2012) v la ultima documenta de Kassel (2017). Al mismo tiempo,
ha expuesto individualmente en el MoMA de Nueva York, en el Palais de
Tokyvo de Paris o en el Macba de Barcelona.

LA EXPOSICION

En el recorrido expositivo se ha primado la alternancia entre obras mas
centradas en las historias personales derivadas de las migraciones, v
aquellas otras en las que la teoria critica con el colonialismo, 1a filosofia
politica o las practicas de resistencia tienen un mavor peso. Al mismo
tiempo, las provecciones monocanal o multicanal se alternan con
fotografias, del mismo modo que la imagen oscila entre el testimonio vy el
ensavo.
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Artforum. April 2017.

LONDON

Bouchra Khalili
LISSON GALLERY

-

Against the background of the refugee crisis in Europe, Bouchra Khalili's
works tracing illegal border crossings around the Mediterranean take
on renewed urgency. By empowering those who undertook the perilous
passages 1o tell their own stories, the eight videos of The Mapping
Journey Project, 2008-1 1—each a fixed frame showing only a paper
map on which a hand can be seen drawing with permanent marker a
zigzag route, narrated by the migrant who took it, so thar the viewer
must imagine for herself the arduous experience—present a critical
alternarive to the media's coverage of the crisis.

Bur to reduce The Mapping Journey Project to this sadly timely
subject matter would be to miss its broader scope. This range was
already suggested by the inclusion of a map of the West Bank and a
young man’s account of circumventing checkpoints on his way from
Ramallah to East Jerusalem to meet his fiancée. The video redi the
suite's overall focus from the refugee crisis to acts of individual resis-
rance to state power. Rather than objective representations of geography
thar provide simply a sense of orientation and scale, the maps in The
Mapping Journey Project appear as political constructs and means of
control, which Khalili’s protagonists subvert with traces of individual

across borders, National borders disappear entirely in “The
Constellations Series,” 201 1, a related group of eight silk-screen prints,
where the zigzag routes are each reproduced in white on a dark-blue
ground, like a pattern of stars in the sky, evoking celestial navigation and
translating the illegal crossings into poetic visions of a limitless world.
Khalili’s wider concerns wirh resistance to state power became even
more evident when the cartographic works were seen alongside a more
recent multipart installation, Foreign Office, 2015, which includes a
video showing two young Algerians reconseructing the forgoreen his-
tory of post-independence Algiers as a center for international libera-
tion groups, such as the Black Panther Party, by marking a map of the
city and assembling photographs of political activists while recounting
pieces of knowledge about the past. Going back and forth between

various languages, including Algerian Arabic, Kabyle, English, and
French, the two narrators explicitly and implicitly raise questions not
only about identity, but also about language and oral rradition—how
they are shaped by history and shape its transmission in turn, The
former locations of foreign offices marked on a map in the video pro-
vided the pattern for The Archipelago, 2015, a pale-blue silk-screen print
of a chain of “islands of resistance™ that was also a metaphor for solidar-
ity, while some nostalgic-looking photographs of empty buildings that
once housed the liberati were lly more ambiguous,
as the buildings were examples of colonial architecrure. With these pho-
tographs dispersed across the gallery, including in the room where The
Mapping Journey Project was installed, far-reaching questions emerged
in the space between the two bodies of work: Given the continuing
injustices of the postcolonial period and the absence of political utopias,
has individual border crossing replaced political organization as a
means for radical change, and is migration a new form of revolution?

Khalili uses geographical maps and oral narrations to render visible
subjectivities that have been marginalized by nation-states in the afrer-
math of empire. And yet counter-mapping as artistic strategy is not
without problems, In contrast to the enigmatic abstractions in the silk-
screen prints, the lines running across territorial boundaries in The
Mapping Journey Project could seem to be too straightforward a way
of mapping against hegemonic structures, if it were not for the complex
dynamic between image and audio, screen and offscreen space, and
visibility and invisibility. As a powerful statement of resistance to the
current order and a defense of individual realities thwarted by nation-
states’ borders and dominant histories, Khalili’s exhibition in London
resonated far and near.

—Elisa Schaar
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Artforum’s December Issue designates "The Mapping Journey Project" by Bouchra Khalili as one of the
best shows of 2016. The exhibition was on display at MOMA The Museum of Modern Art from April to
October, 2016. The work is also considered among the best in 2016.

Bouchra Khalill, The Mapping Journe , 2008-11, sightchannel

Installation view, Museum of Modem Art, New York, 2016. Photo: Jon

~

—
e 4

EMEKA OGBOH

Bouchra Khalili (Museum of Modern Art, New York) Bouchra Khalili's Mapping Journey Project,
2008-11, is projected on eight video screens arranged in @ dark room. To see the work in full, the
viewer must move about the gallery space, passing from one screen to the next as if partaking in
his or her own migratory journey. The videos feature the voices of refugees telling the stories of their
emigration over footage of hands drawing lines on maps, which seem to beckon the viewer onward.
Simple yet powerful,

DECEMBER 2016 111
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Frieze. Review. 25th Anniversary Issue. September 2016.

trespass. The hedges of In Life (Il and IV)
are shot at close quarters, creating dark
winter-denuded thorny screens through
which to wonder at what can’t quite be
made out. All were taken either at dawn
or dusk, in the formal gardens of the Irish
Museum of Modern Art — an apt site for
thoughts of exploration and intrusion.

Elsewhere in the exhibition, materials
are made to reveal different qualities. The
Time Between is a pair of carved coal
pieces, polished until they shine like the
diamonds they share a carbon structure
with. The works are separated, one on
the wall and the other on the floor on the
other side of the gallery. Do they fit ‘back’
together as a pair? Something about
Kilfeather’s installation and placement
makes you think that they might. The title
refers not only to the space-time between
them, but also to the millennia it took to
create the material, which in another con-
text would be in a basket, ready to go up
in a puff of smoke.

Kilfeather’s installation deals with time
(in terms of aeons), materiality and the
tenuous balance between the natural and
the made: vast themes paradoxically
expressed through minimal means. An
earlier work, Quarter — a huge woven
veneer structure shown at Oonagh Young
Gallery in 2014 — commanded the space in
a minimal yet massive intervention; here,
she has achieved the same sense of domi-
nance with smaller gestures. It seems
that, with each body of work, Kilfeather
gains confidence: to edit extraneous ele-
ments, reduce scale and, in the process,
distill her ideas into their purest form —
as with Zen. This exhibition brings that
process a step closer.

GEMMA TIPTON

184

SWEDEN

Bouchra Khalili

FARGFABRIKEN, STOCKHOLM

With the ongoing civil war in Syria
alone compelling hundreds of thou-
sands of refugees to flee to Europe in
2015, earlier this year Sweden imple-
mented border checks on the train
route from nearby Copenhagen.
Denmark followed suit by closing its
hitherto open border with Germany.
How things have changed for countries
previously considered leading lights

of liberal humanitarianism.

Installed throughout the main
floor of Fargfabriken, a former factory
located in a suburb of Stockholm,
Casablanca-born, Paris-educated
Bouchra Khalili’s exhibition, ‘The
Opposite of Voice-Over’, features a
number of single- and multi-channel
video works made between 2008 and
2013. Khalili is primarily concerned
with documentary and political repre-
sentation, and her work at its best
upends the dehumanizing effects of
categorizations like ‘migrant’
and ‘refugee’.

It’s important to note that, while
all the featured works have been exhib-
ited widely, this is Khalili's first solo
exhibition in Scandinavia; so it’s easy to
assume that the violence in Syria is
a driving force behind its staging.

Installed in three corners of the
open-plan rectangular space, The
Speeches Series (2012-13) is a three-
part video shot in Genoa, Paris and
New York. Built around first-person
stories told to camera, it sees a number
of migrants recall their experiences of
adjusting to a new country. In the Paris
instalment, migrants deliver political
and literary texts from memory. In the
New York segment, a man remembers
how he hoped to be met with working-
class solidarity after arriving in the US,
but instead encountered racist resent-
ment from his colleagues. Another
person speaks about how the quality
of life and work is the same (or even
better) in his home country. The only
benefit offered in his adopted home-
land is slightly higher pay.

Formally speaking, Khalili's videos
seem workaday, but that aesthetic
light touch - the stated reluctance to
impose a voice-over — allows the work
to be led by its featured voices. The
narrators are left td describe how they
define themselves and how they are
defined by others: their journeys, their
lack of citizenship, the borders they
cross, the countries they decide to
set their hopes upon, their pasts
and futures.

FRIEZE wo.181 SEPTEMBER 2016
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Frieze. Review. 25th Anniversary Issue. September 2016.

But | still ask myself
what is your film abou!

0

and thenjwe’ll send you a photo

Hito Steyerl
Lovely Andrea

Hito Steyerl’s Lovely Andrea begins with a male
voice-over asking: ‘Hito, our trip to Tokyo is almost
over. But I still ask myself, what is your film about?”
It’s a good question with a deceptively simple reply:
it’s about Steyerl going in search of a bondage pic-
ture of herself, taken 20 years earlier. That said, along
the way, Lovely Andrea raises fascinating questions,
such as: what connects a deleted scene about New
York’s Twin Towers featured in the 2001 Hollywood
film Spiderman with Japanese bondage culture circa
1987? The answer? Both are about censorship and the
intricate webs — literal and metaphorical — that tie
people up. Eventually, Steyerl finds the photograph
and the man who took it; but what she also finds and
perfects with Lovelp Andrea is an upbeat, freethink-
ing, feminist form of filmic essay that ties together
pieces of pop culture and bits of social reality into a
coherent political argument. Bondage, here, becomes
an allegory for how power and exploitation permeate
supposedly ‘free’ socie t’s an approach that has
had a tremendous influence on a generation of art-
ists coming of age in the years since 2007 — the years
of social media, global crises and hard-won civil rights
that are newly under threat. — Jorg Heiser

FRIEZE wo.181 SEPTEMBER 2016

1
Mike Kelley
Day Is Done, 2005, installation
view at Gagosian Gallery,
ew York

]
Zanele Muholi
Nondi Vokwana, NY147
Gugulethu, Cape Town,
2011 (from the series ‘Faces and
Phases’, 2006-14),
2011, silver gelatin print,
76%50 cm

3
Hito Steyerl
Lovely Andrea, 2007, video stills

Courtes,
1The Mike Kelley Estate,
and Gagosian Gallery,
New York « 2 the artist and
Stevenson Gallery,
Cape Town + 3 the artist and
Andrew Kreps Gallery,

New Yorl

Gerard Byrne
1984 and Beyond

Spartacus Chetwynd
The Fall of Man

Lukas Duwenhdgger
The Celestial Teapot

Haris Epaminonda
Statue #1

Mario Garcia Torres
Share-e-Nau Wandering
(A Film Treatment)

Douglas Gordon and
Philippe Parreno
Zidane A 21st-Century
Portrait

2007

Maurizio Cattelan
Untitled

Paul Chan
Waiting for Godot in
New Orleans

Otolith Group
Otolith Il

Taryn Simon

An American Index
of the Hidden

and Unfamiliar

Dayanita Singh
Sent a Letter

Artur Zmijewski
Them

2008

Lara Almarcegui
Rubble Mountain, Murcia

Duncan Campbell
Bernadette

Roger Hiorns
Seizure

Amar Kanwar
The Torn First Pages

Bouchra Khalili
The Mapping Journey
Project

Sharon Lockhart
Lunch Break

Daria Martin
Minotaur

2009

Yael Bartana
Wall and Tower

Lara Favaretto
Momentary Monument,
Trento
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Camera Austria International, #130, 2015,

Bouchra Khalili: Foreign Office

Palais de Tokyo, Paris, 18. 2.~ 17.5.2015

by Ellie Armon Azouloy

“Fareign Office”, Bouchra Khalili's solo ex-
hibitioa al Palais de Tokyo, is a8 (ntriguing at-
tempt by an antist from & youmger generation of
a posteolonial mation to revisit history and ad-
dress some gags in the language and memory
of thig nation through the use of visual archives.
The exhibition, built as a time machine, takes
2 storytelling approach and manoesvres its way
throagh three ransmissions: geography, history,
and language. A silk-screen print eatitled “The
Archipslago” (2015) separates the screening of
2 tweaty-two-minute digital film called “For-
eign Office™ (2015) and the display of fifieen
photographs

This journey through time is led by & young
male characier and & young femule character
functioning as narrators who switch between
languages - Algerian Ambic, Kabyle, French,
and English— while rummsging old photos,
resding and quoting texts, and nlso playing mo-
sic and protest songs related to Algiers’s reva-
lutionary era between 1962 and 1972. They use
stocytelling while at the same time examining
their role as stoeytellers in order ta reflect on the

ihilities and complexitics of such histari-
cal explorations.

The wards announced by Amflcar Cabeal,, the
Ieader of the liberation movement in Guinea
Bissan and Cape Verde, at the press conference
of the first Pan-African Festival, held in Algiess
in 1969, are geoted bn the ilm: “Christians go to
the Vatican, Muslims go to Mecca and revolu-
tionaries 1o Algiers." [n the exhihition, the story
of revolutionary Algiers stars mw:n carlier wuﬁ

Bosckeas Khalili, Foreign Office, 2015, lnstal-
lastion view st Pudais de Tokyo, Paris. Phaosec
Autéliea Mole.

“Why do these stories look so unreal? As if they
had sever exisied, or as if they came from an-
other planat?”, the female narrstor asks. “Bul
talking aboul them makes them more real, be-
cause there are pictures, faces, names and
woeds”, the man answers, “Even though some
images were made in Algiers, the city remsains
nbsent, and even though people are there, we are
mvisible™, she then replies.

The film opens with the image of an impro-
vised staging of a “foreign office” decorated

4 series of colourful photograp
the current state of siles that were once pmml-
nent tothe spirit of liberation, Presented here are,
amoag others, the site of the former Hblel Victo
rin in the Télemly district, where Kasl Marx re-
sided during his three-month sojours in Algiers
in 1882 and where Black Punther Party leader El-
dridge Cleaver stayed during his first visit 1o Al-
giers nearly ninety years kater; the formers base of
Algerian wriler Kuleb Yacine, the Hinel E Safir,
which was also the residence of the Black Pun-
ther Party delegation during the 1969 festival;
the headquarters af the PAIGC delegation (Af-
rican Pxry for the Independence of Guinea and
Cape Verde); and thehndquamuof(he DFLP
del (Dy Front for the Lib
of Paluslmc) All of these deserted sites echo
both the grandeor sesthetic of French colonial-
ism and its decay.

Bouchra Khalili:
Fareign Office,

BOUCHRA
KHALILI

With contributions by Katell Jaffrés and
Thueenas J. Lax (fre./eng.),

SAM At Projects, Paris 2013,

80 pages, 165 x 22.5 cm, numerous b/w
2ol colowr illustrations.

€ 15~ /| ISBN 978-2-9551961-0-6

with ni images. All are partraits and rep-
resent historical events, except one showing
the manual of a partable video camen used by
Eldridge Cleaver to film “Congo Oye™ (1971).
“The womas narmator says: “A colonial light that
spread everywhere; in Africa, in Latin America,
in Asia, in the Caribean; into the heart of the
West, We wake up from a nightmare that lasted
132 years." The male narrator replies: “The
whale workd looked ot us. A world hated us, An-
other warld adimired us and a third warld leamed
from us.” The namators survey the vibran! al-
masphere i the city and cite the sames of the
liberation movements that came 10 Algiers with
their famous and pon-famous leaders, wonder-
ing “Why do they come here!™,

They position Frantz Fanon's partruit on the
table and say: “'Becauss he wrote about us, and
by writing ubout us, they saw themselves, They
understeod that we were Jike them, that we were
with them. That we belonged to this invisible
und mute hamanity; who was coming to history”
Romantic aspects of the revolution are inter-
twined with critical tones: “How does this stocy
end?' They remove the portraits ane by onc and
state; some died before their tinse (Fanon, Cab-
lar, Malcolm X), while others gave up, resurned
their ekets, went inse exile, or became dictators
like Agastino Bento,

In the final part of the Glm, Kiadili lets the
woman express her feslings of entrupment
withis the historical narrative and the presect in
a very moving way: “We have inherited only dis-
enchaniment and history in pieces. They wanted
0 change the world, and we just want to move
away from this world.” Or, by contrast, the mun
replies and b Ily justifies the

frame to which Khalili is devoted: “These sto-
ries, they are there, all around us. And if we col-
Ject small loot, then it must be shared. Sharing

images and slories, narrating them, translating

for others. as if the word was always trunslation,
and as if language is always boen of translation.”
Through these multiple voices, Khalili plays el-
cgantly between despair and entique, &5 well as

obligation and respoasihility,




adnoolerio

¢/ Mallorca, 205
08036 Barcelona

T. (+34) 93 4510064
info@adngaleria.com
www.adngaleria.com

Afterall « Bouchra Khalili's ‘'The Speeches Series’: A Reflection from Europe

Contexts [ 05.01.2015

Bouchra Khalili’s “The Speeches Series’: A

Reflection from Europe
Nick Aikens

Bouchra Khalili’s video trilogy The Speeches Series (2012-13) is carefully loaded with historical and
political purpose. The attention it pays to the specificity of site and language calls one’s own context into
question, meaning I should acknowledge at the outset that my reading of the work comes from the
vantage point of mainland Europe. This currently seems to be a territory whose sense of identity and
political union is unable to articulate itself under a din of nationalist voices — with a growing band of
listeners. The scope of Khalili’s films, however, allows the artist a means with which to formulate a

position that — although given from a particular context — opens up a space for different forms of political

and subjective identification to take shape.

As with each in the trilogy, the first video,
Mother Tongue (2012), is comprised of five
speeches. The protagonists, migrants living in
Paris, deliver passages from different political,
literary or poetic texts by Aimé Césaire,
Abdelkrim Al Khattabi, Malcolm X, Mahmoud
Darwish, Edouard Glissant and Patrick
Chamoiseau. They are recited from memory,
performed to the camera in the speakers’

mother tongues — oral languages such as

Why should we do the | =t Wi Moroccan Arabic, Dari, Kabyle, Malinke and
' = ) - - - T 2
for the lowest pay Wolof — all of which, except for Dari. have no
Houchra Khalili, Speeches — Chapter 1: Mother Tongue, 2012, written script. Those involved were, Khalili
digiral film. min, from The Speeches Series, video trilogy,

explains, found through a combination of

2o12—13. Installation view, ‘Intense Proxim

y: La Triennale .
. Dl i ok k 5 research and chance encounters with no
2oz, Palais de Tokyo, Paris, 2012, Courtesy the artist and

Galeric Polaris. Paris casting, just a desire to be part of the film. This
calls into question the status of the films (and
those involved), which hovers bat never settles somewhere between performance, documentary

disclosure and collaboration.

The first of the speeches, "Discourse on Colonialism’, which Césaire, a founder of the Paris-based
Négritude movement, wrote in 1950 and published five years later, is perhaps the most compelling and
sets the tone for the trilogy. Delivered by a woman named Naoual in Moroccan Arabic, the text speaks
most explicitly to conditions still shaping Europe today. ‘Europe’, Naoual quotes, “is incapable of solving
the two major problems to which its existence has given rise: the problem of the proletariat and the
colonial problem.” These two issues — so vast in their scope — pervade, in different guises, the whole of
The Speeches Series. Naoual goes on: 'So unless Europe undertakes on its own initiative a new policy
founded on respect for peoples and cultures, Enrope will have deprived itself of its last chance with its
own hands drawn up over itself to lift the pall of mortal darkness.’ Speaking from her home in 2012,
Naoual gives the speech coolly and calmly — not recited from a sheet but translated from the original,
committed to memory, internalised and then performed to the camera in her own language. Spoken from
within the suburbs of Paris by a Moroccan, two months before the presidential election in which Marine
Le Pen’s Front National came third with eighteen percent of the national vote and two years before the
party would top the French polls in the European elections with their wish ‘stopper I'immigration,
renforcer 'identité frangaise’, Césaire’s words resonate not only with a sense of foreboding but also

regression.' Le Pen’s sentiment is echoed now across Europe with the rise and recent success of populist

hiepe / feww.afterall.org fonline/bouchra=khallli_the=speeches=series.a=reflection=from=curopes. VLQAINXaXE
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right wing natiomalist parties (the UK Independence Party, Italian Northern League, Belgian Flemish
Imterest, Slovak National Party and Aunstrian Freedom FParty, to name a few). Such brooding nationalist
rhetoric has racism at its oore, and is the backlash of Enrope’s eolonial exploits and its historical amnesia
towards questions of migration and so-called national identity — a point made clear by Césaire even in
1G500.

‘Az the spee-::hes move to that h} Ag the apeeches move to that by Abdelkrim Al
Abdelkrim Al Khattabi. the Riffian Ehattabi, the Riffian political and military leader

i e who defeated the Spanish in 1921 in North
political and military leader who » _the historical distance between ;

defeated the Spanish in 1921 in North  and words spoken extends, but their relevance to
Moroceo, the historieal distance those delivering them and their listeners grows
between speaker and words spoken ~ Stonger. Sadija says in Dari (a Persian dialect

B sppken in Afghanistan): *Is there any prejudice
extends, but their relevance to those hat fopees 0 close the doors ofits palitieal

delivering them and their listeners circles to those who suffer?” The setting — of a

grows stronger.’ muodest kitchen table in a dimly lit room —
reinforees the sense of the chasm that exists
hetween Enrope’s political elite, particalarly the

newly elected nationalist parties, and the minority groups and immigrants they target for political gain.

Mot ondy do the words pertinently address contemporary Europe, but the delivery hums with an
understated and deeply subversive force. In the opening lines of a text by Edoward Glissant and Patrick
Chamuoisean, delivered by Maima in Eabyl, a dialect spoken in Algeria, we are told: “one of the most fragile
as=ets of identity, be it personal or collective, and also the most valoable is that it continuously develops
and grows stronger”. This identity is built wp on sereen as Nalma speaks and takes on her own political
agency throngh delivering Glissant's words. The use of these texts in Mother Tongue, lifted from other
eontexts, histories and struggles and brought to bear in the here and now, helps to articnlate the identity
of those who speak: it performs what Stuart Hall saw as ‘find[ing] in the mirror of history a point of
identification or recognition for vourself.* The dialects become invigorated through the words, histories
and ideology of those who wrote the speeches that are being recited. To hear Maleolm X's founding
address for the Organization of Afro-American Unity in 1964, deliversed from contemporary Paris in
Malinke (a Malian dialect), not enly demonstrates its bearing on Western Europe today, but also filters it
through the language and history of a country that had been eolonised by the French. Speaking across
peographies and history the speeches perform a process of erealisation, something Glissant defined as
‘not prompied solely by the defining of [..] identities, but by their relation to everything possible as well —
the mutual mutations generated by the interplay of relations" * Swuch *mutoal mutations” embedded within
Khalili's Speeches give it its layered yvet deliberate dynamism.

The complexity of Mother Tongue gives way to a more direct format in the second of the videos, Words
on Streets, shot in Genoa in 2013 Here five migrants to Italy deliver speeches to the camera in Italian. In
contrast to the domestic settings of Mother Tongue, here the speeches are all given in public space,
recalling the Italian tradition of civil poetry famonsly revived by Pier Paolo Pasoling in his 1957 poem “The
Aghes of Gramsei”. Similarly, the choice of Genoa as a location for Words on Streets, which was
ecommissioned for the 55th Venice Biennale, is significant. The city has one of the largest popualation of
migrants in ltaly, and is where the coantry’s first self~organised, antonomons group of migrants was
formeed (which [Nilly, the last of the speakers, discusses). More recently, it hosted the infamous 2oo G8
summit, the scene of a nomber of human rights violations*

it fevesrafterall.ongfanline) bouchra=khalili_the=xp ries. a=reflect) fro P WL AN INE
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1, 18min, from The

Souchra Khal

Speeches - Chapter 2: Words on Stre o1y, digital fil

rion veete, The Encyclopedic

1 Vermace

pechs Series, video trifogy, 20:2~13. Insta

Miennale, 2053 Photograph: Francesco Galhi. Courtesy the artist and la nnale di Venena

Thus, as with many of the references in Speeches, Genoa’s past lurks silently as the significant backdrop

against which the protagonists deliver their speeches — articulating their relationship to the country they

call home, but in which they are legally and socially seen as outsiders. In the first speech a woman called

Malu says of her quest for citizenship: ‘1 will win this right not because I love this country or know the
language or the constitution but because ten years will have passed of paying taxes and that’s what the

law says.’ In the fourth of the speeches Simohamed, a young Moroccan, explains how, seventeen vears

after coming to Italy as a child, he was formally sworn in as a citizen, and told by an official: *“thank you

and welcome”, as if I [he] had just arrived’. Alice, a self-assured nineteen-year-old, says in her speech, ‘1
am an Italian disguised as Chinese. What is your country when you don’t feel like vou belong to one or the
other?'

T'hese speeches make explicit the gap between formal citizenship and the reality of living in a country,

working or studying there — what the sociologist Saskia Sassen has called ‘effective nationality” or

‘informal citizenship’. The notion of ‘effective nationality’ is a specifically contemporary condition that

issen sees as arising from years spent in a country carrying out the life and role of a legal citizen —

attending school there, holding a job, raising a family — but without formal recognition. As Sassen points

out, immigrants” ‘identities as members of a community of residence assume some of the features of
citizenship identities”, with the only difference being they were born elsewhere, or in the case of Europe,
outside the EU. What emerges in the biographies of the informal citizens of Speeches is a far more

complex notion of citizenship and identity, of people’s relationship with the place th

2y call home. Words
on Streets particularly attests that the notion of an exclusive nationality is hard to reconcile with the

contemporary, globalised world, where the flow of money runs across borders irrespective of regulation.
1

Yet calls for national identity and a national voice continue to gain traction in Europe. And although

EU strives towards its federal aims, and prides itself on the free flow of trade across its member states,
movement of people and each different country’s laws pertaining to citizenship are neither unified nor
wholly understood. Navigating between her collaborators” personal narratives and those authored by

others, Khalili’s videos reveal the reality and contradictions born of Europe’s colonial history and the

subsequent migration flows that ensued, yet the responsibility for which most European countries fail to

acknowledge or, worse still, neglect in legal processes.

hiep:/ feww.afterall.org/online/bouchra=khalili_the=speeches=series.a=reflection=from=curopes. VLQAINxKaXS
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y constructing the films through monol

es, singular volces speak to and for a globalised mass,

=spective of the speaker’s place of birth or current home, whether they are speaking in their language

or that of others. The subjects of the speeches are not of one particular race, colour or history. Ra

taken tog r they a

solitical exclusion, creating what

»unt to a comparative narrative of migration an

red to as

Fatima El-Tayel 1-essentialist and non-linear political strategy’, whereby stories

and histories feed off and become emboldened by one another.® We move from single life stories to

narratives that speak to and for a faceless multitude.

In the final sequence of Words on Streets, Djilly, a middle-aged Senagalese man, addresses the

from a shipyard. He talks of his involvement in political movements in the 1990s that fought for

immigrant workers’ rights, and these movements” eventual demise. Djilly’s story lays the basis for the

shift into the third a inal chapter of the series, Living Labour, shot in New York last year. In Living

Labour the five subjects deliver speec

s they wro lish, French and

» camera, from memory, in E

Spanish — a mix of their y

it of the first two

t Khalili

ithesising the for

» stories told focus on

chapters. Tt » conditions of undocumented workers in the US, w

positions as the contemporary working class, refuting the widely held view that in a time of globalisation

we can no longer talk of such class division. In the opening speech a man called Kante sets the tone as he

speaks with fierce precision in French: "America is a prison for its immigrants. The bars of this prison are

injustice, racism, lack of moral values and loneliness’. The rousing words of Malcolm X from the first
1the in

sar before the police killings in Ferguson, Cleveland

1 call was

chapter echo in the air; the ade to fight the ‘barking of the police ustice

of a ‘rotten’ state ‘by any means necessary’. Nearly a

and New York that have brought the endemic nature of institutional racism into public consciousness,

of

yusands to take to the streets, K e's words wrench tk alcom X ¢

prompirx

1the civil

rights movement into the present.

In many ways what emerges in th r of the str wred in the other

third chapter is a coming tog

ic

two videos. In the ories of the cond

eground are the s itions of undocumented workers in New York, on

whom Kante tells us the economy relies. He, for example, has a degree In accounting but has worked in a

supermarket for years. ‘Precariousness’, he says, ‘is t} Maho who although undocumented

formed a union with colleagues, stresses the need for this con ary working class to find “stratey

htepc/ feww afterall.org/online/bouchra=khalili_the=speeches=series.a=reflection=from=curopes VLQAINSKIXE
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and tactics that will give real victories” Here is a narrative told from the US but whose story is echoed the
waorld over — one of no rights, oppressive labour conditions and low wages.

The power of the spoken word and the agency imparted on and by those who formulate and articalate
their own position is emphasised in these three videos. It is the ability to speak, as Jacgues Ranciére
wrote, citing Aristotle, that distingnishes man from animal and makes us political beings, allowing us *to
discriminate bebween the just and the u.tljtlst‘." Yet, as Tony testifies in Living Labowr, here it goes
further: ‘Language’, he says, ‘was a weapon.” How the fifteen people speaking in the videos draw on
different histories and experienoces then structure, frame and formulate a narrative parallels the way in
which identities are formed. Hall eloquently wrote: *identity is ultimately a question of producing in the
fubare an acoount of the past, that is to say it is always about narrative, the stories which cultores tell
themselves about who they are and what they came from’.” Khalili's videos invite us to consider how we
tell storbes about ourselves — what exactly i= it that we want to articulate, from where and to whom? It
also implies that one story muost be read as part of an evolving, often conflicting series of narratives and
histories. Writing from Europe, where increasingly xenophobic, nationalist narratives have taken hold,
the need to acknowledge the different histories that have brought us to this point and the responsibility
we must take for them, seems more urgent than ever.

Footnotes

1. ‘Stop immigration; reinforce French identity”. See the wehsibe of
the Frant Nationale: hittp:/ fwww frontmational coms fle-projet=-
de-marine-le-pen/autorite-de-letat fimmigration 1

2. Stuart Hall, ‘Wegotiating Caribbean Identities’, Neev Laft Revien,
wol.1, nouzeey, January Fehruary 1995, also availahle ar
hittpe ff mewleftreview.org/1 200 staart-hall-negotiating -
carihb=nn-identities. 1

9. Ednnlrd[ﬂlnlnLPnﬁiuqud’ﬂﬁ)ﬂ.ﬁnnﬂ:bul: University af
AMichigam Press, 1957, pJ8g, also available at
bittpe £ caribhean .oe gecuny.eduffiles foo1 oy fGlissant-
paths pdf.

4. See, for example, Nick Davies, “The Bloody Battle of Genoa®,
Geardion, 17 July 2008, also avadlable at
bttpe ffwww theguardian.com fworld f2o008 Jul 17 fiaby g8

5 Fatima El-Tayeh, “Creslizing, Europe’, Manifeste journal, issae
17, Febraary 2014, also available at
bttpe i www. manifestajoamal orgfissues ffatures-cohabitation-
OEpage-i ealiringeuropeo.

o JJaery Ranciére, A Freties ared ifx s (2004, trans.
Steven Concoran ), Cambridge: Polity Press, 2004, ppai-25 1
7. Sart Hall, op cit. T
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New York Observer’s
Gallerist

The Meaning in Mapping:
Bouchra Khalili’s Border-Crossing
Video Art at the New Museum

BY NIKKI LOHR 8/07/2014 3:22PM

“The Mapping Journey Project” (2008-2011) at the New Museum
(Courtesy of the New Museum, Photo: Benoit Pailley)

In the middle of a lofty gallery in the New Museum, four movie
screens floated, suspended from the ceiling by wires. Projected
onto one of them was a map of the Eastern Hemisphere. A hand
clenching a black marker hovered, drawing a pattern of mysterious
lines from Russia to Bangladesh to Africa. The hand pointed to
Macedonia and, in a resigned drawl, a man began to speak in
Italian. Subtitles flashed on the screen: “| was in prison there for 8
months and 20 days. Something like that.”

This man is one of eight illegal immigrants who talked about their
turbulent escapes to Europe with the artist Bouchra Khalili for her
video series “The Mapping Journey Project” (2008-2011). The eight
videos are currently on view at "Here and Elsewhere,"” a show
featuring over 45 contemporary Arab artists that will fill all five
exhibition floors of the New Museum until September 28.
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The films all show a similar scene. Each one opens to an image of a
map and soon a hand with a marker appears. You never see their
faces — just a hand, with the occasional hint of a shirt or a shadow of
lips moving. In just a few minutes, each person traced and narrated
their roundabout journeys. Sometimes, lines were retraced while a
person described being sent back home by border officers. At other
times, the pen would rest on one spot for a while, making a thick pool
of ink as a person described having to wait there for months for
another boat to come. Some spoke in Italian, others in varieties of
Arabic, and some in English. No matter the language, they all spoke
in the same detached, matter-of-fact tone as they told horror stories
of travel companions dying or moving through miles of desert on foot.
Their trips took anywhere from a few months to five years.

Ms. Khalili, 39, was born in Casablanca and is one of the few artists
in “Here and Elsewhere" to have shown in the United States before
this exhibition. Though she also works with photography and prints,
most of her pieces in the past few years have been videos—many of
which experiment with different ways of narrating the journeys of
illegal immigrants. In her 2008 video, Anya, for example, Ms. Khalili
showed in real-time the boat trip that a young Iragi woman took from
Asia to Europe across the Bosphorus straight, while the girl’s
voiceover recounted 12 years of living undocumented in Istanbul.

Ms. Khalili says she does not see these people as migrants, but as
members of a political minority, whose journeys are acts of defiance.
“Ultimately this is what “The Mapping Journey Project’ is about,” she
said in an email. "How a human being is still able to resist though
he/she is trapped in the nets of arbitrary power.”

To find subjects for “The Mapping Journey Project," Ms. Khalili
traveled to European cities known for being transitory points for
migrants. She never went in search of someone from a specific
country. Rather, she started the process by becoming immersed in
her location. Then, like clockwork, the people she was looking for
would emerge. “The encounter occurs from the moment | accept to
get lost in a city,” she said. "It's a mysterious process, even though it
relies on a method.”
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Still of Mapping Journey 7. fron_\ :The Mapping Journey Project.”
(Courtesy Bouchra Khalili and Galerie Polaris, Paris)

Ms. Khalili would then spend hours talking to the person off-camera—
asking them questions about their travels and allowing them to flesh
out their narrative. “Those conversations participate in a process of
empowerment,” explained Ms. Khalili. “The narrators become the
authors of their own narratives.” When they had developed their
voice, she would give them the map and the marker and film their
narrative in one shot. She's quick to clarify that the videos are not
interviews. She does not interrupt with questions and she does not
edit after shooting the films.

Perhaps that is what makes her work so powerful. The narratives are
not scripted. The camera does not have a filter. The work feels as
raw and real as it is. Ms. Khalili deftly brings these stories out of her
subjects, but ultimately the stories and voices do not belong to her.
And so, she has respectfully and tastefully imposed as littie of her
voice on them as possible.

For some, the journey is not over. In one of the pieces, a woman
traced her journey from Mogadishu, Somalia to Bari, Italy with a blue
marker. Unlike most others, she made an arrow at each place she
stopped. Her final arrow rested on Bari and pointed hopefully north.
She explained that she wants to go to Norway or England. "Now | live
and work here and I've learned Italian,” she said as she traced and
retraced the dark blue arrow. “But staying here | don't like."
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An

Arab in Venice

& Kaeclen Wilson-Goldie | The Daily Star

VENICE: “You welcomed me twice: once as a dancer, once as an
immigrant,” says Malu Guttierrez, a Peruwvian living and working in
the ltalian city of Genoa. “Maybe one day you will welcome me a

third time, as a citizen.”

"l got used to you, | was changed by you,” says Alice Chan, a
young woman who speaks ltalian to her grandmother — who

answers her granddaughter in Chinese.

“I am a tenant of a critizenship that was given to me as a favor, not
as a right,” says Simohamed Kaabour, who moved to ltaly from
Morocco 17 years ago and describes the time until he was eligible
for a European passport as belonging to another world, an invisible

country.

Guttierrez, Chan and Kaabour are three of the five subjects
featured in Bouchra Khalili's 19-minute video “Words on Streets,”
2013, part of an ongoing, three-part project called "The Speeches

Series,” which she started in 2012
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Born in Casablanca, Khalili has an abiding interest in the
movements of 21st-century migrants. For nearly a decade, she has
been making videos, installations and works on paper exploring
ever-more complicated variations on the most classic of journeys,

leaving one's country behind to strike out in search of a better life

Khalili's subjects do not inhabit a world of romantic longing and
boundless ambition. They do not adhere to the American dream.
Rather, they give shape and substance to the shadowy underworld
of illegal immigration, where status is almost always alien, and the

passage clandestine, dangerous and brutally expensive.

“Words on Streets” is premiering this summer in a small building
located at the far end of the Arsenale, Venice's former shipyards.
Alongside the Giardini, a sprawling public garden, the Arsenale

serves as one of the two main sites for the Venice Biennale.

Now in its 55th edition, the biennale typically consists of three
parts: national pavilions, collateral events and the main exhibition.
The latter’s blockbuster group show is usually (but not exclusively)
assembled by a single curator, whose task has shifted over the
years from taking the pulse of the art of our time to formulating an

argument about the place of art in the history of ideas.

In 2003, the ltalian-American curator Francesco Bonami decided to
break the biennale down into parts. He enlisted a small army of
colleagues — including French curator Catherine David — then about
six years into her multifaceted “Contemporary Arab
Representations” project — to take on a part of the international
exhibition, entitled “Dreams and Conflicts: The Dictatorship of the

Viewer"” and divided it into ten sections.

Dawvid's contribution introeduced the world to the work of seven
artists from Lebanon, Egypt and Palestine - including Walid Raad,
Tony Chakar, Bilal Khbeiz and Paocla Yacoub. Most had already
exhibited internationally, but this was one of the most mainstream
presentations of Beirut’s contemporary art scene, which had been
slowly building in coherence and critical impact throughout the

postwar period.

A decade later, that show seems to have generated some false

hope.
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French-Moroccan Artist Bouchra Khalili Maps
the Migrant Experience

by Coline Milliard

12/01/13 8:59 AM EST

D
”
"I am mylanguage."

A still from Khalili's "Speeches. Mahmoud Darvash

) digital wdeo, 4 men

Filmed through a door’s glass panels, a young woman speaks in Arabic., “A
civilization that proves incapable of solving the problems it creates is a decadent
civilization,” read the subtitles. “A civilization that chooses to close its eves to its
most crucial problems is a stricken civilization. A civilization that uses its principles
for trickery and deceit is a dying civilization." The woman appears to be musing on
the world's current state of affairs; perhaps she's being filmed in Europe, or in

North Africa.

The woman, Naoual, is actually reciting a text assembled from fragments of the
1950 essay “Discourse on Colonialism™ by Aimé Césaire, a poet and politician from
Martinique. Like the four other subjects in Bouchra Khalili's video

installation Speeches, 2012, currently on view at Berlin's Haus der Kulturen der
Welt, Naoual was asked by the artist to pick a reading from a selection ranging from
a 1922 open letter to the European powers by Abdelkrim Al Khattabi, the Berber
leader in the Rif War, to Edouard Glissant's 2007 essay “Quand les murs tombent.”
Together, Naoual and Khalili translated the chosen text into Naoual’s native
language, the vernacular Moroccan Arabic. She then learned the words by rote and
regurgitated them for the camera — digested, and having acquired in the process an

unsettling contemporary currency.
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Like Naoual's native tongue, the other languages in Khalili’s film, some of which
exist only in oral form, are all spoken by immigrants living in and around Paris:
Dari from Afghanistan, Kabyl from Algeria, Malinke from Mali, and Wolof from
Senegal. “All these languages are first of all the languages of minorities represented
in France,” the artist tells me from her Berlin studio. “Not all of them have a
tradition of literature, but they have in common a powerful oral tradition. My work
deals with language issues, minorities’ speeches, and discourses, so I wanted to
approach this question not through minorities’ own words, but by confronting their
thoughts with famous political texts, essays, poems, and letters.”

Watching Speeches can be a slightly uncomfortable experience. Because she asks
her subjects to mouth words that might be completely remote from their
experience, the artist could be accused of superimposing the prestige of celebrated
thinkers onto the often grim reality of exile — of slapping an intellectual gloss on a
fetishized foreignness — for effect. When I venture that interpretation, Khalili is
quick to emphasize the collaborative nature of her project. The participants
“immediately understood why those texts are relevant in regards to their own
vision, their own thoughts, their own relationship to current history,” she says.
“Anzoumane Sissoko, for example, chose the Malcolm X text for a very specific
reason: Sissoko works as a cleaner, but he's also a very dedicated activist, and he
has been interested in the figure and legacy of Malcolm X for a long time.”

As critic Elisabeth Lebovici pointed out when discussing Speeches’ first showing, at
the Palais de Tokyo's Triennale last summer, what is primarily at play in this piece
is a dynamic of empowerment. Yet Khalili’s video installation doesn’t just allow
those mostly absent from public discourse to speak out (albeit in the protected field
of art and through a recognized, authoritative text); it isn’t a simple
recontextualization of pieces of literature, a straightforward conflation of oral and
written traditions, or a mere highlighting of the identity politics ingrained in the
very question of language. Rather, it is an astute splicing of them all. “This is pure
intuition,” says Khalili, despite the work’s erudite references. “I had this feeling that
through a practice of intensive displacement, I could experiment with another type

of relevance,”

Speeches is a textbook example of a conceptual strand running through the artist’s
filmic and photographic work: the use of hyperspecific situations to evoke much
broader, sometimes global, concerns. Metonymy is Khalili's signature device. Each
of the stories she introduces arrives pregnant with other, untold narratives that the
artist knowingly embraces. In her best-known series of video works, “The Mapping
Journey Project,” 2008-11, Khalili dissects the invisible fluxes of clandestine travel
by asking eight illegal migrants to draw on a map the route they followed from their
homeland to Marseille, Bari, Rome, Barcelona, Istanbul, and elsewhere. One
subject’s trip is shorter than the rest, but no less fraught with difficulty: A
Palestinian man, filmed in Ramallah, who explains the convoluted path he has to
follow to visit his fiancée in neighboring East Jerusalem. For each interview, the
screen shows nothing but a hand tracing the journey with a marker pen.
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MOUSSE 16 ~ Bouchra Khalili

Oral, Paradoxical; and Political

BY ADNAN YILDI1Z

Bouchra Khalili explores a series of questions about the way reality is experienced by political
minorities. As the artist explains to Adnan Yildiz, these ways vary, becoming complex and stratified.
They may be based, for example, on a form of alienating portrait—in Speeches, five émigrés recite
fragments from different authors, as though they were their own, selecting pieces that are close

to their own ideas—or they may be based on hanging images, as in the film Anya, in which the
protagonist is narrated by a voice-over. Khalili’s projects are thus extremely focused and yet, at the
same time, they reveal an ambiguous gap between what is shown and what is concealed, hovering
on the fringes of the visible, which are often inhabited by minorities.

Lost Bonts Fig, 2. 2012. Courtesy: Galerie Polaris, Paris
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MOUSSE 16 ~ Bouckra Khalili

Lest Beats Pig, 1, 2012, Courtesy: Galeria Polaris, Paris

Adr Yildi 1 would like to start with 3 question thar 1 ask of-
ten, recently: how can you describe your pracrice for people who are not
{rom the art world?

Bouchra £halili:  Well.. | can hardly describe it even to art praci-
toners or o myself. So if asked, 1 say that 'm an artist who works with video,
anstallation, prin
asked what my work is about, 1 say it is done (o ask questions, firse of all to
myself: whar are the margins of power? Where are they located? Who inhabits

, photography, depending on the projects. And when I'm

them? How to produce an image of what is situated ar the mangins of the vis-
ible, in terms of hoth politics and aesthetics? Not a simple answer. But | guess
there is no simple answer,

ay:  How has Speeches been conceprualized and produced? What can
you say about the quotations and actors? Are they actors? Arethey acting?

Are they performing?

bk:  1had the Speeckes sesses in mind for 2 long time praore 1o filmang it. The
invitation to participate in “La Triennale” ar Palais de Tokyo came at the right
time, though minority linguages and dialects have had a prominen role in my
work from the very beginning. 1 wonld say that thisis related to a question 've
been exploring for years, which [ can sum up as follows: “How 10 nareate the
realities experienced by political minorities? What is the impact of language on
the way those realities are wld?” And, more specifically: “How do members
of those communities produce their own discourse about their own individual
lives, subjectively, in their own words and their own language?” 1€ 1 am explor-
ing those issues, perhaps it 18 because 1 was born and raised in Moroceo, and
because | have rwo morher rongues, including one—Moroccan Arabic— rhat

s an unwntten dialect, but with 2 Jong and powerful oral tradition.

ay: So the resource s the text-based imaginary, and linguistic
experience?

bk:  1think ir is also related to my long-term interest in Pier Paolo Paso-
lini's oeuvre, and his contriburion 1o hlm semictics. In his essays about cinema,
Pasolini defined film language as the “written language of reality... which ex-
presses reality through r

ality™. In my work, this language of reality 15 one’s
mother tongue, one’s language with all its peculiarities, ‘The various langu
and dialects you can hear in my videos are also these of minorities, the expres-
sion of their singularities and their positions on social, political and terrirorial

oes

peripheries.
Forthe Specches series, 1 asked five exiled people living in Paris and its ourskirts
w choose, teanslare, memorize and recite fragmenes of essays and speeches by
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writers, poets and activists, such as Malcolm X, Mahmoud Darwish and Ed-
ouard Glissant, among others. All the rexts discuss and suggest merhods of
resistance. Not one of participants in the peoject is an acror, And the approach

we have developed was also based on the idea of not acting or performing,

but focusing on the texr, oral speech, the power of the word, which was much
more interesting because through the translation process and the memorizing,
a form of " digestion” could happen. For the participants, those words lirezally
became their own. This was also possible becavse they chose their own rext,

to reflect theie own opanions and thoughes. So the process was mostly based
on translation and memornization, with a sort of Brechtian digancing effect

T'his may seem like a paradox, since now 1 am using a concept inherired from
avint-garde theatre, but it is important, because this distancing effect was 2
wiry to approach orality as part of the image, orality as an expression of the
and free speech, as well as

crineal function of subjectivity annvitation mace to

the audience 1o exercise critical self-reflection. This distancing effect is also ar
stake in the embodiment process ieself: the narrators are and are not the writers
and acrivises porrrayed. They linerally embody multiple and complex identities.

a Considering the formal aspects of the presentation, the way you
are focusing on gestures, hands and faces... do you see a relationship be-

tween this piece and the rradition of portraiture? How was your experience

with its presentation and reception at the Triennale?

ble: Working with film and video, 1 try to develop & cinematic approach
based on metonymy. For example, in 7he Mappirg Journey Project, one sees
maps, hands bolding permanent markers, the drawing of illegal journeys.

es, faces and hands embody words, as well as poetic and political
und complex identities that cannoe be resiricted o the term “im-
ted in de

In Speech
sEatements

s, the way they can be combined | what

mgrant”. I'm mestly inter
they hide and what they reveal. There is also a dialectical method involved,
based on the articulations between what = shown and what 15 invishle, and
from there an attempt ro open up rthe image 10 an imaginary dimension.

For the Speeches series things b

me more complex, becavse | incuded a
process of “creolisarion” and displacement, in terms of language, history,
culture, time, space, wentity and gender, 1 think this intensive process of
“creolisation” leads to a practice of portraiture with multiple layers, and |
tried 1o define it through the idea of the “distancing eflect™. For example, in
the series we have women embodying male identities: Seynabon—a Sen-
v—is Mabmoud Darwish, and Naima—a Kabyl woman—is

egalese wom
Edouard Glissant. Naima and Seynabou speak in their mother tongues, bur

the words they say were written by two men, twe of the most prominent po-
s were Arabic for Darwish, and

ets of the 207* century, whose mother tong;

reole for Glissant.

French and
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MOUSSE 361 ~
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