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Crossing Surda

a record of going to and from work

Since March 2001, the Ramallah-
Birzeit Road has been disrupted by
a checkpoint manned by Israeli sol-
diers, APC's and sometimes tanks.

_. This road was the last remaining

—

e

open road connecting Ramallah with
Birzeit University and approximately
thirty Palestinian villages

On December 9th, 2002, | decided
_to record my daily walk to work
. across the Surda checkpoint to
Birzeit University. When the Israeli
Occupation Army saw me filming
my feet with my video camera, they
stopped me and asked for my I.D.
| gave them my American passport
and they threw it in the mud. They

" told me that this was "Israel" and

that it was a military zone and

that no filming was allowed. They
detained me at gunpoint in the
winter rain next to their tank. After
three hours, they confiscated my

videotape and then released me. |
watched the soldier slip my vide-
otape into the pocket of his army
pants. That night when | returned
home, | cut a hole in my bag and
put my video camera in the hag. |
recorded my daily walk across Surda
checkpoint, to and from work, for
eight days.

All people including the disabled, r"

-
i
I“'llll-m. —d

elderly, and children must walk Tl
distances as far as two kilometers ,_':
depending on the decisions of the . "'*:':t:.p L :
Israeli army at any given time. When —
Israeli soldiers decide that there - _:"" & e
should be no movement on the road, . s =
l

they shoot live ammunition, tear e -
gas, and sound bombs to disperse
people from the checkpoint.

This project was originally com-
missioned by the "“Al Ma'mal Foun-
dation" Jerusalem - Palestine"

Emily Jacir
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Itis now May 2004 and the situation has
worsened. | can no Tonger move freely through
the borders with my American passport. | can
not make the project “Where We Come From"
today. | am no longer allowed to enter Gaza,
and certain Palestinian towns in the West
Bank. Israel is relentlessly moving forward in
the construction of the Apartheid Wall which
began in the spring of 2002.
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Where We Come From

"Where We Come From" is based on my
“freedom of movement" as a Palestinian
with an American passport, a document
which allows me this basic human right. |
utilized my passport to access Palestine
for Palestinians who are prohibited entry
into their own homeland and/or who are
restricted movement within it. The ques-
tion we are always asked at the borders:
"Did someone give you something to
carry?" was also an inspiration for this
”  piece.
- This piece comes out of my own personal
- experience of the constant back and forth
between Palestine and whatever country
- |'happen to be residing in at the moment.
- My parents themselves do not have the
. access | have to our own country. They
4 cannot leave the boundaries of Bethlehem
because their I.D. cards place them there.
Each time we made our way back home in
the 70's, 80's, and 90's, we witnessed the
unrelenting proliferation of settlements,
checkpoints/borders, and the calculated
fragmentation of our people and our lands
into smaller and smaller spaces. Israel has
divided us into unnatural fragments based
on our identity cards such as East Jerusa-
lemites, West Bankers, Gazans, Israelis,
Jordanians, Americans, and so forth.
Israel has implemented some of the most
draconian and violent military tactics in
history to prevent Palestinians from entry
into their own homeland as well as the
ability to move freely within it. No Pal-

estinian can move freely within the West
Bank or Gaza. Measures such as check-
point/borders, barbed wire, tanks, and
soldiers with M-16's have encircled every
town and village. Palestinians are killed
trying to cross these borders. Those that
do have the ability to move are subjected
to the worst forms of humiliation at every ~
crossing in an effort to discourage people
from entering or moving around the
country. These measures have beenim-
plemented and designed to fragment and
destroy the fabric of our entire people.
The situation is now so extreme that going
to Jerusalem is as impossible a dream for
a Palestinian in Syria as for a Palestinian
living 8 kilometers away in Beit Jalla.

Emily Jacir




« Nuova Icona, Venice
« "Accumulations” Kunstraum Innshruck,
[nnsbruck

2003

« “Where We Come From", Debs & Co, New
York - "Belongings"”, 0-K Center for Contem-
porary Art, Linz, Austria

« Museum of Modern Art, Arnhem, The Neth-
erlands

- Los Angeles International Art

- Biennial Invitational, Frumkin Duval Gallery,
Santa Monica, CA

« Al Ma'Mal Foundation, Jerusalem

« Artspace Annex Il, New Haven, CT

2002

- "New Photographs: Bethlehem and
Ramallah”, Debs & Co., Project Room, New
York

2000

"From Paris to Riyadh (Drawings for my
mother)", University Gallery, University of the
South, Sewanee, TN

Selected Group Exhibitions

Emily participated in numerous group exhibi-
tion worldwide, most recently

- the Arsenale 51st International Art Exhibition
(Venice, 2006),

- Whitney Biennial, Whitney Museum of
American Art (New York, 2004);

- inlVA Touring Exhibition, Kulturhuset
(Stockholm, 2004);

- 8th Istanbul Biennale (Istanbul, 2003).

Grants

2004

Lambent Foundation Fellowship, New York
2003

Pennies from Heaven, The New York
Community Trust

2002
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Bronx, NY

1995

Kimbrough Award Fund, Dallas Museum of Art

Awards and Honors

2001

Marfa Studio of Arts, Public Arts Project,
Marfa, TX

1996

Pamela Joseph Fellowship, Anderson Ranch
Arts Center, Snowmass Village, CO

1995

Juror's Award, DWCA National Juried Exhibi-
tion, Irving, TX

1994

Presidential Purchase Award, Memphis Col-
lege of Art, Memphis, TN

Public Collections

- National Museum of Contemporary Art-
EMST, Athens

« Kunstmuseum St. Gallen

- Ballroom Marfa, Marfa, TX

« Whitney Museum of American Art, New York
- Moderna Museet, Stockholm
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Emily Jacir

Born 1970, Dallas, USA
Lives and works between Ramallah
& New York

Education
1998-1999
Whitney Independent Study Program

1994
M.F.A., Memphis College of Art, Memphis, TN

1992
B.A., University of Dallas, Irving, TX
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Recent Solo Exhibitions

2005

«"Emily Jacir, Anthony Reynolds Gallery,
London

« “Where We Come From", The Jerusalem Fund
Gallery, Washington, D.C.

« "Accumulations”, Alexander and Bonin, New
York

« “Where We Come From", Ulrich Museum of
Art, Wichita

2004

« “Where We Come From" Woher wir kommen,
Kiinstlerhaus, Bremen

- "Den l:a pd Moderna: Emily Jacir": Moderna

Museet, Stockholm

- The Khalil Sakakini Cultural Centre, Ramallah
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Self Portrait

The Self Portrait series represents a commentary on contemporary Western
media representations of the Palestinian as terrorist. This project started

i as a result of my growing frustration with the way in which the Palestinians ‘
& B and other Arabs were heing represented and, in some cases, misrepresent- “

8 ed in Western Media. In addition, | was drawn to the apparent similarities [
between the Myth of Sisyphus and what can be characterized as the grow-
ing "myth" generated through the Western media, specifically the myth
that all Palestinians are terrorists and that the Palestinian intifada, like
Sisyphus, seems condemned to an endless cyclic struggle. Transcending
media representations has been an ongoing “uphill battle"” for Palestinians
and all Arabs.

The "Untitled" A and B series are both concerned with barriers, land,
longing and, ultimately, belonging. Itis an extension of themes | have
~ been exploring for the past few years. During the process leading to these
images, it became increasingly clear to me how barriers, land, longing, and
“identity" inform, shape and define each other.

The term “identity" is highly contested and can be taken to mean many
things depending on the context. Nevertheless, there has been widespread
agreement that significant aspects of identity are related to a particular
© place; hence, national identity results from connections to an individual's
| country of origin. As | attempt to come to terms with the issues related
to my personal experience as a Palestinian-Kuwaiti that has never lived
within the borders of Palestine, it has become apparent that this current
body of work seeks to transcend the obvious reference to the barrier being |
constructed in Palestine. The “walls” and “mounds" that appear through-

.| out the images also speak of my own individual struggles irrespective of
. the conventional notions of national identity. Tarek al Ghoussein




Agency (UNRWA), United Nations Relief Fund
Amman, Jordan

1986-1992: Freelance Photojournalist, London
and Cairo

1983-1985: Photojournalist, Montauk Light, New
York, New York

Exhibitions

2005

Aperture Gallery, New York, USA

Museum of Modern and Contemporary Art,
Bonn, Germany

Langhans Gallery, Prague, Czech Republic

La Boca Gallery, Madrid, Spain

7" Sharjah International Biennial, Sharjah, UAE
Houston International fotofest, Houston, USA

2004

Sharjah Art Museum, Sharjah, UAE

Specta Art Gallery, Copenhagen, Denmark
Copenhagen Art Fair, Copenhagen, Denmark
Noorderlicht International Photography
Exhibition, The Netherlands

Kathie Kollwitz Gallery, Berlin, Germany
Chobi Mella, International Photography
Exhibition, Dhaka, Bangladesh

2003

The Royal Danish Academy of Fine Arts,
Copenhagen, Denmark

Randolph Street Gallery, Auckland, New Zealand
Sharjah International Biennial, Sharjah, UAE
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The Wall

i | started documenting the wall almost from
when they started building it, but each time |
developed the pictures all that showed was its
ugliness and my anger. Then the wall reached
Qalandia checkpoint. They started building

it right in the middle of the road, my road

to work. | always fantasized that one day we
would plant trees in the middle of that road.
Once it reached Qalandia, the wall reached me
and found my fear. They put down the founda-
tions, stopped for a while and then they put
&. it up block by block along the middle of the
road.

| wanted to photograph it at night. Maybe to
let it know | wasn't scared. | went. The wall was
so ugly, the land sad and scarred. There were
only soldiers, heavy machines and the sound
of dogs barking. | was terrified and desolate. |
took the photographs during the day, but the
memory of that night was in them.

After | finished the project, one nightand |
do not know why but | suddenly felt | needed
to go and see the wall. It was the Jewish New
Year. It was almost midnight but | jumped in
my car and went back. | drove all along the
wall and arrived back at my first night there, at
the place with the heavy machines and barking
dogs. They were all Tocked up. | enjoyed the
scene. | returned home through the Mount of
Olives, where | first stepped foot on this earth,
my earth. | got out and looked and made a
promise, a promise to my Land.

Rula Halawani
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Borders Crossing Bodies

In “How to Cross a Border” A woman defies the
physical barriers separating her body from her B
destination. In"A Gaze" generations of struggle §
forego childhood. At refugee camps children
swing hope running, smiling, simply being
children at checkpoints and bulldozed homes, at
toxic rivers and telephone poles.

| walk amidst them, with camera in hand 'y
children run around and through me. am
Palestinian American. |am them; | am not. |too
understand and inhabit the conflicted location of
home and the West. “Why aren't you covered,"
asks a 4 year old girl; it won't be Tong before |
am told that "smoking isasinin Islam," by a 9
year old boy standing next to me. | grin at his
comment witnessing the birth of fundamental-
ism amidst colonization.

A mother waits at a checkpoint in Jericho, in
her waiting she coddles an infant, motherhood
an act of defiance in the midst of colonization.
She too traverses the imprecated path of tradi-
tion and resistance while garbed in the tradi-
tional veil. She negotiates her space hetween
the harem and the streets, between the physical
and the traditional barriers, between the threat
of insanity confinement and the threat of a
soldier's bullet; waiting to cross.

At a time when the Road Map is being rede-
fined by walls, barriers, and destruction, the
human body and mind is altered to adapt to the
various borders crossing through it.

Dana Erekat




Dana Erekat

Born 1964, Jerusalem
Architect, lives and works in
Abu Dhabi

Dana Erekat is a Palestinian American
architect and artist living in Kuwait.
She holds a Bachelors of Architecture
from UC Berkeley. She isa former
member of the Arab Women's Solidar-
ity Association, San Francisco (AWSA
SF). She has organized Sister Rise Up!
a cultural and political weekly event

which resulted from the impact of 9/11.

The event promoted the use of various
forms of art, such as spoken words,
photography, dance, and song in cen-
tralizing Arab women in San Francisco.
She has also organized the Practicing
Transgressions Activist Institute for
Women of Color at UC Berkeley. Dana
has participated in the March 2002
Color of Violence Conference organized

by INCITE: Women of Color Against

Violence at the University of lllinois,

Chicago. She has also participated in

the 2003 Empowering Women of Color

Conference at UC Berkeley, where her

photographs were also exhibited. Her

photographs were shown at the Artist
Against the Occupation arts exhibit in
Philadelphia.

As a recipient of Al-Falah Grant foun-
dation of UC Berkeley, Dana traveled
to Palestine in 2003 on a photography
assignment titled “Borders Crossing
Bodies" during which she spent time
in refugee camps and at checkpoints
photographing the daily reality of their
people. The photographs examine the
impact redefining the physical bound-
ary has on social, mental, and physical
aspects of human life. They invite
the audience to navigate daily life in
the West Bank, a life marked by the
contours of war, re-emergent Islamic
fundamentalism, and globalization.



Tension
a documentary film !: :

In “Tension”, Mashharawi captures the daily
oppression and humiliation experienced by
Palestinians especially at the Israeli military
checkpoints. In his work Mashharawi trans-
forms people's continence, looks, body-lan-
guage and gesturesintoa non-verbal language
effectively communicating the apprehensions,
anxieties, and anger dominating the daily life
of a whole nation suffering under occupation.

A film without words but far from silent, re-
vealing through intimate images in detail the
profoundly deep psychological state of life
and living in this terrible reality.
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marriages, an increase in domestic violence,
and a decrease in levels of education, and
this is weird. This has never happened among
Palestinians before."

Among the most powerful of Erekat's
pictures are a trio of images taken in Abu Dis,
where Erekat is originally from. An elderly
woman struggles to climb through a crack in
a concrete barrier wall, one of the earlier,
shorter manifestations of it. She hikes up her
skirt, takes high steps that would wind anyone
twenty years her junior, and contorts her
body to shimmy through the small opening. A
young man, presumably her son, lends her a
hand and guides her through.

“I'had to jump down from this wall myself,"
says Erekat, who was impressed by the
woman's perseverance. "Finding ways to
get through," she says, “the body twisting
and turning itself to get through." That same
wallin Abu Dis is now eight meters high, and
completely sealed.

As a student, Erekat was politically active
in San Francisco, campaigning for greater
awareness of the Palestinian situation on a
local, grassroots level. Ina sense, she sees
her photographs as an extension of those
efforts. "It is effective to show people what
is happening, that you don't see on the news.
The more people see, the more they are
aware. The less they see, the more ignorant
they are, and the more careless."”

Itis impressive to see how Erekat, like
Jacir, acknowledges her position of privilege
and makes it a part of her work, exploring
the mechanisms of such privilege along the
way. "As a Palestinian you feel awkward
taking pictures of other Palestinians," Erekat
explains. She had difficulty earning the trust
of her subjects, but whenever possible, she
spoke to them about their lives and asked
them for their stories. Like Jacir, she also hid
her camera whenever she went anywhere near

Israeli soldiers, often going so far as to tie it
to the inside of her bag, so she could lift one
forearm, pull the camera up to her elbow, click
the shutter with her other hand, and drop it
out of sight again if necessary.

Erekat's photographs, like all the work in
this exhibition, do not engage in polemics or
hysterical politics. They do not take pity on
the Palestinian population but rather seek to
document the conditions around them and the
resilience within them.

The overall vibe of “The Wall and
Checkpoints™ is a heavy one. You can't
help but reach a point where you say, "This
is a tragedy. This situation is impossible,
untenable, intractable.” But what is striking is
the fact that such a tightly themed exhibition
could carry so many emotional, aesthetic, and
political undertones. The show is both tight
and full.

The overriding artistic impulse, more so
than meaningful representations of walls
or checkpoints, seems to be the desire to
leave traces, to create records, documents,
and archives of the Palestinian experience,
much like the drive, in the terms of political
science, to establish facts on the ground. What
is haunting about that is the suggestion that
artists are now actually grappling with the
threat of real extinction, desperate to record
presence in the face of absence. Ghoussein's
lonely figures, Halawani's nocturnal monsters,
Jacir's good deeds and frightened footsteps,
Erekat's fearless children, all these works
attempt to beat back an unconscionable
erasure, all of these works leave traces that
speak, that say, we were here, we are here, and
we will find an opening in that wretched wall.
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Erekat's photographs, like all the work in this

exhibition, do not engage in polemics or hysterical

politics. They do not take pity on the Palestinian

population but rather seek to document the conditions

around them and the resilience within them.

“| wanted to capture daily life," says Erekat.
"What you hear on the news is who gets
killed, but you don't see the daily realities,
how people live. | started off wanting to
photograph checkpoint and refugee camps,
which led to a series on children. When you
see these kids, with all the school closures
and bombings, there is a strength in them that
you don't necessarily see in the adults.”

That led to another series on women. The
impact of walls and checkpoints and other
forms of closure on Palestinian women,
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says Erekat, is severe. "She not only fights
as a Palestinian, she fights as a woman as
well. Women in Palestine have to negotiate
the society's traditional values on the one
hand, and having to work on the other. And
awoman being humiliated at a checkpoint
is worse in the eyes of her family."” As such,
if a checkpoint is erected or expanded on
awoman's route to school or work, then it
is Tlikely that she will stop going to school
orwork. "So now, in Palestine," Erekat
continues, "you have anincrease in early



thing is," she adds, distraught with the tumble
of thoughts to follow, "I couldn't do this piece
now. | can't get into Gaza. The wall is almost
complete. There are no Gazan students at
Birzeit University anymore. | can't believe

it but really, there are no Gazan students at
Birzeit."

Inaroom next to “Where We Come From"
is "Crossing Surda,"” a video that Jacir began
working on while she was, in facy, teaching
at Birzeit. The piece unfolds on two screens
(one Targe, one small), recording Jacir's twice
daily trek on foot through two kilometers
of mud. Since March 2001, the only road
between Ramallah and Birzeit (and some 30
other Palestinian villages) has been blocked
off by an elaborate and unprecedented Israeli
checkpoint.

Palestinians wishing to cross must take a
service-taxi to one end of the checkpoint, get
out, walk two kilometers to the other end of
the checkpoint, and catch another service-
taxi to continue their commute. On the vast
no man's land in between, they must trudge
through mud and uneven terrain, navigate
past soldiers, M16s, armored personnel
carriers, and tanks. As is their whim, Israeli
soldiers may close the checkpoint at any time,
using live ammunition, tear gas, and sound
bombs to clear the Palestinians out.

In December 2002, Jacir tried to film her
feet crossing Surda for no other reason,
she explains, than posterity. Because video
equipment is forbidden on such sites, a clutch
of Israeli soldiers grabbed her, smashed her
tape, threw her passport in the mud, held an
M16 to her temple, and interrogated her for
three hours, all as her students walked by the
scene slowly, rattled by the sight of a woman,
their teacher, being subjected to the kind of
rough treatment usually reserved for young
Palestinian men.

The next day, Jacir cut a whole in the bottom

of her bag and filmed her cross, back and
forth, clandestinely for eight days. The large
screen projects her footage in real time,
punctuated by the nervous staccato rhythm

of Jacir's footsteps. “"Most of the time | was
scared to death,” she explains. The repetition
of her movement back and forth, plunking

her bag down on the seat of a bus at the end
of each journey, is oddly affecting, almost
hypnotizing. The small screen, placed on the
floor, plays key scenes of military hardware in
slow motion, like memories or nightmares that
fade when one wakes.

One watches Jacir's video with a instinctive
upward tilt of the chin, desperate tolook up,
to see what exists at the level of Jacir's eye,
not just at a level below her right wrist. This
sense of being confined, limited to a downcast
view, amplifies the power of her work. By the
seventh day, the hole in Jacir's bag has grown
ragged, and the viewfinder on her camera is
framed by torn thread. It is as apt an image as
any of the ever-more threadbare conditions of
Palestinian life, emboldened nonetheless by a
dogged determination to document it all.

Finally, on a floor below Jacir's and
Halawani's installations are the photographs
of Dana Erekat, 27. An architect by training,
Erekat began taking pictures, she says, “to
escape architecture and architecture school.”
One night in 2002, she got permission to enter
(aza the next morning, unexpectedly. She
had just two rolls of film with her -- one color,
one black-and-white. But on the strength of
the pictures she took then, she won a grant
from the University of California at Berkeley to
continue her work.

In 2003, she traveled to Palestine to take
the pictures that were to become the series
"“Borders Crossing Bodies," a title that in and of
illustrates the ways in which Palestinians must
constantly adapt to new closures and shifting
barriers that impinge their physical movement.
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territories), “If | could do anything for you,
anywhere in Palestine, what would it be?"
Then she set off to complete and document
the tasks she gathered, the idea being that
her American passport afforded her a level of
mobility not accessible to everyone.

The resulting work is a record of about 30
actions. Each request is represented with
text printed in black ink on white paper and
framed.

“For the exhibition of the work," says lacir,
"| felt the texts should be framed and trapped
within a fixed border."

Beside them is the execution, captured in
color photographs mounted on cintra or in
one case on a screen playing a seamless video
loop.

"| felt the photographs should not be framed
because thisis a dream," Jacir explains.

"Where We Come From" resonates with
emotion, candor, sorrow, and occasional
humor. In each piece of the project, Jacir's
work ostensibly hinges on the fulfiliment of a
wish. Yet the strength of the work swings on
the stark horror of what is wished for to begin
with, and why those wishes cannot be fulfilled
except by proxy.
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Among the requests Jacir collected, ranging
from mundane to melodramatic, are: Go pay
my phone bill. Take flowers to my mother's
grave on her birthday. Take pictures of my
family, especially my brother's kids. Go on a
date with a Palestinian girl in East Jerusalem
who | have only ever spoken to on the phone.
Go to Gaza and eat sayadiyeh. Go to Haifa
at first light, take a deep breath, andlight a
candle to all those who gave their lives for
Palestine.

In each piece of the
project, Jacir's work
ostensibly hinges on the
fulfillment of a wish.

"This work came from the experience of
growing up always carrying stuff back and
forth," explains Jacir. "The very first idea
was to [approach] Palestinians not living in
Palestine but then | realized that Palestinians
living in Palestine are living an extreme form
of exile, so the final work includes half who
are inand half who are out. There is a sense
that the narrative of Palestinians living in the
West Bank is the Palestinian narrative. But
there are a million Palestinian narratives, not
one, and no one narrative is more important
than the others. It was important for me to
strike a balance, in several ways. Some of the
people are super rich and bourgeois, some
are poor. Some live in the camps in the West
Bank, some in Lebanon, Syria, the Gulf. The



piece of architecture, Halawani's photographs
expose it instead as an indefensible blight

on the Tandscape, a structure that is deeply,
inescapably sinister in intent.

“I'm not just telling my feelings toward
this ugly construction wall,” says Halawani.
“Each photograph symbolizes what the years
of Israeli occupation have done to my land:
The standing stone symbolizes the tombs
of the dead, those | have seen killed by the
Israeli army. The water symbolizes all the
water that was stolen from the West Bank by
Israel. The ugly shadow reflected on the wall
symbolizes the monster of the settlements
that casts a shadow over out lives. And
finally, the emptiness in my photographs
symbolizes Israel's continuing attempt to
erase Palestinian society, which began in 1948
and continues to this day. So each photo tells
part of the larger story of Palestine, a story
that all Palestinians know deeply from their

“The very first idea was to
approach Palestinians not
living in Palestine but then
| realized that Palestinians
living in Palestine are living
an extreme form of exile”

own experience, but one which the world sees
only the surface of, or has sometimes chosen
toignore."”

Beyond Halawani's projections and further
into the main building are two projects by

Emily Jacir, 35. The first is the monumental
"Where We Come From," produced between
2001 and 2003, a work of such scope and
power it deserves to be in the collection
of (and on permanent display in) a major
museum. The second is “Crossing Surda (A
Record of Going To and From Work)," a dual-
screen piece from 2005 and a recent addition
to the Khalid Shoman Foundation collection.
With family roots in Bethlehem, Jacir grew
up in Riyadh, pursued her education in Dallas
and Memphis, and moved at various points
to Rome, Paris, New York, and Ramallah.
Although she began her career as a painter,
Jacir shifted toward a decidedly more
conceptual art practice in the Tate 1990s.
Informed by her own nomadic movement and
influenced by action and performance-based
artists such as Sophie Calle, Jacir typically
begins her work with a premise, the execution
of which determines the media.

For “Where We Come From," through word
of mouth and the placement of a few targeted
classified advertisements, Jacir asked
Palestinians living in various stages of exile
(both within and outside of the Palestinian
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“| wanted very harshlight," says Halawani,
explaining that the wall there overruns the
road she takes every day to work.

Halawani has often said that she wanted to
photograph the wall at night to Tet it know that
she was not scared, which, of course, would
suggest that on some level she was.

“The first time | drove that road and saw
that [the Israelis] were putting up the bases,
| was so mad and | was so scared. When | take
pictures, | like to be alone, but | cannot say
[ was not scared. Whatever happens, | don't
want to be scared in my own land. So despite
the dogs and the army, | really wanted to feel
| could still do it. And | wanted the work to
document what | went through, the experience
of it."

As such, Halawani's work illustrates the
ways in which art can function to capture
lived experience -- documenting the impact
of the wall on even the most basic quotidian
routines, such as driving to and from work --
as well as the ways in which the reproduction
and dissemination of art can contribute to
an actual change in the conditions shaping
everyday life -- raising awareness about the
33

wall outside of Palestine and calling attention
to the instances of Israeli aggression that do
not always make it onto the news.

Itis telling that Halawani worked for
many years as a photojournalist, tasked
with documenting the political landscape in
Palestine with cool objectivity for such press

“Each photograph symbolizes
what the years of Israeli
occupation have done to my
land: The standing stone
symbolizes the tombs of

the dead, those | have seen
killed by the Israeli army."

agencies as Reuters and Sygma. She reached
a point, however, where she says, "l couldn't
continue as a photojournalist. | couldn't put
my feelings on the side anymore. It was

too difficult. Now," she adds, "| feel more
freedom to express my feelings.”

In a room beyond Halawani's first projected
series isa second, this one larger, more
menacing, shot during grey and somber
winter days, amplifying the relationship
between the concrete wall, felled trees, and
random pools of water, which are emblematic
of what many perceive to be an Israeli land
grab for Palestinian water resources. Each
image is haunted, devoid of human presence,
and dominated by the imposition of grossly
utilitarian, outrageously oversized concrete
planks. While a number of art critics have
attempted to write about the barrier wall as a



These images use depictions of a single figure
-- the artist with his face obscured by his
black-and-white scarf -- set against an often
striking but ultimately barren landscape to
express the plight of Palestinians who have
lost their home and tangible connections to
their land. Like Sisyphus, Ghoussein, and

by extension the Palestinian people in the
absence of a guaranteed right of return, are
condemned to struggle for, but never reach,
their destination.

Next door to the room with his self portraits,
in a black-painted enclosure specially
constructed at the Darat last September by
architect Sahel al-Hiyari (for an exhibition of
his work timed to the completion of his ultra-
contemporary renovations to the foundation's
exterior fagade), Ghoussein has placed six
more images, each printed on translucent rice
paper and hung from the ceiling with fishing
wire. The effect is such that each photograph
seems to float at shoulder level in the tiny
rectangular space, luring viewers into the room
to negotiate a path around and between them.

The delicacy of the material contradicts
the sturdiness of Ghoussein's subjects, which
are huge slabs of concrete, reminiscent
of the barrier wall in Palestine but in fact
photographed on construction sites in Sharjah
(the just-visible decorative detailing on the
edges of each concrete surface betray their
benign purpose).

"l wanted to address the psychological
aspects of the wall," says Ghoussein. “In order
to do so it was necessary to move away from
the physicality of the wall. The transparency
and lightness of the rice paper seemed to be
an appropriate medium. In addition, | wanted
viewers' shadows to be part of the exhibition
as they navigate through the layers formed by
the images."

One image in particular echoes the
movement of viewers exactly, showing

Ghoussein with his back to his own camera,
slipping between two walls.

"To me, the wall -- or any wall -- only
gains meaning when considered in its specific
context and in relation to human beings," the
artist explains. “By bringing the human into
the image, allowing the scale of the human
in relation to the enormous wall to be visible,
the power -- and in my view, of course, the
destructive and/or self-destructive power
--isunderlined. By its sheer scale, the
wall overpowers both the individual and
communities."

This series has previously been shown at the
Sharjah Biennial and the Museum of Modern
and Contemporary Art in Bonn, but Ghoussein
is continuously adding new images. There are
three such images on view at the Darat, two of
which are decidedly painterly and one of which
is decidedly sculptural. This cross-referencing
of media lends Ghoussein's photographic work
an added sense of fullness, which is further
enhanced by the relationship between the
images and the space in which they are being
shown. Because the black room in the Blue
House is small, the installation of Ghoussein's
work here feels intimate and direct, suffused
with a quiet melancholy that acts as potential
release valve for an imagination troubled
by images of political, physical, and mental
closure.

Down the steep exterior staircase to the
main building at the Darat, which overlooks
the ruins of a sixth-century Byzantine church,
Rula Halawani, 41, has also installed two
related bodies of work. Inside the entrance,
she is projecting a series of still photographs
that flash slowly in sequence like a slideshow,
a visual narrative that accumulates meaning
with each new image. Halawani's photographs
depict Israel's concrete barrier wall near the
Qalandia checkpoint at night, illuminated only
by the headlights from her car.
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identity, mobility, barriers, and belonging.
In one room, Ghoussein has placed six

images from his "Untitled A" and “Untitled
Self Portrait"” series flush against the wall.
With a clear nod to Albert Camus's take on
the myth of Sisyphus, who was condemned
to repeat a pattern of pushing a large stone
boulder up a steep hill only to let it roll

often treat the keffiyeh as the quintessential
accoutrement of terrorists and suicide
bombers.

As a Palestinian with Kuwaiti citizenship who
is barred from entering Palestine, Ghoussein's
photographs consider how identity -- already
highly contested, as the artist points out
--is constructed through symbols that are

Ghoussein's photographs consider how identity -- already

highly contested -- is constructed through symbols that are

no longer rooted in place, unfixed from their territory, and

resigned to dramatic shifts in meaning.

back down and start over again, Ghoussein's
images also explore the slippery iconography
of the keffiyeh, which is taken variably as

a proto-nationalist symbol, an emblem of
resistance, and a threat of violence, particular
in media outlets throughout the West which
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no longer rooted in place, unfixed from their
territory, and resigned to dramatic shifts in
meaning.

Ghoussein's “Untitled A" and "Untitled
Self Portrait” series also exude a profound
sense of longing that borders on loneliness.



Since itsinception in 1993, Darat al-Funun
-- which means "home for the arts" in Arabic
and is known locally as "The Darat" -- has
distinguished itself on numerous fronts. The
rehabilitation and use of its structures has
sparked the urban regeneration of one of
Amman's oldest historical neighborhoods. The
Darat's robust library and regular schedule
of literary meetings, film screenings, and
musical performances have given the local
community a much-needed platform on
which they may engage culture and consider
its potential with relative continuity and
consistency. The growth of the Darat's
collection of modern and contemporary art
from across the Arab world, under the auspices
of the Khalid Shoman Foundation, has cohered
into a crucial archive of creative expression,
providing young people in particular with
alink between past and present and an
invaluable resource for learning about their
cultural history and artistic heritage.

Upping the ante another notch is the
Darat's program of exhibitions. Whether
these three-month-long shows delve into the
foundation's permanent collection, highlight
new acquisitions, or assemble a selection
of works for the occasion, they have greatly
contributed to the professionalization of the
artworld, not only in Jordan but also in the
region at large. By mounting exhibitions that
survey contemporary art in the Arab world
or explore expressions of exile, the Darat
has introduced notions of curatorial intent
and thoughtful installation practices that are
sensitive to site.

With its current exhibition, “The Wall
and Checkpoints,” the Darat has added
another layer to its work. Organizing a show
that pinpoints the relationship between
experimental art practices and the need to
address complex political concerns through
cultural production affectively gives visitors

to the Darat a set of critical tools to better
understand the world they live in and work
through its vexing, often overwhelming,
social, political, and economic problems.

Itis a daring move on the part of the Darat,
treading outside the territory of artas a
source of aesthetic pleasure. But it is one that
pays off in depth of feeling, intellectual rigor,
raw expression, and formal innovation.

"“The Wall and Checkpoints" runs from
February 2 through April 13 and features
photographs and video installations by
four artists scattered to various spotsin
the Palestinian Diaspora. Emily Jaciris a
multimedia artist who divides her time
between New York and Ramallah, Rula
Halawani is a photojournalist-turned-fine
art photographer who lives in Jerusalem and
teaches at Birzeit University, Dana Erekat is an
architect who lives and works in Kuwait, and
Tarek al-Ghoussein is an art photographer who
teaches at the American University of Sharjah
in the United Arab Emirates.

Each artist is flexing his or her formal and
conceptual skill to grapple with notions of
closure, with the physical and mental barriers
that are particularly egregious in Palestine but
are also operative all over the world, barriers
which serve more than anything to limit
human movement and freedom of thought.
The strength of the show lies in its quiet
assertion that the creation and circulation of
contemporary art may ultimately prove to be
a powerful force for helping one to transcend
such barriers and escape such instances of
closure. "The Wall and Checkpoints" is, in this
regard, an example of radical opening.

At the upper edge of the Darat, Tarek
al-Ghoussein, 44, has installed two series
of photographs in the rooms of an early-
twentieth century building known as the Blue
House. Each set of images is a selection from
an ongoing project investigating issues of
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For the generation of Palestinians who were
exiled from theirland in 1948, it was the
rusted key and dog-eared land deed. For
the generation who lived through the first
intifada in the late 1980s, it was the stone
and keffiyeh. For the generation who are
now enduring the latest machinations of the
Israeli occupation -- characterized by an
ever-changing network of security measures
intended to protect one side and wage
psychological warfare on the other -- it is
the wall and checkpoint that have become
the most loaded visual symbols of the current
Palestinian condition.

Checkpoints have long disrupted the
daily rhythms of work, schooling, and
trade in Palestine, adding insult to injury
by subjecting members of the Palestinian
population to repeated humiliation and
interrogation. The wall that Israel began
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building in the West Bank in 2002 -- three
times the height of the Berlin Wall and
plotted on a route equal to the distance
between London and Zurich -- is destroying
agricultural land, ghettoizing urban
neighborhoods, reducing already minimized
autonomous zones, robbing resources, and
converting the Palestinian territories into
apartheid-style Bantustans. As such, the wall
and checkpoint have become painful nodes

in the narrative tissue of the contemporary
Palestinian experience. As visual symbols
open to critical inquiry, they also serve as

the two points around which an ellipse of an
exhibition is presently revolving at Darat al-
Funun, an arts foundation in Jordan tucked
into a series of old buildings on a site that
tumbles down a steep hill on the eastern edge
of the old, densely residential district of Jabal
Weibdeh in Amman.



“The Wall & the Check Points"

aabigiag Contents

ABs o galeallg jlaadl 4-7
Al Glasl Emily Jacir .o 8-15
omaill §,la Tarek al Ghoussein............................. 16-19
Jlels J, Rula Halawani.............. 20-23
ealdy e Lils Dana Erekat. ..o, 24-26
69l R0 audiy Rashid Mashharawi................. 27

Representing Palestine: Forms of Closure, Documentary Traces, and
the Art of Breaking through Barriers by Kaelen Wilson-Goldie --------- 28-37



39



40



	covers
	the wall final 2014

