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LA FRONTERA SUR DE EUROPA

Adonay Bermudez

Recientemente, dentro de la exposicion colectiva Ndcleo Contemporaneo comisariada por Adriano Pedrosa para la
60a edicidn de la Biennale di Venezia (2024), se pudo contemplar un tapiz bordado de grandes dimensiones
realizado por Bouchra Khalili (Marruecos, 1975). En Sea-Drifts (2024) |a artista franco-marroqui aborda una compleja
investigacion sobre las rutas migratorias, especificamente sobre las que unen el norte y oeste de Africa con las Islas
Canarias. Khalili emplea el tapiz tefiido con indigo natural como estrategia para recordar las rutas comerciales del
siglo XVIy, de paso, subvertir y redefinir la funcién y concepcion tradicional de mapa y, por tanto, las nociones

también de territorio y frontera.

Bouchra Khalili, en un interés por visibilizar las experiencias de los africanos y africanas en una de las rutas
migratorias mas mortiferas del mundo, sumerge al espectador en medio de una difusa frontera liquida que se
interrumpe con una marana de lineas blancas que conectan archipiélago y continente. Pese a que la artista omite
cualquier otro elemento, la fuerza de ese azul indigo abofetea y seduce a partes iguales, provocando que el ptblico
se sienta participe de la misma. Ese tono de azul inunda también un gran lienzo titulado Poema del Atlantico. La
noche (1918-1919) de Néstor de la Torre (Gran Canaria, Espafia, 1887-1938), una obra y artista claves en la historia del
arte de Canarias. Poema del Atlantico. La noche fue concebida como una exaltacién de la naturaleza donde se

explora el misterio, violencia y vastedad del océano bajo la luz de la luna.
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16 DANIELE PERRIER

The Power of
Storytelling
BOUCHRA
KHALILI

Bouchra Khalili, born in Casablanca in 1975, is a Moroccan-French
artist, who grew up in a country which, after achieving independence,
sought its identity in a diversity of peoples, cultures and languages.
From 1962 Algiers had been the center of the Pan-African Union
providing a home for many resistance organizations. These early
experiences shaped Khalili's political consciousness and formed
her artistic sensitivity, as shown in such works as Foreign Office
(2015), which in various ways illuminate the interconnectedness and
influence of the Pan-African movement. While a video permits the
leaders to speak and photographs of their residences provide space
for themselves and their ideas, the representations of ground plans
and localizations make an analytical perspective on the structure and
network concealed behind these locations possible.

The Paris-trained artist, whose work The Mapping Journey
Project (2008-2011) most recently reached a wide public at the Ven-
ice Biennale, works in a multimedia and transdisciplinary style. With
a great love of detail, she combines performative and documentary
strategies. Khalili places traditional storytelling, which she adopts
from her Moroccan heritage, firmly at the center. By telling personal
stories, she questions official, often one-sided historical represen-
tations and gives a new profile to the voices of people otherwise
unheard. Her art is therefore both political and poetic, as it beautifully
transcends the boundaries between documentary reality and artistic
fiction.

The history we live is a writing of the writing
of visible history

Ausstellungsansicht

BOUCHRA KHALILI // exhibition view

von links // from left ,Bouchra Khalili: Between
Foreign Office, 2015 Circles and Constellations”,
Mixed-Media-Installation Sharjah Art Foundation,
(Fotografien, Siebdruck 2024

auf Papier, Video: 25')

// mixed-media installation
(photographs, silkscreen
print on paper, video: 25')
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MIDDLE EAST M@NITOR

July 9, 2024 at 11:31 pm

Moroccan artist Bouchra Khalili gives voice to the
stateless

In her work, currently on show hoth in Athens and al the Venice Biennale, Moroccan Arlist Bouchra Khalili highlights the power ol storylelling [or the
disenlranchised subjects ol hislory.

As a child in Casablanca, artist Bouchra Khalill was impressed by an ancient waorld map created by
Moroccan traveller, geographer and botanist, Muhammad Al-Idrisi. This map, which showed south as north
and vice-versa, offered a decentralised representation of the world, which left a long-lasting impact on her.

It seems that, since then, all Khalili has done with her art practice has been "decentralising”, and slanting the
viewer's perception of north, south, up, down.

Known for her complex and multilayered narratives and a gist for plunging into the folds of the intelligentsia
and the cultural world of the past century, today her profoundly intellectual art touches an the most
pressing issues of our time, especially in regard to migration, colonialism as well as the intermingling of
Maorth African and European politics.

Her multimedia practice mainly invalves film, video and art installations, aimed to spur critical and ethical
reflections an citizenship, community and political agency, from the point of view of those who lack them.
And, not surprisingly, maps and our blased perception of geography remain an ongoing interest far her.

Her "Mapping Journey Project”, currently on display at the Venice Biennale, captures migrants’ journeys
across the Middle East, Morth Africa and Europe. Poetic and informative at once, this project was developed
over three years, frem 2008 to 207, investigating the Mediterranean migration reutes, and it remains a
powerful and relevant work today.
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ArtReview

Bouchra Khalili: All Tomorrow’s
Revolutions

Stephanie Balley Features 14 June 2024 artrev

Khalili's ‘activation of history’ through film brings archival content into the
present and commends it for the future

Around the time of the zo10-12 Arab uprisings, the artist Bouchra Khalili began
developing a series of projects that address the histories of emancipation and
liberation in North Africa and the Middle East. Taking issue with how Western
media described the uprisings as a ‘Facebook Revolution”— “as if the Arabs
needed Facebook to start a revolution”, the artist pointed outinazo1yz
conversation — Khalili realised the importance of asserting the region’s history as
both revelutionary and glebal.

The video Garden Conversation (zo14) illuminates that legacy by imagining a
conversation between Rifian resistance leader Al Khattabi, who led a war against
the French and Spanish colonial armies in Northern Morocco from 1921 to 1928,
and Marxist revolutionary Che Guevara, who fought in the Cuban Revolution.
According to oral accounts, the two men met in Cairo in 1959 but no
documentation exists, so Khalili wrote a script based on their writings and

interviews. Filmed in Melilla, a Spanish enclave in Northern Morocco whose
continued existence signals the colonial spectre of occupation, a young Moroccan
man and woman (neither of them trained actors) play Khattabi and Guevara
respectively, and discuss tacrics of liberation. “The present time is made of
struggles,” the woman says, “but the future is ours.”

Khalili produced Foreign Office (2015) next. A digital video, silkscreen print and
series of photographs focus on Algiers between 1962, when Algeria gained
independence from France, and 1972, during which time the Algerian capital
hested liberation movements from around the world, including the Black
Panther Party and the African Party for the Independence of Guinea and Cape
verde. In the film, two Algerian students, Ines and Fadi, narrate this moment of
transnational solidarity based on oral accounts, texts, photographs and videos
documenting the presence of figures like Nelson Mandela, whe trained with the
Algerian Natienal Liberation Front, and Black Panthers Eldridge and Kathleen
Cleaver, who attended the first Pan-African Culoural Festival in Algiers in196g

and established the Panthers’ international branch in the city.
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LUNA LIVE

Interview with Bouchra Khalili

"When archives do not exist, what remains to tell
suppressed histories?"

Watch the video here

Bouchra Khalili talks about her exhibition of two distinct but interrelated works: The Circle and The Tempest Society.

This set of works departs from Khalili’s extensive research on Le Mouvement des Travailleurs Arabes (MTA, Movement of Arab
Workers) and its theater groups, Al Assifa (The Tempest in Arabic) and Al Halaka (The Circle in Arabic, which is also referencing the
tradition of public storytelling that is common in North Africa).

In this interview, the artist explains how Arab workers have used performance art to denounce injustice and spread the word.

DURATION 03m 10s
DIRECTOR(S) Victor & Simon
PARTICIPANT (S) Bouchra Khalili
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Foreigners |
Everywhere

ﬁ\_ LA BIENNALE DI VENEZIA

Bouchra Khalili

Khaliliis a French-

Moroccan artist and scholar whose
multidisciplinary practice develops.
collaborative strategies of storytelling
with members of communities
excluded from citizen membership.
Khalili's The Mapping Journey Project
was developed over three years
across the Mediterranean migration
routes of North and Eastern Africa,
the Middle East, and South Asia.
Khalili gathered participatory stories
from migrants she met at local train
stations and other public spaces.
The eight video installations of The
Mapping Journey Project document

Bouchra

stories alongside the hands of migrants

who mark on a map the arduous
path across the geopolitical terrain
of land and sea. In our contemporary

2024
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era of Land Back ang sett]
genocide, The Mapp,',,g Joe' Colonjg
Projectis a Iong—standing b
self-determination of diasCan.fQ,
and Indigenous COmmunitE‘:ﬂC
The Constellations Series 4
chapter of The Mapping ‘IJOUme
Project, poetically reformulatesy

and illuminates the video installati
The eight silkscreen prints trans\a?en .
the narrated journeys in the form

of constellations of stars, referring

to ancient astronomy as rooted

in mythology. Khalili invites viewers
to actively project themselvesinto
the constellation to collectively imagie
other ways to belong.

€ Clogip

—Tracy Fenix

A

roject, 200"
The Mapping Journey Pro<C ar 2
Muzife

Video still. Photo Jonatha

Courtesy the Artist. © Jona
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BOUCHRA KHALILI

Natasa Petresin-Bachelez

& Constellations pour une écoute et une pédagogie attentives

Bouchra Khalili est une tisseuse et les nombreuses histoires portées
par les protagonistes de ses films constituent les fils de son travail.
Elle tisse ses films en une constellation visuelle et sonore ou, d'un film
a3 l'autre, les protagonistes se parlent, s'écoutent et apprennent les
uns des autres. Bouchra Khalili transmet aux protagonistes sa capa-
cité magique a apporter une dimension universelle, 2 donner forme aux
alliances et relations auxguelles on ne préte pas encore attention, mais
permettent de protéger |'existence d'espaces civiques.

Les yeux et les oreilles sont concentrés sur la conversation,
les mains sont parfois immobiles, parfois en [éger mouvement pour
montrer, dessiner, lire ou composer des assemblages de documents
et de photos. Les scripts construits autour des subjectivités qui
habitent les espaces filmiques de Bouchra Khalili procédent naturel-
lement de ses inlassables recherches et de ses longs échanges avec
les personnes qui les ont vécues. Leurs corps communiguent avec
nous, qui regardons, aussi de maniere non verbale, nous permet-
tant de comprendre que les faits historiques des récits gu'ils et elles
racontent pourraient bien étre les nétres Une sorte d'écoute radi-
cale est en cours. Lorsqu‘une personne parle, trés souvent, Bouchra
Khalili commence par nous montrer l'interlocuteur ou interlocutrice
qui tourne la téte, fixe |a personne qui parle dans les yeux, est 13, invi-
tant le spectateur ou la spectatrice a préter attention a ce gui est dit
avec la méme bienveillance, en solidarité. Les histoires racontent des
faits, sans pathos, et produisent un effet de distanciation qui crée
paradoxalement les canditions de |z rencontre avec les spectateurs
et spectatrices, a qui est offert un espace de réflexion sur soi. Les
protagonistes performent de manigre a incarner une voix collective
potentielle.

Constellations for attentive listening
and learning

Bouchra Khalili is a weaver and the many
stories carried by the protagonists within
her films are the threads with which
she beautifully operates. She is weaving
films together into & visual and acoustic
constellation, where protagonists are
talking, listening to and learning from cach
other, from one film to another one, Khalis
is extending onto the protagonists her
magic capacity of worlding, of giving form
to the alliances and relations that have not
been taken care of yet, but are the promises
that keep possible civic spaces together.

Eyes and ears are engaged in
attentive conversations, hands are still
or slightly moving, showing, drawing,
reading or composing assemblages of
documents and photos. The subjectivities
that inhabit Bouchra Khalili’s cinematic
spaces are performing scripts which are
organic result of her long-term research
and the extended conversations with the
protagonists that lived them. Their bodies
are communicating with us, the viewers,
also on a non-verbal way, enabling us to
understand that the historic facts within
the stories that they are telling could very
much be our own. There is a kind of
radical listening going on - when someone
speaks, very often Bouchra Khalili lets
us first see her or his interlocutor turning
their head, looking the speaking person in
their eves, is there, thus invitng the viewer
to pay attention 1o what is being said in
a similarly caring way, in solidarity. The
stories are told in factuality, with absence
of any sentimentalism, and produce a
distancing effect that paradoxically creates
the conditions of the encounter with the
viewers who are given a space of self-
reflexivity, Protagonists perform the scripts
50 as to embody a potential collective voice.

The installation presented for the
Prix Marcel Duchamp is a site-specific
composition of several of Khalili’s works
from different periods, and one soon
understands that they have all been involved
in an ongoing conversation for a while.

The Constellations (2011), a
series of silkscreen prints, play with a
recognisable form of a celestial map
of stellar constellations on a deep blue
surface, only to take the viewer by surprise.
In Khalili's renowned video installation
The Mapping Journey Praject (8 single
channels, 2008-2011), we observe hands
of people who have undergone migration
routes, physically inscribing them onto
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Linstallation présentée pour le Prix Marcel Duchamp est une
composition congue spécifiquement pour I'espace, & partir d'ceuvres
de différentes périodes de Bouchra Khalili dont on comprend vite
quelles font partie d'une conversation qui dure depuis longtemps.
Les sérigraphies The Constellations [2011] jouent avec une forme recon-
naissable de carte du ciel sur fond bleu intense, uniquement pour prendre
par surprise la personne qui regarde. Dans sa célgbre installation The
Mopping Journey Project [huit vidéo-projections, 2008-2011), nous
voyons des mains dessiner au marqueur les routes de migrations forcées
sur des cartes officielles tandis que la personne qui les a vécues raconte
son voyage. Les serigraphies traduisent ces itinéraires en constellations
d'etailes abolissant ces frontiéres. Les deux ceuvres sont des témoignages
d'existence et de lutte pour la survie.

Dans la derniere scéne de The Tempest Society [2017), un
diagramme dessiné sur un tableau noir par les trois protagonistes forme
un autre type de constellation. Il tisse des liens entre des personnes réelles
et des evénements récents qui parlent de solidarité, de résistance, de
désobéissance civile, de droits de 'immigration et de mouvements anti-
racistes. Citoyens grecs et citoyennes grecques d'origines diverses, les
protagonistes de The Tempest Society racontent leur expérience des sou-
levements anti-austérité sur la place Syntagma en 2011 et 2015, et font le
lien avec les récits d'activistes antiracistes vivant en Gréce et exclus de la
citoyenneté, entrecoupés d'interventions musicales et fictionnelles,

Le mot Al Assifa, situé au centre du diagramme, attire comme un
aimant tous les autres éléments autour de lui. Il s'agit du nom d'un collectif
de theatre, fondé & Peris par Mohamed Bachiri [Mokhtar), Geneviéve Clancy
et Philippe Tancelin. Entre 1972 et 1978, associant mouvements antira-
cistes et actions pour les droits des travailleurs migrants, il se produit dans
l2 rue ou pendant des manifestations et donne des performances théa-
trales. La video The Storytellers (2023) rassemble d’anciens membres d'Al
Assifa et d'Al Halaka (une troupe de théatre sceur, basée & Aix et Marseille)
qui mettent en scéne des poemes écrits collectivement pour leurs pigces.
Pour les protagonistes de The Tempest Society, Al Assifa est un point de
depart histarique, une source d'inspiration pour la lutte antiraciste dans la
Gréce et 'Europe contemporaines.

La composition se termine par la vidéo Questions & Answers
[2017-2023] qui n'a encore jamais été diffusée. Congue comme une
performance impliquant les protagonistes et Les amis de The Tempest
Society, un groupe fictionnel constitué des personnes qui ont accompagné
Bouchra Khalili dans son travail de recherche et de production, elle forme
elle aussi une constellation d'écoute attentive. Les trois protagonistes de
The Tempest Society répondent aux questions posées at discutées pen-
dant le tournage du film, révélant la lucidité de I'artiste qui s'interroge sur
sa position par rapport & |'art contemporain et au public en général.

official state maps with a thick marker
pen and accounting their journeys. The
stellar constellations on the prints reveal
themselves as itineraries of these same
paths. Both works bear witness to the
subsistence and struggle of survival.

Another kind of constellation
appears as a diagram, drawn onto a
blackboard by the three protagonists in
the scene concluding The Tempest Socicty
(2017). There it weaves connections
between existing personalities and events
from the recent past that speak about
allies, resistance, citizen disobedience,
immigration rights’ and antiracist
movements. The protagonists of The Tempest
Saciety, all Greek citizens from different
background, tell and align their own
experiences of the anti-austerity uprisings
in Greece at the Syntagma square in 2011
and 2015, and to the antiracist activists
based in Greece who appear and perform in
the video with their own testimonies as well
as with musical interventions. In the heart
of the drawn diagram, pulling all elements
together as a magnet, stands the name of the
Arab-French political theatre collective Al
Assifa. Operating between 1972 and 1978
in Paris and founded by Mohamed Bachiri
(Mokhtar), Geneviéve Clancy and Philippe
Tancelin, the collective performed street
plays, demonstrations, theatre performances
that brought together antiracist movement
and immigrant workers’ rights actions. In
the video The Storytellers (2023) the original
members of Al Assifa and Al Halaka (a
sister theater group of Al Assifa, based in
Aix and Marseilles), perform poems that
have heen written collectively for their
plays. The protagonists of The Tempest
Socrety refer to Al Assifa as their historical
point of departure, an inspiration for
thinking through the antiracist activism in
contemporary Greece and Europe,

The composition is closed by the
video Questions & Answers (2017-2023)
which has never been shown before.
Conceived as a performance with the
protagonists and The Friends of The
Tempest Society, a fictional group made of
collaborators who worked with Bouchra
Khalili on the research and production
of The Tempest Society, it ¢reates once
more a constellation of atrentive listening.
Questions that were raised and discussed
during the shooting of Tie Tempest Sociery,
are answered by its three protagonists,
bearing witness to the artist’s acute self-
reflexion about her own position in relation
with the contemporary art domain, and the
public in general.
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lempest Society, 2017. Digital
film, 60", Color. Sound. Commi ed
for documenta 14 [Athens / Kassel)
Co-produced with Ibsen Awards. With
the support of FNGAP (Paris) and
Holland Festival, Adagp, Paris, 2023
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e-flux Criticism

Barcelona Gallery Weekend

Patrick Langley

Enric Farrés Duran's show at Bombon Projects was among the most on-the-nose exhibitions at this
year's Barcelona Gallery Weekend (BGW)—and not just because of the glasses. That technologies
that purport to measure the world are not reliably accurate is less troubling, his work proposes, than
the tendency to act as if they are. These stark and satirical pieces reference optometry (pairs of
dysfunctional glasses, such as one with two holes in its lenses, on freestanding plinths), museum
display practices (a canvas turned to face the wall, another with nothing on it but a few tips for
cleaning glass), and shooting (a wall papered with rifle targets). One work—a glass-fronted frame
containing smashed museum glass—reduces the theme to the point of absurdity: not the “cracked
looking glass” of Joycean modernism but an art that flaunts its own shattered illusions. The
spectacles are broken, but they haven't yet been replaced.

BGW'’s ninth edition, which featured works by more than sixty artists exhibited in twenty-seven
galleries across the city, showcased the robustness and vitality of Barcelona’s gallery scene. As such,
it set an ironic context for a shared concern of several exhibitions: fragility. This manifested in the use
of delicate materials—glass featured prominently in more than one show—and in an emphasis on
process rather than polish, aura rather than object. Patricia Dauder’s elegant “Interiors” at ProjecteSD
seemed at times to combine both tendencies. Vestigis #1 (Cases desaparegudes al carrer Dega Bahi)
[Vestiges #1, Disappeared Houses on Dega Bahi Street, 2022] was a strikingly large and contrastingly
frail piece made by taking impressions of a wall in a partially demolished building in Barcelona. The
resultis a kind of fresco across four hanging strips of cotton muslin, the pastel hues of which suggest
different living spaces and layered histories retrieved from invisibility.

Bouchra Khalili's rich and deeply researched The Magic Lantern (2019-22), in her retrospective
“Fanning the spark of hope in the past” at ADN Galeria, is narrated in chapters. Speaking directly to
camera, the storyteller traces the history of “revolutionary technologies,” from magic lanterns to
Portapaks, via the phantoms of the French Revolution, anti-colonial resistance in the Congo, Carole
Roussopoulos’s footage of the 1970 massacre of Palestinian refugees in Amman, Jean Genet, the
Black Panthers, and the struggle for Palestinian liberation. What makes these technologies
revolutionary, Khalili suggests, is their ability to summon ghosts—to revive the dead erased by history.
These mediums (what else to call them?) militate against amnesia by forcing the past to inhere in the
present, yet they are fallible, even fragile; like museum glass, they can break. Roussopoulos's footage,
as Khalili notes, was later wiped, and only a few images of victims—such as a woman whose face is
badly scarred by napalm—remain.

At House of Chappaz, Fito Conesa's Vocativo (2023), another video installation in a BGW notably light
on moving image, captured a sense of history repeating at a smaller scale than Khalili's centuries-
straddling work. Conesa, who often works with music, wrote a short piece for a harpist and filmed her
performing it from sight three times over several weeks. The score remained identical, except for
cues (“wish for the tickling to pass,” for example) in place of notation about tempo, valume, and so on,
inviting the performer to shift the affective texture of the piece according to her own subjective
understanding of the artist's unconventional cues. The three recordings were projected as a triptych
on a wide screen hung from the ceiling. Synced so that they began at the same moment, they
gradually fell into and out of step, recalling Steve Reich's work with phases and tape loops. This
deceptively gentle work was a reminder that if performance is a space of fragility, a present moment
that is always passing away, it is also an act of recuperation—a chance to play the past again, and
differently.
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LA VANGUARDIA

Atmosferas, hongos y
también IA

Un paseo por el Barcelona
Gallery Weekend, iniciativa de
la Art Barcelona, que abre este
fin de semana las puertas de
27 exposiciones a coleccionis-
tas y a amantes del arte

Artes - Fot

Este fin de semana se celebra el Bar-
celona Gallery Weekend, una inicia-
tiva de la asociacion Art Barcelona
que marca anualmente la apertura
de la temporada de las galerias de
artey que.... a)

Parte de la exposicion que se puede disfrutar en la galeria ADN
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ARTE

Barcelona Gallery Weekend:
diez exposiciones que no
debes perderte

Hasta el 17 de septiembre, las 27 galerias de Art Barcelona inauguran
exposiciones de artistas como Ignasi Aballi, Berta Caccamo, Anna Bella
Geiger o Joan Fontcuberta

15 septiembre, 2023 - 02:50

EN:  ARTE GALERIAS DE ARTE b

Saloa Camarzana

Marcada en el calendario desde hace ya 9 anos, Barcelona Gallery Weekend
pone en marcha la temporada galeristica en la ciudad Condal. Entre el 14 v el
17 de septiembre, coincidiendo con Apertura Madrid Gallery Weekend, las
27 galerias de Art Barcelona inauguran de manera conjunta
exposiciones de artistas como Ignasi Aballi, Berta Caccamo, Anna

Bella Geiger o Joan Fontcuberta.

Como es habitual, el evento cuenta con un programa de actividades que
incluye visitas guiadas a galerias, conversaciones con artistas, galeristas v
comisarios y talleres ademas de las ARCO Gallery Walks. Seleccionamos
diez exposiciones que no puedes perderte en esta edicién en la que se

dan cita cerca de 70 artistas procedentes de 20 paises.

Fanning the spark of hope in the past, de Bouchra
Khalili. En ADN

The Magic Lantern' (2020-2022, VideoHD), de Bouchra Khal

La exposicién que la galeria ADN dedica a Bouchra Khalili continda con la
que le dedicé el MACBA a principios de ano. Fanning the spark of hope in
the past retine una seleccion de trabajos realizados por la artista
entre 2008 y 2022 en los que aborda asuntos como la autorrepresentacion,
la movilidad global, la resistencia, la solidaridad internacional, el feminismo

y la colaboracién.

Moviéndose entre distintas disciplinas como el cine, la fotografia y el textil, la
exposicion pone de relieve 20 afios de trayectoria en los que la artista nos

hace participes de la memoria reprimida y la historia silenciada.
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‘Bouchra Khalili. Entre 1
circulos y
constelaciones’ en

MACBA (Barcelona)

EXPOSICIONES
de Carolina Ciuti

La exposicion redne once proyectos multidisciplinares de la artista franco-marroqui, y sugiere
una reflexidén sobre los modos de produccidn historiogréficos, la lucha anticolonial, la memoria
colectiva, la cultura visual y la oralidad.

Vista de la exposicién 'Bouchra Khalili. Entre circulos y constelacién’ en MACBA, Barcelona. Foto de Miquel Coll, 2023.

Me acerqué a la préctica artistica de Bouchra Khalili (Casablanca, 1975) en 2013; hacfa poco que cursaba
un master en arte contempordneo y empezaba a entender las razones de mi fascinacién por el video. La
palabra ‘video' debe su origen al verbo latin videre que significa “ver'; ampliande el significado intrinseco
en su etimologfa, podriamos decir que el video es una herramienta que nos permite entrenar la mirada e,
incluso, aprender a “ver'. Una via alternativa para observar y representar lo que nos rodea.

En medio de esta exploracion, una de mis profesoras me recomendé el trabajo de Khalili y, especialmente,
la instalacién audiovisual The Mapping Journey Froject (2008-2011). Fragmentando la narracion en ocho
pantallas, el proyecto pretende dibujar una practica alternativa para la creacion de mapas, desde la
perspectiva de las personas que se vieron obligadas a cruzar fronteras ilegalmente. En cada video que
compone la instalacion, un plano fijo muestra una mano que, con un rotulador, dibuja encima de un mapa
los caminos turbulentos de esos desplazamientos forzados. Simultdneamente, una voz en off relata el

viaje de manera objetiva.

Cuando dos afics después empecé a trabajar para el festival y feria de videocreacion LOOP Barcelona,
aprendf que ese mismo proyecto habfa sido presentado en la edicién de 2011 de la feria por
GALERIEOFMARSEILLE, recibiendo una Mencién de Honor. The Mapping Journey Project es de hecho un
trabajo bastante representativo de la practica de la artista franco-marroqui. El proyecto toma como punto
de partida ocho viajes clandestinos para construir una cartografia alternativa basada en el gesto, el dibujo

y la palabra hablada. A través de esta exploracion audiovisual que atraviesa el Mediterraneo, Khalili arroja

luz sobre una geografia de la resistencia, visibilizando asi una con ion de historias no documentadas.
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En esta misma linea, la exposicion Bouchra Khalili. Entre circulos y constelaciones —que se podra ver en el
MACBA-Museu d'Art Contemporani de Barcelona a partir de este jueves 16 de febrero y hasta el domingo
21 de mayo de 2023- sugiere una reflexion sobre los modos de producciéon historiogréficos, la lucha
anticolonial, la construccion y transmisién de la memoria colectiva, la cultura visual vy la oralidad —todos

elementos comunes en muchos de los proyectos de Khalili.

La exposi

i6n —co-producida por €l musea junto con Sharjah Art Foundation y comisariada por Elvira
Dyangani Ose y Hiuwai Chu —fue concebida como un tinico cuerpo de trabajo, una constelacién para
abordar desde diferentes puntos de vista. Los once proyectos multidisciplinares que componen el
recorrido expositivo, fueron realizados por Khalili a lo largo de los tltimos diez afios. Articulandose
alrededor de una serie de obras audiovisuales magistralmente instaladas, y jtodas con sonido en abierto!
—elececion deliberada para reforzar el concepto de transmisién oral colectiva, como nos cuenta Hiuwai Chu
durante la visita posterior a |a rueda de prensa,— el conjunto presenta nuevas miradas sobre la
deconstruccién de la historia, recopilando experiencias individuales que representan, sin embargo, voces
colectivas.

«La exposicion no formula conclusiones, sino que plantea una serie de preguntas, que son las mismas
que yo misma me hago, como artista y persona franco-marroqui», explica la artista. «Cémo podemos
construir un sentide de pertenencia y comunidad gue esté liberado de la concepcion tradicional de
ciudadania? Como podemos transmitir aquellas historias que no fueron documentadas y archivadas?».
Khalili afirma que, para aprender lo qué significa pertenecer, quizés sea esencial construir una forma de
memoria colectiva que empiece con mantener vivos los testimonios de aquellas personas que fueron
marginalizadas.

Vista de la exposicién ‘Bouchra Khalili. Entre circulos y constelacién’ en MACBA, Barcelona. Foto de Miquel
Coll, 2023.

A la combinacién de mdltiples narrativas, y de relatos comunales, tanto histéricos como presentes,
también hace referencia el titulo de la muestra. Si por un lado apunta a la manera de la artista de hilar
conceptos creando constelaciones de sentido, por el otro alude a Al-Halqga, literalmente ‘el circulo’ o ‘la
asamblea’, una tradicién centenaria de Marruecos que consiste en presentar relatos orales en espacios
publicos, en los que se entremezclan intereses sociopoliticos y aspectos de cultura popular.

Al-Halga caracteriza, también, a los protagonistas de las dos obras que abren y cierran el recorrido
expositivo, ambas inspiradas en ¢l legado del Movimiento de Trabajadores Arabes (MTA), y sus grupos de
teatro, en Francia durante la década de 1970. Estrenada en el marco de documental4 y situada en
Atenas, The Tempest Society (2017) presenta a Isavella, Elias y Giannis, tres j6venes atenienses de
distintos contextos, que reflexionan sobre la igualdad, la democracia y su relacion con el teatro en tanto
que espacio civico. Inspirandose en la nocidn de «poeta civil» formulada por Pier Paolo Pasolini, la obra
celebra el legado del grupo de teatro parisiense Al Assifa. The Circle (2023), instalacion producida gracias
a la implicacién de Sharjah Art Foundation, Luma Foundation y la Fundacién MACBA, es una secuela de
The Tempest Society y gira alrededor de las figuras de Mia y Lucas, ambos de ascendencia magrebi y
establecidos en Marsella, mientras excavan en ese legado olvidado de la historia de la inmigracién.
Simultdneamente, antiguos miembros del MTA v de los grupos de teatro asociados al movimiento vuetven

a poner en escena algunos fragmentos de sus actuaciones.
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én’ en MACBA, Foto de Miquel Coll,

Vista de la exposicién ‘Bouchra Khalili. Entre circulos y
2023.

Como explica la directora del MACBA y co-curadora de la exposicién Elvira Dyangani Ose, en general la
muestra celebra a una artista que, gracias a su incasable trabajo, ha sido parte de un importante
«historiographical turn- [giro historiogréfico] dirigido a poner en valor los testigos de la historia, asi como
todo los relatos que permanecen eliminados o indocumentados —respondiendo, de esta manera, a una de

las nuevas lineas del museo que quiere poner el acento en la lucha anticolonial y en la recuperacion de

narrativas silenciadas.

Entre circulos y constelaciones no es simplemente una expesicién para visitar, sino también un espacio
para habitar, transitar, vivir y volver una y otra vez. Y no solamente por la atencién que cada una de las
piezas audiovisuales requiere, sino también porqué esto es lo que significa sentarse en circulo y conectar

con una/s historia/s.

«It takes timel», dice sonriendo Dyangani Ose, al acabarse la rueda de prensa. Por lo que recuerda que la
entrada del museo tendra validez durante un mes y que el piblico podra acudir a la institucion todas las

veces que quiera —ofra resultado de la reformulacidn del museo propuesta por la nueva direccidn.
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Bouchra Khalili

Callie’s

By Ana Teixeira Pinto

—And those very fewSUnivIng Spectres are
all silent

Bouchra Khalili, The Magic Lantern, 2020-22, 4K video, color and black-and-white, sound, 27 minutes.

The phantasmagoria was a form of entertainment popular in the late
eighteenth century in which mobile magic lanterns were used to project
fantastic images that conjured ghosts and demons. At the time, many viewers
believed they were witnessing genuine necromancy, the spectral, flickering
projection surface functioning as an interface between the living and the dead.
Nomadic lanternistes also disseminated the news via their portable
projections. The Magic Lantern, 2019—22, a film-based installation by French
Moroccan artist Bouchra Khalili, delves into the dual origins of cinema, which
emerged at once as a form of entertainment and a tool for mass education—
and, by extension, emancipation.

At times, these two often divergent tendencies intersected. In 1798, the film
tells us, the phantascope (a film projection machine) brought George-Jacques
Danton, beheaded in 1794, back from the grave, affording bereaved citizens an
opportunity to both mourn and channel fallen revolutionaries. Etienne-
Gaspard Robert, alias “Robertson,” patented an optical stage in the crumbling
Couvent des Capucins, on which he made ghosts appear, awing his audiences
until French police shut down the shows.
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The sight of a ghost, according to literary theorist Sladja Blazan, always
exposes the entanglements of horror and history, which is perhaps another way
of saying that the past often haunts us with demands we find difficult, if not
impossible, to fulfill. The Magic Lantern is a film about haunting as an
inherent characteristic of cinema, and the ways through which the history of
the moving image is entwined with the quest for social change, with every
failed revolution littered with discarded or discontinued optical technologies.
Whereas the phantascope channeled the ghosts of the French Revolution
(which still haunt Western political theory), Khalili’s Sony Porta-Pak camera
channels Swiss documentary-video maker Carole Roussopoulos, summoning

the undertheorized histories of anticolonial struggles.

It was Jean Genet who persuaded Roussopoulos to buy a Porta-Pak camera
with her severance pay from Vogue. The first video she shot with it was Jean
Genet parle d’Angela Davis (Jean Genet Talks About Angela Davis), 1970,
which showed Genet denouncing the US justice system in the wake of Davis’s
arrest. The following year Roussopoulos filmed Le F.H.A.R., its title deploving
an acronym for Front Homosexuel d’Action Révolutionnaire (Homosexual
Front for Revolutionary Action). During Black September, a conflict between
the Jordanian Armed Foreces and the Palestinian Liberation Organization
(PLO), King Hussein of Jordan ordered the shelling of Amman and Irbid.
Roussopoulos recorded the survivors of the napalm attacks for her video
Hussein, le Néron dAmman (Hussein, the Nero of Amman), 1970. When Le
Néron d’Amman began to circulate, Roussopoulos and her collective, Vidéo
Out, were contacted by Eldridge Cleaver, the Black Panther Partv's exiled
minister of information who had founded its international section in Algiers.
Cleaver wanted to learn how to use this “revolutionary machine for
revolutionaries” in order to “produce our own information” free from
dependence on “other people’s cameras.” The early portable-video technology
provided the tools for exploring counterhistories and anticolonial
subjectivities, but, paradoxically, Le Néron d’Amman’s wide circulation led to
its erasure, as the tape—the only extant copy—eventually deteriorated from
wear and tear. In Magic Lantern we see the few remaining stills, which
survived because they were included in Roussopoulos’s Munich, 1972. The
Magic Lantern calls them spectral images—ghosts, if you will—who make
once-lost histories reappear, even if fleetingly.

Here, as is often the case in Khalili's work, the method becomes the content:
Montage approximates a forked temporality that scrambles the polarity
between nostalgia and militancy. Temporal and spatial ellipses conjure a
multitude of ghosts that haunt both the history of cinema and, perhaps more
importantly, the history of revolution and, by way of their haunting (to
paraphrase sociologist Avery Gordon), demand our engagement, our
commitment, or at least our attention. For Khalili as for Jacques Derrida, the
ghost is not just a revenant but also an arrivant who undoes linear time by

arriving uninvited from the future to unsettle the past.
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A PHILOSOPHY OF THE
CAUTERIZED \WOUND

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: I'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

ARTFORUM

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

MARCH 2019

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,

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

Because he wrote about us ’!‘
and by writing about us, they saw thefiSélVes
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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

statehood was and is a dream. 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

The state may be a smashing, merciless fist. But for certain exploited peoples,

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

FRELIMO: the Earth (1961), “the party sinks into an extraordi-
Mozambique Liberation Front 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
Khalili’s screen as she takes them as precursors for the
occupation of Athens’s Syntagma Square. This is a

«

“organic intellectual”—fill

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 7o

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

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’
3ff, March 28, 2019, 3:35 p.rr = .F L 4 E ®

By Murray Whyte Glob

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: “Tt’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 youth 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 vou 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 ¢a 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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= ELPAIS Babelia
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+

sy

ies. Lost Boats. Flag’, d

"The Wet Feet Ser

Salvo las contadas y honrosas excepciones en que se ha hecho con rigor, la
norma que ha regido la seleccidon de muestras de arte contemporaneo marroqui
en Espaiia 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 corte es el nimero de artistas marroquies a quienes se haya dedicado una
exposicion personal en una galeria de arte en Espafia. Y en un museo, aun
menoes. La circulacién de las producciones culturales del Marruecos
contempordneo viene determinada por su aprobacién previa por parte de los
centros de poder autorizados a este fin, es decir, que su legitimacion depende de
su grado de traducibilidad a la l6gica cultural hegemdnica.

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 dltima Documenta de Kassel hace que esta exposicién en el
CAAC, copreducida con el Jeu de Paume, no pueda ser mas oportuna.
Representa una excepcional oportunidad para romper con el habitual paradigma
anecdotico y acercarse a un conjunto de piezas producidas en los Ultimos diez

afos.
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La mera enumeracién de los lugares en

que han sido realizadas las obras — Mlljcr enla dif’lspora o
Argel, Florida, Hamburgo, Génova, formada en Francia—,
MNueva York, Atenas— da cuenta ya de fuerza un lcl]guaje al que
un fendmeno que se ha convertido en il]tCl‘l'Ogil v obliga a
marca de lo mas sobresaliente de la promunciarse sobre su
produccion artistica contemporanea: condicion politica

una vertiginosa movilidad que no
puede dejar de interpretarse en
relacion con las exigencias de
deslocalizacién 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 desmaterializacion de sus soportes, reducidos a la
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 léxico 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 tépicos, el archivo. Frente a la banalmente abrumadora exhibicion de
documentacion, Khalili la somete a un sofisticado proceso de edicidn, de
seleccidn 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 como sutil a través de procedimientos atravesados por el

cine documental y la experimentacion teatral.

Elipsis, fuera de campo, traduccion, 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
crealizaciones 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 didspora —formada como artista en Francia— fuerza un lenguaje
al que interroga y obliga a pronunciarse sobre su condicidn politica. Y a nosotros,
hipdcritas 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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El CAAC inaugura la exposicion 'Bouchra
Khalili', un recorrido por la trayectoria de la
artista marroqui

El Centro Andaluz de Arte Contempordaneo presenta la exposicion de la artista marroqui 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 hasta el 4 de marzo de 2018. Posteriormente viajard a Paris,
donde ze 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 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 puiblico 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
Reyes 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. Segiin se subrayva en un comunicado, la obra de Bouchra
Khalili se desarrolla entre el ensayo visual, las practicas documentales que
van mas alla del cinéma vérité v cierto conceptualismo politico.

La exposicidon que se presenta en €l CAAC de Sevilla v que viajara al Jeu de
Paurne de Paris en 2018, es la mas amplia organizada hasta el momento
sobre su produccion, v en ella se incluve una extensa seleccidn 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 continia 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 ultimos
anos. Andalucia, por pasado v por presente, se encuentra en €sa
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 (20132), 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
Tokyo de Paris o en el Macbha 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, la 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 y el
ensayo.
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LONDON

Bouchra Khalili
LISSON GALLERY

A‘saimt 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 redirects 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 Khallli’k protagonists subvert with traces of individual

across borders, National borders disappear entirely in “The
Constellations Series,” 201 l 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

Artforum. April 2017.

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 tradition—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 bunldmgs that
once housed the liberation were lly more ambi
as the buildings were examples of colonial archirecrure. 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”sDecember Issue designates "The Mapping Journey Project" by Bouchra Khalili as one of
best shows of 2016. The exhibition was on displaylaMAThe Museum of Modern Art from April to
October, 2016The work is also considered among the best in 2016.

Bouchra Khalili, The \hopm;, Journey Project, 2008-11, aightct
lation view, Museum of Modem Art, New York, 2016. Photo

EMEKA OGBOH

Bouchra Khalill (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,
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Frieze Review 25th Anniversarylssue September2016.
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