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Today a great many people around the
world find themselves caught up in wars or
disasters. Some have no option but to stay
there and remain trapped there while others
are driven away from their homes, a return to
their homeland impossible. These problems are
endemic around the globe and rock the entire
world. In today’s contemporary art, some
artists seek means of expression in new lands,
gathering artisticsubjects and standing
alongside refugees, and they showcase the
works in an effort to draw the world’s attentio
It is our/pleasure to showcase these art works
responding to the state of affairs today - in Gif
prefecture, the birthplace of Chiune Sugihar
who helped to save so many displaced perso
during the Second World War.
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Notes

i,

This publication is a report for artists and their works in the
exhibition “Diaspora Now! - Contemporary Arts around the
Homeland” (November 10, 2017—January 8, 2018, at the
Museum of Fine Arts, Gifu), the symposium and other
related programs.

. The order of the Artists and Works' page is the order of

exhibition in the gallery.

. Plate captions provide the following information in the that

order: artist, title, material, size [heightXwidth(X depth)],
year of production.

. Commentaries / expository texts are written by Tsunehiko

Nishiyama.

. Texts in a section for the symposium are edited from the

summaries written by each speaker.
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Syrian, born in 1981 in the Madjal-Shams area of the Golan
Heights. He is currently based in Vienna. After receiving a
specialist education in painting in Syria, he received an
overseas scholarship through the Afro-Asian Institute and
from 2007 to 2012 studied at the Vienna Academy of Fine
Arts, during which time he also had experience as an
exchange student at the Academy of Fine Arts at Umea
University in Sweden. From 2015 he has been studying
Digital Art Composing at the Film Academy Vienna. In 2006
he held the solo exhibition ‘Puppets’ at the Art Culture
Centre in the Golan Heights and in 2016 another solo
exhibition ‘HEY’ at the Maison de la Culture et des Loisirs
(MCL) in Metz in France. Aside from that, he has been
involved in many international group exhibitions and has
exhibited at film festivals.

His exhibited works span a wide variety of themes. In his
painting, he has ranged from the representative to the
abstract, with technique and style that refuses to be defined
simply. For some of his paintings that clearly bring to mind
Viennese expressionism, there is another which shows an
abstract image through tears and holes in the canvas, or
wild brush strokes. From 2009 to 2012 he opened the
‘Snowflakes Project’, having the project’s participants
depict the crystallisation of snowflakes (with their various
scientific shapes) upon invoices with carbon paper. A lot of
collaborators participated in the art project on the theme of
the whereabouts and the identity. In 2010, in a soccer
stadium in his hometown of Madjal-Shams in the Golan
Heights, he formed 200 participants into the phrase ‘Love
comes first’ written in Arabic.

His works suggest frequently his homeland over the
problem of identity brought from the outside.

© Cheek [video 1’ 35”,2015]

“Cheek” is a series of images of people and their stories as
received from Syria - disturbing pictures and videos of the
atrocites being depicted in the media. From 2011, the artist
has started to write up the things that he has seen amongst
the images. At first it was composed of those images and
the words written over them. Many of those unbearable
images have since been removed, leaving only the words.
By calling the things that had been depicted by their name,
it reaffirms their existence in our minds. The eyes, noses,
mouths, hands, fingers that were supposed to be there... as
if patting the ‘cheek’, it works to fix them in our hearts,
becoming an anchor for their existence while expressing
affection for them. Above the pictures, it is written: “We will
never forget you, Children of Syria 30/01/2012”.
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@ Visual text

In this exhibition, 10 items from visual text series of the
“Cheek” were lined up. From the right to the left, these are
“Mother Hair”, “Child Chin”, “I Have a Dream”, “Burns”,
“Child Eyebrow”, “Bread and Blood”, “Stage”, “Akrab
Massacre - | want to be alive”, “Larynx Voice” and “Radio
Station”. [(ink-jet print on cardboard, 29 X29cm, frame:
42X42cm, 2013-2017 (10 pieces each)]
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Syrian, born in 1983 in Majdal Shams located in the Golan
Heights. She studied etching in Jerusalem and graduated
from the Sculpture Department of Damascus University.
Since returning to her home town, she has continued to
engage in art activities. While she has created her works
during her stay in other countries, she has received many
awards from a variety of movie programs hosted in various
countries, including award the journalist specialized in
cinema at Aflam festival in Marseille. She hosted her
personal exhibition at the gallery, europia production in
Paris in 2015. She participates in two artist groups. One of
them is the Open Studio Group that organizes exhibitions
and workshops, focusing on art in the area of Palestine. The
other one is the Fateh Al Mudarris Center of Art and Culture,
which focuses on the education of art for children as well as
social art events to covey arts in the Golan Heights as a part
of the art in Syria.

© Light Horizon [video 7’ 22”,2012]

A wide open window of the house overlooks the refreshing
scenery below which reminds us of the Mediterranean climate.
The countless bullet holes on the wall mark the passage of
time where the house without the host has gradually been
weathered. Awoman meticulously tidies up the room of the
ruined house in the village of Ain in the occupied Syrian Golan
Heights, which was destroyed by the Israeli forces in 1967.
Even an ordinary act of cleaning up a room for an invited
friend can be seen as an unrealistic act of ceremony in the

midst of the world of tragedy and destruction. Created with an
ordinal and homey point of view, her works express a sense of
humor and warmness on the one hand, and deliver harsh
messages towards the real world which has been turned into
the extraordinary, on the other.

@ Gray [video 7’ 77,2017]

This work, filmed and edited recently in the Golan Heights,
spreads kaleidoscopic shines full in the screen with the
diffused reflections of broken mirrors hung in a peculiar yet
beautiful air of the local scenery. The broken mirrors which
could be scattered around piece by piece on the ground
nearby form a sense of alertness for every direction in a way
where a skillful sniper would pay close attention to his
behind. Being placed at a gray zone created on the border
between the two countries in military conflict, which belong
to nowhere, the mirrors project, while fluttered by breeze,
some structures on the hill, which resemble a watch tower,
gun batteries or something else. A mirror reflects shines,
but, at the same time, it can be used as a tool to monitor.
While flickering gently and reflecting sun shines, they mirror
and capture scars of battlefields as well as a sense of
oppression by occupation.

© Anklet [19 X 13X 22cm], Drowsiness [36 X 17 X 17cm] (upper)/
Horseback [19X 13 X 14cm], House [40 X 11 X 8.5cm], Satisfaction
[60X 17X 11cm] (lower) [bronze, 2016 (5 pieces each)]

O Untitled [terracotta, 29 X 19cm, frame: 53X 43cm, 2016
(7 pieces each)]

Other than films, Randa Maddah has created many types of
work such as drawings and sculptures made of bronze and
terracotta materials. The themes of her works varies
ranging from personal events occurred in the Golan
Heights, children’s plays, torture by the secret police and
the situation in recent Syria, but they share the
characteristic of simplicity in common. These works were
created for her solo exhibition “a Hair Tie” held in
September, 2016 at a gallery located in Ramallah in West
Bank of Jordan River in Palestine. With memories of her
home town, she uses her hands to shape clay into the
epitome of the world, resulted in creating her self-portrait

to tell the history of her life.
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Born in Tangiers, Morocco in 1970 and currently working in
Paris. Having studied at a fine arts graduate school in Rome,
he is an artist whose work covers a great deal of different
media, including film, illustration, painting and carving
amongst others. He held his solo exhibitions, participated in
group exhibitions and also exhibited his works at various
biennales around the world. In 2006, his work received the
Senghor prize at the Dakar biennale. In 2010 he received the
grand prize at the Cairo Biennale. In 2013 he received the
3rd Jameel prize. Even in Japan his works have been

introduced - in 2006 his work was exhibited on the
exhibition ‘Africa Remix’ at the Mori Art Museum in Tokyo. In
2016 he was invited to the Setouchi Triennale and created
an installation using an abandoned school in Awajima. At
the same time of this exhibition, he held a solo exhibition in
Tokyo.

© From Where Comes the Wind? [tires, clothes, flooring,
video 13’ 177, 2002- (new ver. 2017)]

From 2002, this exhibition project was developed at the
Multimedia Culture Space in Mantes-le-Jolie in France.
mounir’s project shows the state of the Arab world through
poetic metaphor and bitter messages. In 2016 he began his
new project ‘Exile Pavilion’ and the artist by himself
organized and held the exhibition on the theme of the exile.
Placing the artist himself close to immigrant workers, he
held an exhibition which questioned immigration problems
and the freedom of movement of peoples. This year, he also
exhibited his work in Venice Biennale, in the planning of
Tunisia, the ‘Absence of Path’ in various places on the island
of Venice. This movie also shows his trail to move and to
work.

© The Lost Springs [brooms, flags, 2011]

A minimalistic work incorporating the flags of 22 countries
of the Arab League and 3 brooms with a powerful message.
The flags of Tunisia, Egypt and Libya have different
flagpoles through the brushes. This symbolizes the
revolution of these peoples who had been oppressed by

long-term dictatorships. This resistance was when North
Africa and the entirety of the Arab world stood up against
patriarchal authority. Brooms are a symbol of homes which
make up communities and hint at a clean sweep up of
dictatorships. The flags without flagpoles hint that there is
no one to do this housework and brings forth misgivings
about this fact.

© Archaeology [broom, black flag, fake bones, 2016]
Composed of the skeletons of two bodies and a black flag,
this installation draws the attention of the viewer to the
ground. Through a three-metre brush with the black flag
attached, the bones are swept close to the wall. In Michel
Foucault’s “Archaeology of Knowledge” (1969), he clarified
how there existed a different awareness and forms of
intelligence and different forms were able to be achieved.
Just as things get piled up in an archaeological excavation,
the current forms of intelligence will be swept to the side
and buried. mounir fatmi’s use of brushes and flags could
be interpreted as an effort to stop the craziness which
seems ready to end this present world.
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Palestinian, born in the East Jerusalem in 1973 to a
Palestinian father and a Russian mother, she currently
based in London and studied fine arts in Copenhagen, New
York & London. Using media such as films, photography,
books & the internet, and making references to popular
films and science-fiction amongst other themes, she has
presented many works using the problems in Palestine as a
motif. In 2011, her film “Nation Estate” which made her to
be one of the finalists of a prize-competition but the
sponsor cancelled the competition. She took partin the
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11th Istanbul Biennale in 2009 as well as the Liverpool
Biennale in 2010 and has also taken part in numerous other
group exhibitions. She has also held exhibitions in places
such as New York, Copenhagen, Stockholm, Istanbul and
Paris. Her 2016 individual exhibition in London ‘Mosaic
Room’ was featured in the magazine Art Review as one of
that summer’s must-see exhibitions. Again in 2017 an
individual exhibition was opened in the UK and is the topic
of discussion.

© A Space Exodus [video 5’ 24”,2009]

Afemale astronaut, Larissa herself, with a Palestinian flag
emblazoned on her spacesuit touches down on the moon,
proclaiming ‘That’s one small step for Palestinian, one giant
leap for a mankind’ through her wireless communications
and plants down a Palestinian flag. However, she is shortly
cast off to drift in gravity-free space, calling out ‘Jerusalem
... Jerusalem ...” over her communications. The work is a
bitter parody of a science-fiction movie or the actual
recordings of Neil Armstrong’s moon landing, using it to
convey the circumstances of the Palestinian people since
being robbed of their homeland after the Second World
War, with even refugee camps being embroiled in conflict
zones.

© Palestinaut [astronaut figure made from hard vinyl,
29X24X17cm, 2009 (25 pieces each)]

© In the Future, They Ate from the Finest Porcelain [video
28’37”,2016]

This work lies in a gap between science fiction, archaeology
and politics. It explores the various history, legend and truth
that form the identity of a people. In the story a resistance
group attempts to create a fake civilization by burying the
finest porcelain plates in the Earth. Their intention is to
affirm the long and rich history of the land and make certain
of its existence in the future. One day, when the porcelain is
exhumed it will prove the existence of this people from long
ago. This act will become a historical intervention, creating
a cornerstone of the nation state. Since before the war, the
history of the people has been published and different
peoples have asserted the correctness of their view of
history and established their nation states. A people who
have been oppressed, have had their recognition as a
people denied by those in power over them. By thoroughly
and consistently upsetting the arguments made by their
oppressors and proving that the people has a history
equivalent to a nation-state, the work shows such a great
deal of creativity.

O Archaeology in Absentia [bronze, metal, 20X 10X 10cm, 2016]

© Revisionist Plate [porcelain, ®26cm, 2015 (20 pieces each)]
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Palestinian, born in East Jerusalem in 1983. She is based in
Palestine including Ramallah and other cities. Graduated
from the Bezalel Academy for Fine Arts in 2013 and
participated in the Ashkal Alwan Home Works study
Program in Beirut 2013/2014, she engages in her activities
focusing on the issues of lands, territories and identity. In a
contemporary society where images and movies capturing
disputed areas are overflown, the artist highlights anguish
and trauma marked on the bodies by processing these
images and movies. She participated in the ‘Creator in
Residence’ at the Tokyo Wonder Site in 2016, she created
her work during her stay in Japan.

© Interrupted Biography [video installation 10’ 40”,2014]

This is an installation work consisting of mixed media, a
movie and photographs. The movie captures the event
occurred among the family of the artist who traveled in
Beirut, Jerusalem, and other places. Now they can’t visit
relatives living in those countries and let their daughter
marry into a family in safe country. Our own way of choice
depends on a political change which determines what is
possible and what is not. The work is an attempt to light up
a nearly forgotten age of history through a personal
storytelling. This movie is created using footage of home
videos shot in Beirut in 1996. Meanwhile, the letters and
pictures of her family brought by herself were also exhibited.

@ No Flag Flutters in the Wind [mixed media, 2015]

This art work was titled from the phases of a poem by
Mahmoud Darwish (1941-2008), who was a poet and a
principal author of the Palestinian Declaration of
Independence, stating ‘No flag flutters in the wind, no horse
floats in the wind, no drums accompany the rise and fall of
waves ... Nothing happens in tragedies today ... [the restis
omitted].” Orderly placed silver flags are fluttering at once
by the head-swinging fan. Murmurs heard in a mono-tone
world seem to represent a state of irritation or anger due to
inability to represent anything rather they represent
something. They look as though waving a white flag, but
yet, seem to be brave with increasing intensity, and it
endlessly goes on and on. This work may express a sense of
resignation arising out of indifference to tragedies for
individuals, which cannot be solved.

© Tutorial: How to Disappear, Become an Image [uploaded
video onto a video hosting service 5'16”, 2015]

A movie of a tutorial, private lesson, for make-up plays on
the monitor of the computer through video share services,
which is now common to be seen due to the development
of internet technology. The artist appeared on the movie,
however, gradually disappears while she paints her face
and body green with the green screen in the background.
With a system used for combining images, the artist herself
is buried under the tremendous amount of the consumed
images of celebrities, news and CM.

Mirna Bamieh
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An artist unit consisting of two, Eri Honma, born in 1987 in
Yokohama, and Nabuchi, born in 1984 in Mito, having
started its career since 2011. They met at the Sokei
Academy of Fine Art & Design located in Ikebukuro, Tokyo in
2009. Their style of creation is a hands-on approach,
challenging to focus on problematic issues in a
contemporary society which are reported in the media, yet
intentionally avoided to find the reality of them. Many of
their recent works have been created in the course of
dialogue with the concerned party of the issues. In 2014,
they were awarded for the Taro Prize in the 17th Taro
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Okamoto Contemporary Art Award. They held their solo
exhibitions at the Taro Okamoto Memorial Museum in
Tokyo and in Kunstquartier Bethanien in Berlin in 2015, and
in 2016 held their solo exhibition titled ‘Say hello in the
dark’ at the Komagome Soko. In 2017 they created their
works while staying in Ishinomaki and exhibited them in the
Ishimaki Reborn Art Festival 2017.

© The Story of Making Lies [video 23’ 48”,2015]

In this video work, photos, which depict the houses
blockaded by a barricade or the roads connected to a
hometown after the Great East Japan Earthquake, are
deleted by using a picture editing software operated with
one of the quake stranded suffers who lives in temporary
housing in Fukushima. While the quake stranded sufferers
clumsily operates to delete the photos as seen in the
monitor, this work reveals a straightforward feeling of the
sufferers about their home town, told during the editing
operation. When the barricades in the photo are
diminished, ‘Things Which Has Been Overcome and Not
Overcome’ for each person stands up at the same time.

@ “New Faces” Made Here [video installation, 2016]

This work was developed within Japan by using “New
Faces” created in 2015. “New Faces” was created in Berlin
with a cooperation of Syrian refugees. Fukuwarai is a
Japanese traditional game, and there the one player with
being blindfold put parts of the face onto a blank face. But
at the “New Faces” two people were blindfold and made
one face together. In the recording video, the process
seems to be difficult to be finally achieved, which reminds
us of a so long conversation necessary to understand each
other and to make a smile. After coming back to Japan,
KYUN-CHOME visited a support center for refugees in Japan
and they ask there the refugees for their cooperation to act
as host at the KYUN-CHOME’s solo exhibition to ‘make one
face’ with the visitors. In the work which recorded the
‘making one face’ process conducted by refugee, the total
of 700 faces, the refugees gradually improve their skills. The
refugees with a blindfold keenly noticed that a face was
distorted, and helped the visitor to achieve.

© Running at Night [video 1’ 47”,2016]

This video work was created in cooperation with seven
immigrants and refugees who lived in England at that time.
The seven people, who are different in race and
background, put lights in their mouths one by one, coming
toward from the dark, in an eight-legged competition.
Lights put in their mouths highlight the ‘Big Dipper’ of the
Great Bear in the dark, which has been the mark for
travelers from the olden times. The light shines as if it
directs the destination, coming towards the viewers.

In this work, the image is shown through a round screen so
that the viewers might feel that they are looking up the stars
in the sky by a telescope. Combined with the images
projected on the wall, the viewers can also see a production
process. While being in a friendly atmosphere of the
competition with no particular purpose, which is commonly
seen in a sports meeting, a preparation for escape is indeed
in process.
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The symposium was held as the related event of the
exhibition “Diaspora Now! - Contemporary Arts around the
Homeland” on November 11th, the following day of the
opening. The Japanese artists and two artists from overseas
invited for the exhibition and two Japanese experts on Syria
and on Palestine took part in the symposium.

It began at 13:00 from opening address by the curator who
organized this exhibition. The each speaker made a
presentation in 30 minutes. After the presentations, the all
speakers took the platform and they gave their views on
each presentation and had a question and answer session
from the audience. In the symposium all the talks were
translated between Japanese and English at the same time.

A portion of the expenses for this symposium was allotted
from ‘the grant for a group to hold a symposium’ by
Takashimaya Cultural Foundation, and it was held in
cooperation with ‘Modern Middle Eastern Literature Studies
Association’ and KAKENHI for Scientific Research(B)
‘Expansive Research on the Disposition of “Watan”
(Homeland) in the Cultural Representation in the Middle
East’.
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Honma: In the gallery talk we discussed refugees, so this
time we would like to talk about evacuation and living as an
evacuee in Japan.

Nabuchi: The 2011 Tohoku earthquake and tsunami (3/11)
was what prompted us to take up art as a profession. At the
time of the earthquake, she was an employee in Tokyo, and
was horrified by the fact that we were expected to carry on
business as usual in the face of a major earthquake disaster
and nuclear power plant meltdown. In other words, an
emergency was not accepted as a reason for seeking refuge.

Honma: 3/11 made me decide to quit my job, and | began
making genuine efforts to produce art. So, much of my work
concerns the earthquake. “Somebody Here” (2013, Fig. 1)
was created at a time when public access bans were
gradually being lifted.

Nabuchi: Limited areas of places abandoned for nearly two
years were accessible once again, which intrigued us
deeply. We went to such locations and collected
fingerprints. Fingerprints felt very poignant because they
could be found everywhere where people had struggled to
escape, such as windows and doors of cars washed away by
the tsunami. | suppose we wanted to be on site in order to
contemplate places emptied by evacuation.

Honma: These are “Time of Ocean” and “Time of Town” (Fig.
2) created in 2014 and 2015, respectively. It was generally
regarded as dealing with an already outdated subject. | was
stunned by how fast these things lose currency, even though
radioactive substances have half-lives of hundreds of
millions of years. This general attitude was quite
understandable, though, given that radiation is invisible, and
the notion of half-life for some substances too long to even
imagine. “Time of Ocean” was created to give visual form to
that length of time. The photo is of the sea near Fukushima
Daiichi Nuclear Power Plant (Fig. 3).

Nabuchi: We dived there where the tsunami had engulfed
whole parts of towns, because we were keen to find out
what was below, although this was really prohibited. All
sorts of debris could be found scattered below water,
harboring seaweed. We ground and turned the seaweed
into hourglass filling, because they seemed to symbolize
rebirth.

Honma: | am talking about the hourglass on the left. This
little hourglass will keep turning until the end of all
radioactive half-lives.

Nabuchi: When we made this work, we also visited
Chernobyl, where we also made another hourglass “Time of
Town.” Unfortunately as long as there are nuclear power
plants on this planet, we are to make more and more of
these hourglasses. Around this time we started creating
more work directly informed by meetings with evacuees,
and in partnership with them, in contrast to the immediate
aftermath of the earthquake, when our work was more
about nature and abstract notions.

Honma: We are talking about 2015 or thereabouts. An
example is “The Story of Making Lies” (cf. p.12-p.13@) on
show. It is a video work. Places recording high doses of
radiation are still out of bounds and the residents are still
living in temporary housing. We showed photos of these
barriers to people living in temporary housing, and invited
them to join us in deleting the barriers with photo-editing
software. The people working with computers are in their
70s and 80s, and they became excited by the work and
shared stories not published by the media as they erased
the barriers.

Nabuchi: The crucial thing is to gain access to these
residents to begin with. We initially phoned the residents
directly, only to be told that they didn’t want any part of it.

Honma: | think they were tired. . . tired of art, workshops,
volunteers, and all the rest.

Nabuchi: Singer-songwriters coming and leaving stacks of
their CDs behind; people doing dubious workshops that
would leave everyone drained. | was asked to please stop
and leave them alone because they were all fed up, which
alarmed me. So | changed tack and phoned a higher ranked
person at the Fukushima prefectural government. | received
a positive response, and got back to the temporary housing
residents with this backing, which led to their approval. This
did not work in Iwaki City, though, and we had to seek
participants in more rural places, where artists had not
been before.

Honma: The situation remains the same today.

Nabuchi: To wrap up, we think we need two kinds of
warm-up exercises. One is for evacuating. We should
constantly be aware of the possibility of something forcing
us to flee, which could be tomorrow. The second is for
accepting people who come fleeing. They cannot flee just
anywhere unless we accept them, and this is what we did
not do well in the wake of the 3/11 Fukushima disaster.

Honma: Which is why warm-up exercises are needed.
Ordinary awareness-raising would never work, | think,
because none of us can take the warning of an imminent
earthquake to heart. We believe art, with its “breaking ball
pitches” laden with emotions both serious and humorous,
is a medium capable of encouraging us to contemplate
ways of living.

Fig.2 B DR 20144 (1 D BFR) 20155, “Time of Ocean”2014,
“Time of Town” 2015

Fig.3 5D, Fukushima’s sea
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NIVTITHNBZHDICEZBTDITHETT,

CORAMBERICAHEBLTET7—TOT oML
AEBLCTOEET—ITHILEBNLET,

2000FEN52005F £FTOH Y RN AREEZRIC. FLIFFER
HOHARE. BRAERUE LT, ZORHE AL CEEDHR
EXYBLOBBRNSEEND. HIBRTAGFERT L
ISR BDE LTz CHICKDHLZDREDHRALBRER,
THRE. & B NEICREOAEEEAEDETRY
CEHDTEE LT COLTHRELIEIEIR FATIARTIBS
LIsSERTREASLIZENPTVARO LS BRAREH L
HEBOSU—INSKRITNRybeWS7FOP I
(Fig.1) TRELF LT

ARANZAKREZEKIE A5 VB RICE>TLA ) A=
Xt a—mHRTHRIILE LTc, CTIERTEMZRR S
BERML HIHO DI 2 =T TR - EMM BB R LD
BLLZBEBMLIBEKDEMELUVHRKRFHOS SV
TA—LEHBDELT, CORFHAICHAIE“Love Comes First”
(Fig.2) LWS T4 —X Y ADPEFT HOYvh—15IcH
200AZ&EDTTIETETIBNE—ILANFTHEVTH
5W\WE LT,

2008FICTA— VIO E LI FNIE D+ —2EMTH
FI-TEEOML LT AT O T ELHFETHRIGERE
FUELI TR/=TL1IZ(BR) J(Fig3) i DREDT
OYTIRTT, SN TATYTATAICDOVWTOBVLER
BIZAETFa7ILBERTT, SBEINISVRERED
NEMTB T ARECEEOLVWABE L TEENFLIZ.
FATITATAIIDOVWTORR BEIRZEAEDET. —D
DEMELTOFTELHZZLICEBLDBDFE LT

20115FEN52013FE FTHRDIBALE DL TF—2 ] (Figd) &
WSS DT OERBRHEOEREZERLIL IO TIMTT,
COERBHPIFDEISEARI-OF Ak MR SEEHE

EDLEZEADELERLTED. @EOBEREOBIR
AR e OICTEREE RN B L OIS EIEE LT BEON
BEEEDIITVET,

RMISRRFZEHE D COFERRBIOERBEOH LM
F—ITHNABEBEREDEMNABRICEREY T
EETHRAVWTVETD,

With the presentation held at the Museum of Fine Art, Gifu, my
aim was to illustrate the central thoughts that occupy me
during the production of my works of art: Ideas that help me
understand the form of the relationship between content and
concept. Itis the synthesis of different kinds of contents which
transforms said relationship into a concept.
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In the combination of symbols such as image and word, | see a
process of enlarging the reading-space for each symbol, thus
producing a third, broader form of both which they would not
attain individually. Here, | believe, we can find the concept of
the relationship between them. This act of integrationis a
necessity to change the reading of the artwork from a formal
mode to a more profound one, happening on the level of
perception and not only in the visual form itself.

In my presentation, | showed that this vision was a leading
theme throughout the art projects | have done in the past:

During my studies at Damascus University from 2000 to 2005, |
studied drawing, oil painting and sculpture. There, | focused on
showing human bodies in the light of a specific composition
resulting from their relationship to a particular event or story.
This allowed me to show aspects of this synthesis that were
connected to different dimensions of everyday reality: family,
dictatorship, sacrifice and suppression among the many
others. These observations found their expression in a project
named ‘Puppets’ (Fig.1), a collection of oil paintings showing
the fragile and doll-like human form that | experienced during
my five years in Damascus.

After graduating from Damascus University, | moved to the
Golan Heights to co-found the Mudarris Center of Arts and
Culture. This space offered the possibility to teach art in the
village and was the platform for many artistic and social
activities aimed at spreading culture and artistic awareness in
the local community. During this period, | staged a
performance called ‘Love Comes First’ (Fig.2), bringing together
about 200 people who | asked to use their bodies to write the
words Love Comes First on the villages football-pitch.

In 2008, | moved to Vienna to complete my studies at the
Academy of Fine Arts in Vienna, working in the master-class for
abstract painting. My final project was called ‘Snowflakes’
(Fig.3), a conceptual work which raises the question of identity.
Being myself born as an undefined person, stateless, in a
conflict zone in the occupied Golan Heights, | was interested in
working on synthesising different concepts of identity and
bringing them together in an artistic form.

From 2011 through to 2013, | worked on a project named
‘Cheek’ (Fig.4), documenting photos of war victims in Syria.
Again, as in the other examples | mentioned, this work reflects
my interest in the synthesis between the image and the word,
contextualising the content of the harsh images and the
content of the words used to describe them to introduce the
concept of their relationship.

This approach, as | pointed out initially, is the leading theme for
my artistic vision and thus also can be found in the more recent
works in which | focus on the organic relation between human
and nature.
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Figd CRLTENR W« S TOFEHEY2012F) 7OV N F—2014&D/
“We Will Never Forget You... Children of Syria”, 2012, in project ‘Cheek’

19

Akram Al Halabi



X3 I)LF+/N\—=7 | Mirna Bamieh

FTIFESBNDSHEDIZVERBWET, FulF/NLRFF
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OO 55207O0 72BN LET,

VO T A ER(MB OB F o750 L) (Fig.1)
I$20126FICHIEL £ LTco MBETBDR MY TE—> 3B
BEALBVE-ARESO LICBLE L BFROEKRY %
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NENTF—IVADTAS T IR THBRT =2
(Fig.2) I32015F M SIREDMBL TIToTVET, THIF
AECHT BEHFLLT IO T HiARl0BE BRI TR
MLTLET,

RiFE h—F =T A1 N THIVE- FHFK LTI (dis)concert:
ahummingproject (BFZ 23X (BWT):N\I>F 7OV Y
)1 QQ016F h Sk H) (Fig.3) TH. A ERR. ArO /N
LRFFTTEDINIVIZFEV BHEADIFHRTH SF
IWBBTESAICTEILTHEWE LTz, 1Y REL—SavAIC
ESNIZC DI NSV TEWVWSTAENE D DB &8
BN DEDII TR LD GO RICHZHDLS At
RICBETERNRACEZZBHNAFEERBMLTOE
Yo COTNIVTTOT I IESEDAIOEH T Fici
NIV AEMRZF THEL TVWEET,

IEES. BOBBICOVWTUY —F L BICEDZHHAP
s R BEREOBROBREBEBRICOVTELN D
DET, T THIFTNLRFF KRR T1 > I Ha (Figd) &
2017THICT B EIFF LTz CNIZEBRPEIEA. 7—T1 2R
~ERZEE. ZOMBXILICRELERI DA LD SR AEHATY,

NLRFF DI EZFHHETHRMELTWLWASFood Walks
(7=RI4—2) IOBNATHDKLD VB WET, B L
ZNICEDDBIMEBICERE LT AHEICH Z2 = (#ARF
RN THOELEZRTHY T —2iTVE Lo FIBE
BIgA LYo - TAvH LAENILEESDTARI—LICH
MDISVTINERZAEZTTELNILTEVWSEREFL
ERZFAENYE T LT — R EEDE LT £v351)—
r—OBOBNIAFETDH T, YUY —FO—irr. BEDE
TAIICIBEIRANFUD D LNB VWK EEDEHM>THL
Mol TY,

In the artist talk that | presented at The Museum of Fine Arts,
Gifu, | started by giving an introduction on myself and my
background being born and based in Palestine, and my
educational background in psychology, visual arts and
professional cooking.

During the talk, | walked the audience through 5 projects,
previous works, ongoing and some project in production.

| started with one of my first videos that | made in 2012: “This
Mined Land of Ours” (Fig.1). A stop motion video of images of
protesters are presented on a blank white background,
creating the effect of total dislocation while in fact they are
risking their lives to return to where they were ethnically
cleansed from.
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Then | presented ‘Potato Talks’ (Fig.2), a public performance
project that is staged in different cities and countries
(2015-ongoing) every time with a new different theme and
new 10 people.

Then | presented a work that | produced and showed at Tokyo
Wonder Site, called ‘(dis)concert: Humming Project’
(2016-ongoing) (Fig.3), in which I invited Japanese composer
Haruka Hirayama, to create a composition from the hums |
collected from Tokyo, Cairo and Palestine. The piece of music
that is created for the installation reflects the transcendence
quality of the act of humming: an action that transforms into
arefuge, a shelter, in a world that feels constantly on the edge
of disaster. The humming project is ongoing, with new cities,
hums and composers.

| followed that by presenting my current interest in
researching food practices and their way of constructing and
reconstructing relations with place, history, society and
politics over food. | focused on a collective that | started a
public program called ‘Palestine Hosting Society’ (Fig.4) in
2017, a collective of food enthusiasts, cooks, artists,
researchers and those interested in the culture of food.

I then concluded by presenting, ‘Food Walks’ that | organize in
different cities in Palestine, in which | focus on ingredients
and their story, | presented a walk that looks at the history of
Tahini Factories in the old city. | made an orange blossom and
cardamom ice-cream with sesame crumble, and topped with
Tahini Halva and pistachio, this dessert intended to give the
Japanese audience a taste of the research and a taste of and
flavors that might not be familiar to them in a warm gathering
after the gallery talk.

Fig.4
NIV O TOATSLINLRAFF RRAT1 Y IHR1(01TF—) &b,/
in public program ‘Palestine Hosting Society’, 2017-

Fig.l1 (B DR Fo7-FhT= 5D L) 20124 “This Minded Land of Ours”, 2012

. o . >
Fig.3 7Oz oM NI>o 702k (2016%-) £D/in project ‘Humming Project’, 2016-

21

Mirna Bamieh



K4 [EIEF5LE | Hiroki Okazaki

ST DIRE - BIGERRICHDZT AT ARFBRORR |
The Diaspora Experience as Expressed in Syrian Painting and Film

6L EICh oo THELA K S U 7T BEICA D D49
DA LI HT=B500F ADEMIBFH L. ZOZIFHEL
BOFE LT FIICHER T, LA L. 19T0F K DFK 7H RIK
HIDOTT. BUIC—HAFTICIZC OBEBRIFIAE> TV E LT, 48
ICTOERBED SB0EMBIF D RBERRICIE AERPE
MROEDEBEERDZIZHMOALD FFHIEBDODNEL
foo YBREDINEIRREITRICIFTT Ao AN EH (1982) %
CTEBINLEBEIBAACEONETH ERARTIH
DERA. -7 7ITINF—H. IS LIBERREZES
RV e—HAFTOBERTY

TITILF—IE 2FEROINEEEAF T, 19805 IC/XUICTH
LELT BYBEZRECLET, FRICEHEICRNTVSE
F—7riF —ETERIE WTHEDORRTY, BERICDETH
SYILFELIN. BERBAW—TO&, B TH5REICTID
FEEINRODEDZE, BREF ST TOBT PAEITT
Bz fe—ED/NR. KWTBOLOH T MIESLLES
HHEDICEIRZBRBOCADRNICE T B LIBIBH 5. Rik
5. D STIDEES M. T#IEI L TLLKD T, (Fig.1)

ZD—H T 2011FE LU, U7 DEFERNEHEE T
DOEEDERIE 7ITILF—DERLEANIE WoZ5E
BHEEZBTLED RIYDTAR—ILTERETZN=1)
R-7ZILT7zid BRFEOHEIHIBEERZEEL. TRYD
ERELCRSUBONEE RUBB M LIS ZEESE
BHBOBATHIHLET, FLDHICEBEAITAILARLET
SRVEBLREROBERIE. CIEDHMREICL>TLAMRER
LEHBWVWTLELS, (Fig2)

BB EH LT UREEMICASNIEIDSTEIA
DEBRIFRBIERTORKICASNEL e N\—FT7T
Ry S —BEBOIELZDEICHTEEZ X 5D I1EF(2006) &
WSEHRMEBETIE. THEEOT ML ENICESINET,
2005FF (C25FRDICIREZEFF SN AV RN RAEB TN DT
DB AKBLDZZ T ZT7ITILF—BLBBLET. RA
LICIFEBDERBVWEDER. BUS—VIFEMALRDET,
THORPICEL B> IEREDQDEDAT. BSDREZFHH
(LB HDEDEHRITY,

HELORP T I BEEBRREE VW CRIERHEHL
Fllco TIWTA—RX B a—LEBOIH—FEBDEEE)
(2016) (Fig.3) TYo 201THEILFEEE R F 2 X2 -8 TR
BHFEEZEBLIAERTIHMADEIFN. h—FEBDE
BRUICHRBIE SN B EEIIC L ZHEDTRBEZEBD 9, MED
BEETIE LRI S HICBER L TOKERD L
Honass HEEZAARSBRENELEILELET,
MR ERNBHSEHRIRES T ToTVET, HEZEBDLN
THBLEVSHD 2 TENDEDHDBETH D RIF BB
ZEOHBEEICHHDEEA. EEEFHHEEZEDN.
BOF =AM T DERTOLBIORTOHEETTTITHT
BOHINELT. ENTH HEBIFEVET, TBDHRIE
TEMEEELCTAEICIBED . FEHIC, TEES I, B
RIS BESBMRICDHII MO LR IThIFRDEEATL
Teo DEDBREIFBINT B DODITEIE BTN TT Jo

FRERMIE TIF D T4V AL 1948FUBED/NL X F T
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DTY,

Over six years of ongoing armed conflict in Syria has caused
five million people, over a quarter of the population, to flee
the country, often to become refugees. They literally
dispersed model case of diaspora. However, this diaspora
had in fact begun a generation ago, under the Hafez al-Assad
regime, which took power in the 1970s. Authors, artists, and
many others advocating freedom were persecuted by the
regime, especially during the period of major suppression in
the late 70s and early 80s. As many as 17,000 people were
imprisoned. Tens of thousands are thought to have been
slaughtered in the 1982 Hama Massacre, though exact
numbers are not known. Youssef Abdelke is among the older
generations of artists who survived these dark times.
Abdelke fled to Paris in 1980 after two years’

imprisonment. Still life is his forte. His most recurring motifs—
a ghastly chopped head of a fish, its eye wide open; angry
fists, severed cleanly from the elbow; a little bird, dead on its
back beside a knife impaling the ground—convey the
experience of severance; severance from one’s beloved
homeland, family, and friends; and meaningless and
absurd-death at the hand of ruthless political violence, met
by those who tried to swim, clench fists, or take flight (Fig.1).

In comparison to Abdelke’s works, representations of
Syria under war, made in or after 2011 by the country’s
younger artists are often more impulsive. Khaled Arfeh, who
works in Weimar, Germany, employed a red palette
suggestive of splattered blood to represent the agonizing
scene of air-raids on citizens by their own government.
Abstraction, arguably, comes into its own when representing
scenes of carnage like this, which are almost too harrowing to
behold (Fig.2).

This shift from ‘still’ to ‘dynamic’ in paintings dealing with
the diaspora experience is also evident in film works. In his
2006 documentary movie, “I Am the One Who Brings Flowers
to Her Grave”, director Hala Abdallah adopts a subdued
narrative to convey the pain of life in exile. The
aforementioned Abdelke also appears in the film as he arrives
at Damascus International Airport in 2005, after being
allowed back home for the first time in 25 years to a hearty

welcome by old friends. After scenes of tearful reunions and
feasting, the camera moves back into the cemetery,
capturing the poignant scene in which Abdelke solemnly
reflects on what he could have done differently as he stands
by the grave of a family member who had died during his
exile.

Another development has appeared on a film portraying
new types of diaspora experiences that have emerged during
the war. Itis “A Memory in Khaki” (2016) (Fig.3), directed by
Alfoz Tanjour. This film, which received the Mayor’s Prize at
the Yamagata International Documentary Film Festival,
features four narrators who recount memories of oppression
suffered under a regime symbolized by a khaki military outfit.
The second half of the film contains footage of refugees
dispersing to neighboring countries and various parts of
Europe against the background noise of the relentless
bombardment their homeland is subjected to day in and day
out. These refugees drag hell along with them, even as they
flee hell. Every place they go after banishment is but
temporary: there is no safe haven, no place to live in peace.
Tanjour himself is also a member of the diaspora, who had
experienced being completely worn out both physically and
mentally in the bitter cold of Austria in winter. Yet the director
says: ‘Through my own film, | had to face life, pain, harshness,
alienation, and probably also nostalgia. In other words, the
film became an act of defiance.’

Like the ancient Jews, the Palestinians from 1948 onward,
and the Iraqis in the 21st century, Syrians are today in the
midst of a storm that is the diaspora ongoing in the Middle
East since time immemorial. One of the protagonists of “A
Memory in Khaki” says, ‘The moment you leave your country,
you are struck by both relief and a deep sense of loss, as if an
unborn child is dying in your embrace.” And she reiterates: ‘It
is crucial for us to at least voice, express, and share this pain.’
Through their works, artists are battling to share with viewers
their sense of split, raw anguish, and ever-deepening identity
crisis, while remembering a homeland they can never cut off.

Fig.3 7L 74— 4> Ia— )LEB Th—FBOEIE) (Q0165F) £D
/directed by Alfoz Tanjour, “A Memory in Khaki”, 2016

Figl 2—€7-7ITINF—(F1T7LNB) 2013F
Youssef Abdelke, “Knife and bird”, 2013

Fig2 /A\—UR-7L 71 (FUY — L) 20155 (0156
128 EE |’ Khaled Arfeh, “Deir ez-Zor", 2015,
photographed by Hiroki OKAZAKI in December 2015
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Art for Transforming the Diaspora Experience into a Dissemination of Hope
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DBEEIE T O—/NLICHEALTWETY, £ BEICEEED
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COIFATRARZ-FTINRBD B EZELOHREANCE
BIBT7 ML BHAALER LT COLSIBDHONRR
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I would like to discuss art and diaspora, especially pertaining
to Palestine. Another word, which like ‘diaspora’ denotes
spreading out in all directions, is ‘dissemination,’ but the two
are significantly different. In ‘dissemination’ the act of
spreading is voluntary and upbeat, while ‘diaspora’ is
accompanied by the sorrow and pain of involuntary removal
from one’s homeland. ‘Diaspora,’ in its original sense, is exile;
banishment from and loss of one’s homeland, ‘Watan’ in
Arabic. ‘Homeland’ and ‘exile’ are the pair of concepts at the
core of ‘diaspora,” but conversely, one can also say that
‘diaspora’ is never without the hope of one day returning
home.

The diaspora of Palestinians was caused by the 1948
founding of Israel. People were initially optimistic about
returning to their villages once things settled down. But to
this day, those who crossed the border and became refugees
remain unable to return to their homeland. The ethnic
cleansing accompanying the establishment of Israel displaced
more than 750,000 people as refugees. Today, 70 years on,
there are more than 5 million refugees on the UN register
alone. This tragic combination of ethnic cleansing and
refugees is referred to as the ‘Nakba’ (The great catastrophe)
in Arabic.

Refugees living in foreign lands are stripped of the kinds of
rights that citizens in homelands take for granted. In the
sense that their homeland as it should be is taken away,
people under occupation are also living in exile, though not in
the same way as refugees. Life under occupation is therefore
another form of diaspora. Seventy years from the Nakba, and
50 years from the occupation of the Gaza Strip and the West
Bank including East Jerusalem, the forms of exile endured by
Palestinians have diversified significantly. Those who were
expelled by the Nakba and fled outside the country initially

stayed at refugee camps in neighboring Jordan or Lebanon.
But today they have spread to many corners of the world,
continuing the global expansion of the Palestinian diaspora.
There are also those who remain in their homeland, living as
‘foreigners’ in a Jewish state.

The diverse forms of diaspora lived by Palestinians were
made into an artwork titled, “Where We Come From” by
Palestinian artist Emily Jacir. In this work, Jacir listened to
and fulfilled on their behalf the wishes of various members of
the Palestinian diaspora. These included, ‘play soccer with
the first [Palestinian] boy you meet in the streets of Haifa,’
(Fig.1) and ‘drink water in my parents’ home village.” The
Palestinians would not be making such wishes had they not
been denied access to their homeland. “Where We Come
From” shows as individual, private stories—as opposed to a
grand epic—the many and varied states of diaspora
Palestinians today find themselves in, as well as what has
been taken away from them. Through their wishes, the work
also conveys the Palestinian diaspora’s desire for a return to
their homeland. Although the grief and suffering of diaspora
are the subject, the work’s wish-fulfillment by proxy is not
without a sense of joyfulness, which disseminates the hope of
returning home to viewers.

Another example of art transforming the diaspora
experience into a hopeful experience of dissemination is
Qalandiya International (Fig.2), an experimental biannual art
event held in the West Bank. Named after the notorious
checkpoint that came to symbolize the division of the West
Bank, this biennale was born in 2012 with the participation of
Palestinian and international artists. A symbol of division has
been transformed into a symbol of hope for connecting and
bringing together the whole world, disseminating the dream
of an undivided future.

If we look beyond Palestine, there is also an art event
named ARTifariti (Fig.3), held near a refugee camp in the
Algerian desert by Sahrawi, peoples of Western Sahara,
displaced by the 1976 Moroccan occupation of Western
Sahara. Tifariti is the name of a town where many Sahrawi
refugees now live. Artists from all over the world visit this
small desert town to produce artworks or hold workshops. Art
transforms the experiences of diaspora into experiences of
encounter, which nourish the mind of the diaspora. At the
same time, participating artists disseminate the Sahrawi
dream of returning home to the world.

As another attempt by art to transform ‘diaspora’ into
‘dissemination,’ | look forward to discovering what this
exhibition, Diaspora Now! will show us.

Fig.l T3 —-Jv—)L (Fhfe Bk B L T 3) 2001-20034. #5>
T/\F1./Emily Jacir, “Where We Come From”, 2001-2003 detail (Hana)
American passport, 30 texts, 32 c-prints and 1 video, photo: Bill Orcutt,
©Emily Jacir, courtesy Alexander and Bonin, New York

Fig2 BUADHTYT 171 25— F>2F L OLHER Q0124F) /
publicity of the 1st Qalandiya International, 2012

g
-Gl
Fig3 LyPx—O-ORR-IIVAICKD 2001 T—FT1 77T«
TONTVY I T —MMIDWTDT4—F LDETF scene of a debate
forum on public art in ARTifariti 2007 by Rogelio Lépez Cuenca
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Discussion

Facilitator: Next I’d like to hear about the art scene on the
ground, starting with Qalandiya International (Qi).

Mirna: The piece that | showed “This Mined Land of Ours”
was produced for the first edition of Qi in 2012 with
competition that is held since 2012 with A.M.Qattan
Foundation, one of the biggest supporting our foundation in
Palestine. And the competition is called Young Artist of the
Year Award. Akram was in the competition in 2008 and | was
in2012.

So, Qi started in 2012, and it was the first attempt for older
institutions in Jerusalem, Ramallah, the 48th area and Golan
Heights to work together. It was a product of the time when
there was no support from the EU and the American
institutions that usually fund the art and culture, and it was a
bank. There was no money or there was little money coming
from the government to art and to institutions. Institutions
and NGOs are actually the ones who are making and
mobilizing culture and arts in Palestine. In 2012, the EU, the
American money, all this money that was funding young
artists to produce stopped because agendas changed to
education instead of culture. So all the institutions found
themselves and worked together to create a biennial where
each channel must create something and put money on top
of each other to create another. The third edition was last
year, and in 2018 the biennial is making an open call for
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institutions, international and local institutions, to participate
in the biennial, and then they will open the call for artists,
international and local both. So it will be the biggest.

At the first Qi, | was working as a curator and | was working as
an artist. | was working in a gallery in Jerusalem, and there
are only two galleries in Jerusalem, art institutions, Al Hoash
and Al Ma'mal. In Ramallah, there are a few more but they
very-very few, and in the 48th area there are maybe two or
three. They are very few but they really mobilize the whole
culture of art scene in Palestine, and they do what
governments cannot do. So it’s very important to have this
biennial and | keep hoping that it will improve more and
more, and I’'m very hopeful about this coming to fruition.

Facilitator: Different people and regions become connected
through art. In the presentation of Professor Oka, she made
reference to the West Saharan ARTifariti artists’ gathering,
where people and artists from various regions come together.
The scale and orientation of the project is different, but in
Majdal Shams, Akram has also been a part of creating a space
for people to come together through art, thus ensure that
Syrian culture is handed down and preserved. Akram, would
you be able to talk further about the development of art
facilities and projects in Golan Heights?

Akram: In Golan Heights, | talked before little bit about Fateh
Al Mudarris Center of Art and Culture, which started in 2004.
Actually, it started by the artists, Wael Tarabeh, my teacher,
we were a small group of people, Randa Maddah and me, we
study together with the other friends. We’ve worked 8 years in
the center. We didn’t have funding. There was no financial
support for a long time. So we were working like making
workshops and asking people also if they wish to support us.
We built a small studio to teach fine art courses for children.
So, all the work was volunteer work, done by people who
were interested. We just want to keep going and work. In the
last few years, we connected with the Qattan Foundation in
Palestine, together we made many projects, but what
happened now after the war in Syria is that in Golan Heights,
the society, the people, they are separated, because some
people support the regime, and some people are against the
regime, and this situation also changed so many things in
Golan Heights, and the first thing that was affected by this
was our institute.

What happened is that we have a small cafeteria for pizza. We
have got a little bit money just to pay the rent of the space of
our institute, and when the war started in Syria, started to be
like a conflict in the Golan, aggressive time in Golan Heights,
this affected us as an institute, the cafeteria doesn’t work
good, and there is no support. So this was the beginning of
the end of the institute. We were looking for support and then
it was worse and worse and it stopped. We worked 8 years as
volunteers in this institute. Many projects had been stopped.
Actually last month, | heard from friends that we want to
start again. They just said, we are here and we want to
continue. There are other groups in Golan Heights who just
make cultural activities in Masada, in Buq'ata, also in Majdal
Shams.

Facilitator: Could you each share your thoughts and feelings
so far?
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Nabuchi: We are always thinking about the issue of whether
or not the artist has direct experience with their subject
matter. The artists from overseas here with us today have this
direct experience. We, on the other hand, are not displaced
people or refugees. We are not insiders, and as a result we
stand at a distance. Whenever people who are not insiders do
anything, they should think carefully about what it is that they
are doing. When outsiders want to do something, thereis a
moment of risk. Because they do not have direct experience
with their subject matter, they may show something tragic as
even more tragic...

Honma: Precisely because certain people do not have this
direct experience, they may depict tragedy and suffering in an
over-the-top way, or make it too much about themselves.
Because we are not insiders, we are very careful of this when
we create, and make sure we remain aware of our distance
from our subject matter. | felt sympathy hearing about the
tragedy and suffering that the word ‘dispersion” holds. At the
same time, precisely because we are at a distance, we try to
look at these tragic situations from a slightly different
perspective and search for the humanity which can suddenly
materialize, or for a bit of humor.

Mirna: The way | worked on my presentation is slightly
different than | usually work on my presentations because |
keptin mind the audience, and it was very useful to have the
presentations that give kind of a background and | presented
awareness of what happened and what’s still happening, and
maybe we invented a lots of insights through our works and
it’s good for having such presentations, somehow to give
context for those anxieties because we as artists, we
sometimes try to take distance to process to handle pain and
to handle not only our own personal pain but the collective
pain that sometimes affects even more deeply, and seeing all
the works in the exhibition, | really think it’s an amazing
choice of having the artworks that they did with the refugees
with the hands of the blind, blindfolded faces and next to
artworks from Palestine, from Syria, from Morocco.
Somehow, it spoke a wider sentence, and it’s good that the
gateway for this sentence was art, and it was not long talks, it
was not symposiums, it was not papers, it was not academia,
but very personal stories, things like we lived and the
audience most of them did not live it but they can feel it. They
can still relate to it, and as | mentioned yesterday after our
session, | think such initiations and such efforts are really
needed everywhere to shed light on the human and to create
connections in a time that disconnections are what
governments are doing.

Akram: | think it’s nice for me to hear everybody comes from
his or her environment, with his or her individual interest and
personal stories. That’s interesting. | think it’s nice and very
interesting presentations with the exhibition. | like that they
give us a historical idea about Syria and Palestine, it’s very
important. This historical background gives a wide view for all
of us, and puts the art works in their context. | felt after the
presentation like there is a background hosting my work.

Okazaki: | wanted the film I introduced earlier, “A Memory in
Khaki”, to be shown in Japan, as | felt that it was important.

However, finding a distributor was not easy. From this
experience, | understood that the fact that those with direct
experience with the subject matter were involved meant that
those half-involved would have to work harder if the film were
to reach a wider audience.

What | found interesting about the artists’ presentations
today was the common theme of turning unique personal
stories into art. For example, KYUN-CHOME’s fingerprints,
Mirna’s potatoes, and Akram’s art made from local
photographs.

| felt that those who are here today are the digital generation,
and that there is so much art, which can be created using the
latest technologies. At the same time, | am interested in how
each of these artists connects traditional art and new art, and
in what they think can be done with new technologies.

Oka: With regards to the issue of insiders and outsiders, what
exactly is an insider? | spoke earlier about Emily Jacir. She is
Palestinian, but her position is different from that of the
Palestinians who gave her their requests. | think that this issue
of an artist being an insider is a spectrum, whereupon it
becomes a question of how we define an insider. The
common thread is that these artists all create out of a desire
to respond to the society and world of today. In this sense, |
feel that they all have this ‘insider quality’, that as artists they
confront the events taking place in the world. The value
placed upon a sense of distance is different from journalism,
where the subject matter is depicted in a direct way. | think
that regardless of whether the artist in question is an insider
or an outsider, when depicting the pain and sadness of those
living as part of a diaspora, perhaps the art itself, as a form of
expression, demands such a distance.

Facilitator: KYUN-CHOME has a plane to catch, so will be
leaving now.

Honma: One final thought. | think that art is precisely a
response to what is happening now. It responds and it
foreshadows. There is a chance that what we are doing may
become a prediction of the future. Therefore, we want to not
stop at a response, but go further and make art, which
foreshadows what is to come.

[KYUN-CHOME (Honma and Nabuchi) left]

Oka: | was not able to look at Akram’s “Cheek”. Because | deal
with photos of children tragically killed in the Gaza conflict, |
thought that | had become desensitized to such photos. When
something is photographed realistically, we tend to see it as
just animage, but in Akram’s piece, he traces over the cheeks,
chins, noses, mouths, eyes, and hair of the dead bodies. This
reminded me of the essay which Jean Genet wrote after
spending 4 hours wandering in the Shatila camp after the
Sabra and Shatila massacre of 1982. What Genet writes, in his
literary way, is a dialogue between himself and a dead body.
He delicately portrays a young girl’s dead body, from the color
of her open eyes to the check pattern of her skirt. It is in no
way a portrayal of the tragedy of the dead body. He writes of
her in a way that is full of love, as though he is caressing her
with his eyes, and so it gives you a lump in your throat. In his
piece, Akram expresses this same caress with his eyes, so that
| feel that the images have a different power from ordinary

photographs taken on a phone. Finally, | would like to say a
little as someone who is involved with Palestine. Itis 11 years
this year since Israel imposed a blockade on the Gaza Strip in
2007, and even now hardly anyone is allowed to go in or out
of the territory. Despite these circumstances, Gaza’s artists
continue to create art and share their work through photos
online. However, it is as artwork travels the world and we see
it in museums with our own eyes and meet artists in real life
that we gain inspiration. This very thing is forbidden in Gaza,
and neither artists nor their artwork can go in and out of Gaza
freely. As people who are involved in the art world, | think it is
important for us to think about how in Gaza, art is forbidden
from being as it should be.

Facilitator: This exhibition’s theme was ‘watan’, which
encompasses the issue of those who cannot go in and out of
their homeland. When choosing which artists to feature, we
thought about their relationship to the concepts of ‘diaspora’
and ‘watan’, as well as what insiders and outsiders can each
do, how they can approach these issues. The artist whose
work | first encountered was Larissa Sansour. Her artwork was
different from what you might expect from a Palestinian
artist. Instead of motifs which evoke the conflict directly, she
incredibly transplants the situation to a science fiction setting
from outside of Palestine. Artists breathe new life into forms
of expression, and in doing so open up the world. They
approach the place from which they cannot leave in whatever
manner they can. Furthermore, they have the strength to
create the very environment of their art themselves. As
KYUN-CHOME would put it, they do warm-up exercises and
can act on their own. | chose to request to exhibit the work of
such artists.

I would now like to take any questions from the audience.

Audience member: This is a question for Mirna. I’'m sure that
the range of experiences among refugees and the
second-generation diaspora varies enormously, but | would
like to ask what ‘Return’ means to you personally as someone
living in Palestine.

Mirna: | don’t know whether or not it is the same for people
from other countries, but where | am from, we grow up with a
constant sense of alienation, and are always trying to become
familiar with the place where we live. Even though we have
never left, we want to go back. Even though we have never
left, we keep wanting to go back to a place which feels more
like home. It is because we live in an empty abyss where
everything is in confusion. Our future is unpredictable and our
present is uncertain. We feel as though there is no ground
beneath our feet, and are just seeking a place where we can
rest. Home is just that, rest. | am constantly seeking an
emotional space where | can be at ease, where | have a home,
where | can catch my breath. Therefore, for me, ‘Return’is a
perpetual anxiety, a necessity, and a desire which may not be
fulfilled until my death. That it may not be fulfilled while | am
alive is, I think, a very personal issue.

Regardless of whether or not we have physically left our
homes, it may be that a great number of people of my
generation, the generations above me, and the generations
below me will continue to live under these circumstances
forever.
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Artists’ Talk, Nov. 10

Invited Artists (in order of speaking)
Mirna Bamieh
Akram Al Halabi
KYUN-CHOME

Program
Gallery talks (at the Gallery 3)
Mirna’s entertainment (on the terrace outside the Cafe Ruru)

We had three times for galley talks about the exhibition
‘Diaspora Now!” The first started just after the opening

] o ceremony, from 2 p.m. November 10, with the two artists
- from overseas, Mirna Bamieh and Akram Al Halabi, and
Japanese Artists KYUN-CHOME. They talked about their art

larissa sansoir
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works by themselves. Akram talked about the works of his
friend, Randa Maddah, too.

At the end of the talking, participants moved outside to the
terrace of the Café Ruru attached to the museum and were
entertained with a cup of ‘orange blossom halwa ice-cream’,
made by Mirna Bamieh. She brought some foodstuffs:
halwa; any of various sweet confections served across the
Arabic world, which is made from tahini (sesame paste) or
other nut butters with sugar, orange blossom extract,
cardamom and sesame cookies. While serving the dessert,
she was talking about the stories of the foodstuffs in
Palestine. The cooking dessert was a fruit of her public
program ‘Palestine Hosting Society’ and a result of her
researches ‘Food Walks’ organized in Palestine.
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Middle Eastern folk dance, Dabkeh, performance

Performance | Team Dabkeh Japan (dancer: Sadia, Salma,
Ayez, Farhana, Hanady, Maryam)

Specializing in dabkeh, organized by the dance team in
Japan for the first time. Currently 24 people enrolled. They
received the instruction from the expert Ms. Salma and the
Palestine ambassador’s daughter in Japan and they formed
the team in 2014. After that, they appeared in a number of
international exchange events.

Program

Sadia’s lecture about Dabkeh with the slide show. Interpreted
by Salma (at the Multi-Purpose Hall)

Workshop (at the Multi-Purpose Hall)

Performance of three works (at the Auditorium)

About Dabkeh

Dabkeh is an Arab folk dance native to the Levant. Levant is
an approximate geographical term referring to a large area
in the Eastern Mediterranean, Syria, Lebanon, Jordan and
Palestine region. The term in English derives from Levant in
French, meaning ‘rising’, implying the rising of the sun in
the east. Dabkeh combines line dancing and circle dance
and is frequently performed at weddings and other joyous
occasions. The leader of the dabkeh heads the line, which
forms from right to left, hand in hand. The word ‘Dabkeh’
derives from the Arabic word meaning stamping of the feet.
Now many group of dabkeh perform in Palestine. Most of
schools have the club activities and refugee camps there,
there are at youth clubs run by each municipality. Even if
the people who are ingrained step of dabkeh, moved away
from home to a variety of land, they can dance hand in
hand, once the dabkeh music flows.

32 | AERORKEER(Dabkeh)
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Diaspora Now! — Contemporary Arts around the Homeland THE MUSEUM OF FINE ARTS, GIFU
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