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Disappearing cities of the Arab World—
A cultural programme reflecting on the
destruction of urban life in the Arab World

Disappearing cities is an ambitious cultural
programme of exhibitions, talks and screenings
focused on the destruction of Arab urban life in
the post-colonial age.

The city is the space where civic life becomes
possible; where the tribal, ethnic or confessional
divisions of the peoples who settle in it can potentially
dissolve and mutate into unfamiliar forms of social
order governed by new rules and customs. The city
is also a centre of resistance to the invader and of
rebellion against injustice. In it also, lovers will
meet anonymously, discovering new spaces in the
imagination that would have been unthinkable in the
countryside or desert, and developing new kinds of
relationships. The city transforms our perceptions
of childhood; our experiences of light and sound,
of space and perspective.

But cities are also great betrayers of their own
inhabitants, repositories of vermin and dirt and
pollution, as well as theatres of chaos, civil war and
massacre. In the modern Arab world, cities have often
been profoundly deceitful—promising lawfulness,
peace, equality and freedom only to turn into prisons
and traps for the unsuspecting citizen, who is often
chased out from them or persecuted for the language
he speaks or the God she worships (or indeed the one
he repudiates).

Jaffa, Beirut, Lydd, Baghdad, Cairo, Aleppo, Basra,
Tripoli (Libya and Lebanon), Kuwait City, Jerusalem,
Mogadishu—these cities have, to varying degrees of
course, undergone terrible destruction and violence



in the post-colonial age, bearing witness to what can
only be described as a failure of the civic project.

Our programme aims to explore the histories and
consequences of this failure through art, architecture,
literature, music and cinema. Far from a merely acad-
emic or nostalgic reflection on the processes that have
led to this failure, we plan also to examine how the
inhabitants of these cities have continued to resist the
breakdown or destruction of their environments through
civic projects or artistic expression—or simply through
a lovers’ union.

This is an ambitious and long-term programme
which will initially be structured around a number of
events over a one-year period at the Mosaic Rooms
in London beginning in Spring 2013 with Dor Guez’s
show 40 Days. We also aim to tour some of its outputs
to other spaces around the region and internationally.
The programme will also be documented in a range of
different publications.

The Mosaic Rooms are grateful to Ariella Azoulay
for her help in making this show possible, as well as Heidi
Zuckerman Jacobson, Director of Aspen Art Museum,
who chose Dor Guez to be the International Artist in
Residence in ArtPace, San Antonio and to ArtPace,
San Antonio for co-producing the 40 Days project.

Introduction
Omar Al-Qattan

“Beware of saying to them that sometimes different cities
follow one another on the same site and under the same

name, born and dying without knowing one another, without
communication among themselves. At times even the names of
the inhabitants remain the same, and their voices’ accent, and
also the features of their faces; but the gods who live beneath
names and above places have gone off without a word and
outsiders have settled in their place.”

Italo Calvino, Invisible Cities, 1972, pp30-31

It is a tragic and terrible shame that Dor Guez’s first
solo show in London should be held at The Mosaic
Rooms under the shadow of continuing civil war and
confessional violence in the Arab world. We who had
the privilege of growing up in the mixed cities of that
region—Beirut, Damascus, Baghdad, Cairo—have
seen those rich urban tapestries break apart. It is as
if the fabric of our region, however rich, ancient and
colourful, simply could not withstand the onslaught
of modernity, whether it took the form of Zionism
and its ethno-colonial project, or secular Arab
nationalism in all its many guises, or, more recently,
Islamic nationalism, in all its varieties. Today, the
bleeding continues—Iraq has lost many of its most
ancient minorities, Syria will probably go the same
way, Lebanon is an ethnic and confessional time
bomb, Israel’s Palestinian citizens and those living
under occupation are increasingly marginalised and
threatened with expulsion, and Egypt’s Copts are
living in profound insecurity. Needless to say, citizens
of all ethnicities and confessions, particularly the poor
and disenfranchised, also find themselves hostage to
unspeakable injustice and destruction—a condition
tragically shared with many other regions in the
world today.

However, this reality was also one of the reasons
we chose to invite Dor Guez to show at The Mosaic
Rooms. For Guez is a product of a rare mixity that



was ironically the result of two major, but antithetical
historical events: the expulsion of most of Palestine’s
citizens from their homeland in 1948, and the subse-
quent creation of the state of Israel, of which he is now
a citizen. Guez'’s mother is from Al-Lydd', daughter
of one of the few Palestinian families to remain in the
city after most of its 20,000 inhabitants were driven
out and never allowed to return after the 1948 war.
Guez’s heritage is also Tunisian Jewish on his father’s
side, immigrants to the new state of Israel in 1950s
and to Al-Lydd, subsequently renamed Lod. It is no
surprise then that his work should be so preoccupied
with the dynamics of majority-minority relations, with
the disappearance of minority cultures, and with the
personal—yet often heroic—attempts to keep their
memories alive. But this work also invites us to question
our own definitions of nationalism and ethnicity and to
reflect on the writing of history, as the artist explains
later in this book, in his conversation with Mitra
Abbaspour.

As a child growing up in Beirut in the 1970s,
I was discouraged from enquiring about a person’s
religion, even though it was extremely difficult to
miss the undercurrents of confessional divisions all
around us (or indeed the ostentatious religious symbols
worn by many people). My parents, like many secular
nationalists of the time, dreamt of a society free from
these divisions and kept referring to a past—but which
past?—in which everyone lived in harmony, Muslims,
Christians and Jews (rarely were atheists mentioned in
that context). It was in that spirit that we were ordered
not to discriminate between people on the basis of
their religion. Yet perhaps our parents were also
idealistic and naive, for they underestimated the depth
of confessional loyalties and the extent to which our
societies remained entangled in the Ottoman system
of majority rule and minority autonomy, which clearly
could no longer function in the post-war realities of
the Levant.

In that sense, as we hope you will see from this
rich and moving exhibition, Guez’s work is also a
reaffirmation of different possibilities for his city and,

by extension, for the region. He offers a defiant asser-
tion of a continuing presence in the face of historical
erasure and a seemingly relentless contemporary
dynamic of denial and destruction that is both violent
and irrational. This artistic assertiveness, archival and
fragile as it is, and shrouded in tragedy, nonetheless
uncovers something else: an obstinate, clinging
presence that will not go away. 40 Days, as Guez’s show
is entitled, marks the end of the period of mourning,
the cusp, as it were, between remembering and starting
anew. A Christian Palestinian archive? for sure, but
one brought to forceful life by a living descendant,
even if his identity has been reshaped by history and
circumstance. But then which one of us can claim an
unchanging identity?

My own paternal grandmother was born in
Al-Lydd and the city was the last place of refuge for
my father’s family as they fled Palestine in Summer
1948, on their long way to exile in Amman, Jordan.
So it is particularly fitting—and ironic—that Guez’s
show should today be hosted here in London: two
descendants of Lyddites, one Israeli Palestinian and
the other British Palestinian, reaffirming a common
past in the capital city of the old empire, which holds
so much of the responsibility for the collapse of an
ancient, tolerant and open Levant and, tragically, whose
more recent meddling in the region has proven equally
catastrophic.

London, Spring 2013

Omar Al-Qattan is a filmmaker and a Trustee of the
A.M. Qattan Foundation. He currently directs The
Mosaic Rooms’ artistic programme.

1 The city is famous as the birthplace of St George’s mother.
He is revered by all the monotheistic religions in Palestine as
a saint (under different names, including al-khader) and also
patron saint of England. Yet its Arab Christian and Muslim
histories are hardly visible today and it has become notorious
as the drugs ghetto of Israel and one of its poorest and most
violent urban centres.

2 See ppl1 for further details about this archive



Photographs, like a sort of embodied,
physical subconscious

Mitra Abbaspour in conversation

with Dor Guez

Mitra Abbaspour: Let’s begin at the beginning. When and in
what context did you begin working with historic photographs?

Dor Guez: | started working with archives in 2006, as a part of
my studies and my PhD research on Orientalist style photography
in the Zionist archives. Three years later I started working with
archival footage as a visual artist and not only as a writer.

In 2009, I found a suitcase under my grandparents’ bed, packed
with plastic bags filled with photographs and other documents from
the first half of the 20th century. I had never seen these materials
before, and I remember wondering why they were not organised
in family albums as is the habit with these sorts of photographs
(weddings, baptisms, studio photographs for Christmas, etc). With
my grandparents’ permission, I took on the task of organising
them into albums. I tried to build the conventional narratives of
family albums and to organise them accordingly. As the unofficial
historian of the family, and maybe also as the eldest grandson,
my grandparents let me deal with these materials. I found myself
editing our histories over and over again in various versions and
possibilities, but I failed with the primary task of making family
albums. I realised what my grandmother understood all along: it is
an impossible mission. She gave me time to reach that conclusion
on my own, and to fail on my own, as she had in the past.

MA: What is the significance of working with this historic
material for your work?

DG: This accidental encounter with a single suitcase was the
starting point of the Christian Palestinian Archive (CPA) project,
which is the only archive today dedicated to the Christian
Palestinian diaspora. The CPA was also a turning point in my
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artistic practice, and it provides the basis for all of my installations:
it can be one picture, or a series of 15 photographs dressed as a
family album. It was when I started writing, recording and filming
(as a part of my attempt to contextualise the materials) that I
realised why my grandmother had packed them compactly and
put them away under my grandfather’s side of the bed, like a sort
of embodied, physical subconscious. One cannot classify them in
the common genre of “family albums”; they are evidence of a life
“before” and “after” (some of them even “during”) one year (1948)
and an ongoing catastrophe.

MA: The material qualities of the original photograph—its
surface texture, tears and creases, and evidence of handling—
are high-lighted in what you call a “scanogram”. What is the
importance of emphasising that the historic photograph is not
only an image, but also an object?

DG: You described it correctly. The meaning of the term
“scanogram” is literally drawing with a scanner machine. Every
scanogram is made by three layers of scanning, each scan is
programmed to feature a different aspect of the material, and then
I compose the layers into one image. A scanogram is my personal
interpretation of historical material from the CPA. Naturally, the
process relies on a personal perspective and the outcome differs
from the original photograph. This technique of multi-scanning
stresses the history of the document as an object, meaning the
rips and tears become very prominent in an almost abstracted
way and take on a three-dimensional format in their size and scale.
The scanograms offer ways of re-presenting these documents and
seeing them through sharp, high resolution prints. Scanograms are
activated as contemporary ‘objects’ or, to be more accurate, as a
result of their contemporary physical condition.

In other words, the original photograph, as a physical object,
has a history of its own, and the scanograms are trying to bring
this story to the surface.

MA: As you are describing your process, it strikes me that
once you transform these photographs into scanograms, each
picture effectively has two authors and two dates of creation:
that of its original and then your revival in a new form and
context. How does this historical and authorial dualism reveal
itself in the scanograms?
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DG: Indeed, a scanogram tells two stories (with two dates) that
complement each other: the first is in the morphological content

of the photograph, “Samira in her wedding gown”, for example, and
the other is the story of the photograph itself since it was printed:
the tears, the folds- the fact that Samira’s wedding photographs
were saved under the bed and they are not organised and kept
“appropriately” in an album. The scanogram of the wedding
photograph tells the history of what they refuse to talk about
directly. It is exactly the condition of a physical subconscious.

MA: Do you think about your work as an interaction with the
original photographer?

DG: Yes, not only by my scanner’s interpretation, but also with
my act of abandonment of the originals; I almost never keep

the original photographs. I scan the photograph or any other
document, and send it back. The goal of the CPA is to become

an online database, and I have no interest in expropriating the
photographs from their original “plastic bags”. The materials will
probably disappear with time in the hands of their keepers. That is
the story of photography; it has a time limit if you don’t keep it in
archival conditions. I know it is hard to grasp how a person who is
dedicated to research in archives can let these original materials
go, but this is the nature of this media we call photography, and

I respect it. A scanogram, therefore, is only one point in time,
one date, which interacts with other dates, when the camera lens
snapped and the photograph was printed.

MA: I understand your thoughts, however, I must admit

that as a photograph curator, when I was watching 40 Days,

I winced when Samira tore apart the photographs of the

Lod cemetery with the sigh, “must be done.” At the same
time, I was impressed by the symbolic power of this gesture,
which emphasises both the physicality and fragility of those
photographs as objects and as historical records. What is your
relationship to those pictures as evidence and as history? How
have those thoughts shaped your artistic practice?

DG: I definitely share your feeling of unease; when it happened, |
took a deep breath watching her damaging them so severely. I could
have taken the photographs from her hands, and separated them
gently from the humidity that pasted them together, but it was her
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prerogative. Now, it is the story of these images as objects, and in
order to tell the full story this act “must be done”. The two stories
of the photograph intersect here in a poetic way: the morphological
content is the documentation of destruction, and the terrible way
those photo-graphs were held and then separated, the history of
the photograph as an object, is a second layer of destruction.

The 40 Days video is an opportunity to watch an expedited
process of interference in the original photographs. I sat with
Samira in the living room, the camera between us, and we talked
about the latest destruction of the Christian cemetery in our town.
While we were talking about it, she told me that my grandfather,
Ya'qoub (Jacob), took photographs to document this violent act
for the police, as official evidence. It was the only documentation
of the demolition, and since the police didn’t solve the case, he
got them back. Samira kept them in a kitchen drawer, where they
were exposed to moisture from her cooking, and she sent me to
find them while we were shooting. Usually, my scanograms reflect
years of weathering, but in this case the story of the object was
built in minutes, while the camera is filming. This video keeps the
same logic of the CPA as an archive based on digital scans. It is her
photograph, and it is her right as the owner to destroy it, and to
hide it in her kitchen.

MA: 40 Days opens with statistics about the Christian
Palestinian minority of Lod, and of Israel, as well as an account
of the repeated vandalism of the town’s Christian cemetery.
Against a backdrop of these cold facts, a hauntingly intimate
portrait of a couple unfolds. The snapshots that Ya'qoub took
to document the vandalism of the cemetery and Samira’s
explanation of them, as if pages from a family album, bridge
the political and the personal. When did you learn about these
pictures of the cemetery? Did you ever discuss them with
Ya'qoub? How do you relate the two halves of this film: the
subject of the Lod cemetery and of Ya'qoub and Samira?

DG: Ya'qoub, Samira and I never talked about the pictures before.
As the camera is our third eye, all stories started when the camera
is operated. It immediately creates a new array of relations between
us. As for the two narratives in the video, you put it accurately.

Like most of my video works, 40 Days offers a deeply personal
story which relates to a larger narrative. In this case, it is the death
of Ya'qoub and his memorial service, 40 days later and, at the
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same time, the story of the place where he is buried, the Christian
cemetery in Lod, which every few years is being vandalised by other
religious groups. It is a hate crime. Maybe it is only a question of
time before his grave will be damaged as well. The destruction of
the cemetery reflects the situation of the Christians as a minority
and, more generally, the human condition of being vulnerable.

MA: The film is situated historically by its dedication to Ya'qoub
Monayer, who lived from 1920-2011, and in the timeframe laid
out by Samira as she discusses the epitaphs of family graves,
specifically her mother who died in 1979 at age 80. From this
perspective the history of the entire 20th century is cast in

the individual lives of the film’s subjects. I see this as related

to your scanograms, which take on complex, overshadowed
chapters of history in the form of personal and candid family
pictures. How do the details of these individuals’ lives speak to
more universal concerns?

DG: Being a minority is the constitutive condition of this century.
It is not only being numerically outnumbered, but a question of
different contexts as well; gender, education, economic status, etc.
In fact, at some point in our lives we all experience the feeling of
being a minority, but for some of us this condition is suppressed.
You can look at my work and reduce it to an aesthetic statement
regarding my culture or the history of my region, even the art
of telling a story—all correct. But, I hope it is also about human
solidarity. The term “minority within a minority” becomes a sort of
metaphor in my work; in my eyes we are all Christian Palestinians.
It is also your cemetery that is being repeatedly destroyed.

MA: Several times the film lingers on something that is
poignantly absent. I am thinking of the scene of the gravestone
with only half a cross, the imprint of the missing half stained
onto the pale stone back; or the 40-day service in the church,
where a piece of white paper obscures the head of the priest;
or the heart wrenching final scene with one pair of feet
stretching out in the early morning light of a bed, ignoring
the ringing phone. What is the role of absence—visually and
conceptually—in 40 Days?

DG: The role of absence is to create a gap for you to fill. It also ref-
lects our inability to tell a full story, both visually and conceptually.
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[ will expand on one absentee, who requires an explanation: the
wrinkled piece of white paper showing in the 40-day memorial
service in the video. In past installations, | have dealt with the
complex relationship between the Christian community and the
Orthodox Church. There is a cultural gap between the church
leaders, who are in Europe, and the congregation. In my installation
St. George Church (2009) you see the priest giving a sermon
in Greek, a language that is not understood by the parishioners,
while an interpreter from the community translates his words
into Arabic. The Sunday mass takes three hours because of this
act of translation, and obviously there are many situations “lost in
translation.” In 40 Days you see the priest reading from a paper
that is being held against his face, so he will remember the names of
the deceased family. It is the only time in the video that you actually
see a human face, and it is being concealed most of the time by the
priest’s note, leaving his presence as a remote representation of the

religious leadership of the Orthodox Church.

MA: Arabic, its daily vernacular use, and its easy mixture with
Hebrew into a local dialect, is a thread that weaves through the
film starting with the salutations of the phone calls that open
the film and throughout in Samira’s conversations, as well as in
the final “read” liturgy of the priest. What is the importance
of Arabic in telling this story, in painting a portrait of the
generation of Ya'’qoub and Samira?

DG: Three languages play a role in my videos: Arabic, the mother
tongue, which is used for the act of remembering; Hebrew, the
acquired tongue, which is mainly used to describe events that
happen after the war; and Greek, the religious ritual tongue, which
we don’t understand at all.

MA: The narrative structure of 40 Days is poetic. Rather than
identifying the characters, illustrating their features, and
describing the series of events that transpire within the film,
you present a sequence of filmic snapshots of tightly framed
gestures, details and symbols.

DG: You describe it beautifully. The story is being told by hand
gestures.
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MA: The complexity of identity—religious, cultural, linguistic,
territorial, historical—is a central subject throughout your
work. This complexity is often revealed by partial documents
or questions without answers. Please discuss the role of the
unknown in your practice?

DG: Yes. It is evident in my work that there are more questions
than answers, and you actually leave the work questioning yourself.
It is a wonderful state of mind to be in—the condition of asking.
The answers will be shaped by the individuals themselves. They
are pointed at/for you.

Another thought: we are constantly preoccupied with our own
identity—maybe it is a reaction to globalisation, and maybe that’s
how we've always been. Did you notice that since the internet
revolution, there are more and more archives being established?
Do you think it is partly a reaction of preserving our singularity?

Maybe it is a topic for our next talk.

MA: What motivates your work?

DG: Memory.
Thank you for your questions.

MA: Thank you for your thoughts, Dor, and most of all for
your work.

Mitra Abbaspour is an Associate Curator in the Department of
Photography at The Museum of Modern Art in New York. At MoMA,
she participates in a collaborative research endeavour to study the
material and aesthetic development of photography in the early 20th
century. Her doctoral research focused on photographic archives and
their methods of writing a history of photography in the Middle East.
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“This is a photograph of Lod Ghetto”
Dor Guez

Place and date: Lod, 1949
Event: Samira and Ya'qoub Monayer’s wedding
Photographer: Unknown

Scanograms #1, Image 09, Samira
in her wedding gown, the first
Christian wedding in Lod after
1948, 60 x 75cm, 2010

Two events vie for the role of my very first memory. One is my uncle’s
wedding. I was nearly three years old at the time. His bride’s fingers
were bedecked with colourful thimbles for the wedding dance. The
blurred flickers of colour generated by the plastic thimbles moving
rhythmically against the white backdrop of her bridal gown are etched
in my mind. I have never asked to see my uncle’s wedding album, but
since weddings are usually documented and reported by both citizen
and state, I can probably access the photographic record at will.

The other memory is crisp and more vividly detailed. The
actual event probably occurred around the same time, but it was not
documented, nor can I date it with precision. I do know with certainty
that it took place on a Saturday because that was the day we habitually
went to the beach in the summertime. On that particular, undated
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Saturday morning, my grandmother took my brother and me to the
beach in Jaffa, the city where she was born in 1932, and where her
childhood home was located 100 steps from the Mediterranean. She no
longer lived in Jaffa, but that Saturday morning she carried me into the
sea, her back serving as my buoy. The water was calm, without waves.
My petite grandmother wore a shiny black swimsuit, and I felt as if I were
riding on the back of a whale. Flooded by a sense of security mixed with
excitement, [ glanced back at Jaffa’s shore, the town’s sand-coloured
houses looking tiny on the distant slope.

Several decades later I find myself poring over a photograph of my
grandmother’s wedding. It was taken by a professional photographer
whose name she does not recollect. Her face is shrouded with a trans-
lucent chiffon bridal veil, yet one may easily discern her big eyes gazing
at the camera. Her painted lips are sealed. Her features resemble those
of my mother. She is young and wears a white wedding dress, which
separates her from the crowd even as it draws attention to her presence.
She is an absent-presence.' To her left are her best friend, Nina, and
her brother Jack, slimmer and much more handsome than the man I
remember from my childhood. She is surrounded by her bridesmaids,
dressed in their best, their hair parted and adorned with ribbons, her
cousin Rogette to her right, and the groom’s sister, Rowaida, behind her.

It is an occasion that is routinely documented: the bride, accomp-
anied by family and friends, leaves her home and goes out into the public
domain, inviting city residents to join the celebration. A Muslim woman,
identified by her black scarf, is part of the crowd, attesting to the fact
that members of other religions were participants in such festivities.
Another short woman on the right stretches her neck up high, hoping
to be included in the picture. On the left are two men: Tawfik, Samira’s
uncle, trying to provide the camera with a full view of his face (alas, half
remains hidden); and Issa, the groom’s uncle, who appears in profile,
wearing a Turkish fez and a striped gallabia (a traditional Arab garment)
with a tailored jacket over it. He doesn't look at the camera. He is on duty,
announcing the arrival of the bride, and is captured, mouth wide open,
singing in her honour. A certain distance is maintained between the
bride and the camera. It is a tacitly observed gap that no one traverses.

[ found my grandparents’ wedding photographs in 2009 in a
white plastic bag inside a frayed suitcase kept under their bed on my
grandfather’s side. “These are our wedding photos,” my grandmother
confirmed sixty years after they were taken. “What year was it?” I asked,
and she replied, absentmindedly, “a year after 1948, expropriating 1949
from the sequence of time, adjusting to an internal calendar of her own.
My grandmother’s family was forced to flee Jaffa in 1948, never to return
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to their home. This much I knew. And so, I let her be and did not ask
any more questions.

Later that year, while filming the video July 13, I heard my grand-
father use the term “Lod Ghetto” for the very first time. I was stunned.
In my mind, the term “ghetto” carried different connotations related
to urban slums or to Jewish European history.? But my grandfather
repeatedly said, “Lod Ghetto.” I googled “Lod Ghetto” and Google
corrected me by asking, “Do you mean Lodz Ghetto?” Later I learned
that the name was given by the military government, established
by Israel after the 1948 war, to a fenced-in area around St. George
Church in Lod. After the city was conquered by the Israeli army in
July 1948, the vast majority of its Palestinian population was forced
to march on foot into exile. Only 1,030 people remained in Lod, and
they were concentrated in a small area surrounded by barbed wire and
placed under military rule and curfews: the Lod Ghetto. The term took
root among the city’s old-timers as well as the newly arrived Jewish
immigrants who settled in Lod after 1948, and even today this area of
the city is known as the “ghetto.”

In the course of time, photographs blur the images that are etched
in our mind, becoming the official visual representatives of those events.
Undocumented events are often forgotten, carried into the high seas
on one’s back. Photography and memory interrelate in diverse ways.
Photographs can compete with, obliterate, reinforce, contradict, affirm,
or otherwise interact with experienced, undocumented recollections. |
have never looked at photographs of my uncle’s wedding for fear that the
beauty of my memory would not stand the test of time or taste, that the
photographs would undermine the personal experience. Nevertheless,
it is customary to photograph joyous events, such as weddings, and to
arrange the photographs in an album. The presence of a camera raises
awareness among participants that the event will be recalled and re-
viewed in the future through the resulting images, the most important
of which are often framed and displayed in places of honour.

My grandparents’ marriage ceremony was the first Palestinian
wedding held in Lod after 1948. Inadvertently, their wedding photo-
graphs have transcended the role of family mementos and become
charged with historical significance as rare archival evidence of life in
Lod Ghetto. After my grandmother hired a photographer, posed for him,
paid for the photographs, and received them, she shoved them all into a
plastic bag, which she buried under the bed. Why didn’t she organise the
photographs in an album, as was and still is the custom? The historical
context provides a key to understanding this dissonance. One doesn’t
display the pictures of an insult in a family album.
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That year I initiated an ongoing project, the Christian Palestinian
Archive. It began with the photographs in the series Scanograms #1,
which refers to the practice of making family albums. The archive as a
whole features images traditionally categorised as distinct photographic
genres: “passport photographs”, “wedding photographs”, “class
photographs.” The documents in the archive did not originate from
actual family albums. They were salvaged from scattered plastic bags
collected in Lod, Amman, London, Cairo, and Nicosia. Samira Monayer’s
photograph, shot “a year after 1948, is not from my grandmother’s
wedding album. Nor is it (just) a photograph of her marriage. It is evid-
ence of her catastrophe.* Photographs are often described as capturing
decisive moments, but they are also mute. Their silenced meanings
emerge in the space between the image and the viewer. The traumatic
historical context and the archival display restore this photograph’s
voice as | write: “This is a photograph of Lod Ghetto.”

This article was first published in Dor Guez—100 Steps
to the Mediterranean, New England Press, 2012

1 “Present-absentee” is the official term used to designate Palestinians who
remained in the country after 1948, but whose land and property were confiscated
and handed over to the state. The Absentee Property Law of 1950 grants to the
State of Israel the assets of those Palestinians deported from it in the 1948 war.
Israel’s expulsion of Palestinian civilians in 1948, the confiscation of their property,
and the denial of their right to return after the war are actions forbidden by the
Geneva Convention (IV) relative to the Protection of Civilian Persons in Time

of War. Geneva, August 12, 1949, articles 49 and 53 (see www.icrc.org/ihl.nsf/
FULL/380?0OpenDocument, accessed 6/3/12).

2 The term “ghetto” originated with the Jewish quarter of 16th century Venice, the
only area of Venice where Jews were allowed to live. Its name was derived from the
foundry (geto in a Venetian dialect) on the site. “Ghetto” has since become the name
used for all Jewish quarters throughout Europe. Today the term also denotes a part
of a city populated by people of a specific ethnic group or of low socioeconomic
status.

3 Haim Yacobi, The Jewish-Arab City: Spatio-Politics in a Mixed Community
(London: Routledge, 2009), 32, 61.

4 Whereas most of Israel’s Jewish citizens refer to the 1948 war as the War of
Independence, Palestinians refer to the war and its aftermath as the Nakba, or
“Catastrophe”. With the establishment of the State of Israel, nearly three-quarters
of a million Palestinians were exiled.

22

Artist’s Biography
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History and Theory Department at Bezalel Academy
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Guez’s solo exhibitions include Georgiopolis at the
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for Contemporary Art, Berlin; The Nation’s Groves

at the Tel Aviv Museum of Art and Carlier Gebauer
Gallery, Berlin; Against The Grain at Beursschouwburg
Art Center, Brussels; SABIR at Dvir Gallery, Tel Aviv,
40 Days at ArtPace, San Antonio, and more. In 2012
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Mediterranean, was shown at The Rose Art Museum
in Boston. His work has also been shown at the 12th
Istanbul Biennial; the 17th International Contemporary
Art Festival; Videobrasil, Sdo Paulo; the 3rd Moscow
International Biennale; Palais de Tokyo, Paris; Benin
Biennial; Bucharest Biennial, Tokyo Metropolitan
Museum of Photography, and more.

Guez is the recipient of the Orgler Scholarship, Tel
Aviv University; Ruth Ann and Nathan Perlmutter
Artist in Residency Award, Rose Art Museum, Brandeis
University; and International Artist in Residence
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40 Days, ‘Scanogram’, series of manipulated ready-mades,
12 archival inkjet prints, 90 x 65cm /65 x 90cm, 2012
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40 Days, Two-channel video installation, 15 min, 2012

2012 ¢ 483 15 ¢ 08 e g6 ey 40

id book.for itin the firstfawel

il

e inside of an envelope, which is among other envelops

48 49



50 51



52 53



In 40 days

54 55



56



AN B ppeal) 1 5098 g0

Glanadill amia (Ul b g ¢l & e Heaalg
B 5yl ) 20 e Rl S g 555
5 ST 3 2l 05 503 3 s 525
i Aralag clind YY) 8 by g el avanaill 5 () g3l
LB S )l J ) Wil <2009 aladl ds

(2 Aoishalil) Al

da Y1 3,

“Osl s s das e 33 didl 358 (m jlae Jaids
Caadall (8 e dlile® 5 ¢ 5uall LS Uiy Caata b
Qéﬂdﬁ}mswgé“aﬂ\“j ‘d)ﬁ}m cgg.bjg_wd\

el J5 Cantia 8“0l gl a5 S5 5 ¢ 5 ¢ aalall

& COLE GaSe el sl 4l S (g nlle 5 call
Gl (B s eJuS 5 el E sl S s
Ol ¢ Sl 5 alla 8 La gy 40% 5 el i ¢ o
100” Ol sie ngad dae JAT dany Lo e 5 ¢ i il
S50 <haie Baa e o5 il jaill )5 gha
stibaul iy dalee (e IS Glaug 8 gl

sl sSasa g ¢ gl sl & ca)l g ¢ e

s ¢omin (Jns tom b (8 ¢S sk jual 5 e

L e s psaill s sk (U 55 s Coalia g e A

3l tcanl Jidadls (po pile Hol daia e st g
ol Hg e e Andl) AL 5 gal yy L
g"_ui O el gall Aal) 48Y) 5 Yla 5 ¢ il p daala
sl Ol s

58

1A 8 550 Aielall Lgnilas s cliadf ele LT danda cillaal e
g 5all (AUl Slaall Qo (X gl HBUN 53 ) guall ( Le @il
1S Lalila gl um A1 2 3 g8l) 5 ) gaaall 03] (Jlamy A SV (sl
AR PP A

Qe - Jage 099 QS B A gY) 8 pall Alal) oy
Yye¥ cﬂﬂg‘\;ﬁjhh\,ﬁd\@\i#

pladl oy o gl 81 g8y Al Cpaaiadanall) aaal addiul) e et ¢ gualall il
Al @ 3 A sall ) Gl g L yalian Cya 2SOl 5 agaal )i (S1¢1948
Leie (gl ikl oY 56 3 525 ) J saa¥) 330 ) A 52 ey €1950 alall i)
1948 alall Cja S

oA (il Loaid 3 e (slad) ) U (53 el ) ) 3 5587 2
Si) G Bl Lpanl 5 L | siomy 0l 256l L s (IS (1 i) b 5 01 il
B3 el sl S pkiny € 51 pun ol lld dmyy SB3ama” inty (LIS gl 8
I s Y alaally Galall Apnall (ga s 3a () Dad peail) gl asall 5 Ll 8
il gLyl 5 e laiay) adsal

(s ala 3
The Jewish-Arab City: Spatio-Politics in a Mixed Community
(London: Routledge, 2009), 32, 61

pidse (3a ISy Sl 3 0lan s (1948 alall Guidanddl) (pinall JSl pu) 3k yiiny 4
cal) iy b el Al Ainal) (4) Cavia 8L Lea sat il jlas e jall da
ol N yai) ) 53 594 (Ul 01948 < 21 cchia
www.icrc.org/ihl.nsf/FULL/380?0penDocument, accessed 6/3/12

59



Aakise @il yhay IS 5 ,SIAl A1 e 55 gl gaail) (8 (I

e Al iy KA ae el e 5 a8 481 e g3l ) saalld

Dbl AU laaSs Ll of Lere oSl e la juai g s A5 sal)
@ e (0 Hsall dleaile e Ba A Guge [ sa ()
(3539 s sl a3l ) alal (gl adais Y a8 Ll 5 ¢ 3 SI
@l an Apaddll & adll (e duza s O 480 52 535l seall Sy Lag
Dall i g el e Y1 Jia sasad) Clanliall  geal linall (e 4dld
Sl aY) a2 e &b a sl Gl aalSl aa g5 Clasall 8 40 58 i 5l
O Sliiane L) il alay 5 S Lol clandiall el b (S el gy
Lo Lle Lein (pe dnaal €Y @l g (ddagilal) 48 je 5 gdll | guall DA
Aala o S5 Sl & i gy s

1948 abad) amy alll 8 gy Sk G ge sl (5o 7)) Jia S
5 siuna ) Alilall I SEN ) 53 Lagas jo ) a0l clalay () (5525

o 1530 Lads i Sl a il s ) Baaals 3 pania Canal g e
Lol gie” Aslall

ol s 4ty ¢S (eS8 Lases L ey i clgialin
Gland) 0 Sl ) Lo g Balad) il Lalia ca sl 8 ) sacall adaii ol 13
gl Gagaa Y el milind) o sl m?@&;w@ﬁﬂ\
(Shile ol 4] a3 1

el Cant V1 ) Laild J)5 e g 5 s il calall Slld b

<1 # Gl e G Judia 85253 gall ) gealls fan g Julanldl)
s Ao cila sl anand b Abiaial) i ladd) JY adi )

ogea” e duia e A8l e sigh ol gl sale iiad 1) pem i Y
oty 6“hfl pe il pul eI ) s s R 2 53l ) sl

ifile e sl e 325 ) i W) 3 I )2 i il i gl
cs_mlal) 5 ailg clas 5 calll 83 Jimae LK (ST (e Lgman o3
1948 alall o diu 2ey? ALild) a3 jaw sy sa bl Lusging
Jinl3 ) sm 2 yae (o Gy ¢ Faa a e el e ol gd
i Ll G L Ll palls 1S5 e Qo Ll Leals)

60

e‘)&:\_ﬂ.uml.é_\;\ \Jén\snju.uj)ﬂ\uyu@zdm:\&m&m L@J
AP ECIP TN D PRI IVEN P

Aaia Ja03 Ganl Sudly eS8 2009 alal (san (s sea i g
g Aling (gl Caaill Caila e claa g s it A giae A3lL Gl
Sy Aas (s 3y o DSl L je ) a8 0287 puall (10

2 A 2 13 L8 (a0 eculald B o 87 il Lelalidl e
o5 e 5 a0 il (o ol e 5 S LS 1048
aladl Uiy e Sl al e @yl s Alle il Ly (ala A
Slo LS5 a s adeile IS 10 Lo I Iaf a3 215 01948
AT Al Lgle &kl ol Lella

Cara <13 )Aﬁ”ﬁMg})Ad)AJ ‘?L’d\ gﬂlhw:\ﬁ;\ﬁéﬁg
“ e AaS culS et o V1B jall o) 51 5 e addiag gaa
35 el o) 38 LAl A8e Lo daline e 3 & Jasi
Ge Jasa b ing oyl i s S Jla ggan oK1 2 A8 a0 L
Aaall) o) gle Jiad Ja” 4GS e raaay s (J jedad 55kl 028
W A Sall J8 (e aef 28 an) G @l ey b e “O(A0 ) 5
Js iaall dntiuall dahaiall (1948 aball o aay Ji) ) A il
Siuall 3y e Al PMlial s Al 8z 5 Al e ) LS
3o Cialanslil) WS A | < pnl 01948 5 (8 (L) )
sl ) ol e L

dalie 8 ) seen 6V 58 5 Lol 1030 (o s A Aipae 8 (3w ol
Jsaill e g eg_Sumll aSall a3 ASLEN @DLLYL ddalaa 3 yia

Al Il ) oadl ) ail) 138 S gays 38 sie sl Ledde Bl
Ol 63 ) slae 58 (e M) G sriadanddl () 5 el 5 Gl S
QM\QAM\&@JH;\ 25 ¢1948 Al Ja_j‘lﬂ““;\j‘)g:\u\

3¢ =

e
& hosinall | geall Gl g 481 e 55l ) geall o ocdgl) g 50 aa
el clubiall Gl s S (5 pad) Jiaall 5aY) 8 maal Lila

61



his s bl s po DA LA Y] 4 (a3 LS (5301 o 5
dpaad) il hls ) A ae o i0a] sl e cad) @l
3 sha 100 2 Ao Ll ik Cap ady Cun 1932 alal) Lgad Sl g )
cméw‘ﬁheo&ﬁoﬁéa Luﬁd\)aﬂ\ukwun
«_qum}u\uhu«_aydm} ?»M M\‘@hwﬁj Lml.m
Lasiee 0Vl Gila Hsndicindy Cign el e oS S @l
4.\”:»93\ g_aj.\.\l\ ‘_J g_m.\s c\ALﬁ Gia\...u ‘A\ cﬂm\ﬁ ;\le\ ‘_‘JJ\ g_xs.ﬂ\ ca_)l_\‘ﬂ_a
Al il e Taa s s ol il sl

B ilSy s gaal ) e pandil oudi sy dae 25l ey
iyl ke Lo s S Al S5 i o oo 3y le i)
uUJ;EL@.).\éLoMUm\_\SAAu\S c&ﬂhc‘\ calall) ujs.u.n]\ Cwee
Ai g ¢t ¢iSa lllaal) laliad ¢l 4\;)}:3\ “JJC)‘“‘J.—P‘&\Q
e Leboaty (anl Gl gl (51 55 LS Lgd) el madle Lemadla
Ltle ) pua gl Ll oL el g )

il ST S A el La il 5 dlgiliaia i L G bl )
L@.il.\.\mb‘\.km‘sij @S#woﬁh\dﬂ‘d;)&\wuujj
ch\)mufjbwm}uulsj cwﬂuw\wﬂ@\)ﬂ\
Mol s Guall il deiba I Cun s ) Leae iy llia

Lot & 55 Llinnn o Leilile 388 53 g yall Bale (35 95 Aalia L)
G duaY) 84S Ll Anaall (IS e dale S ‘A\ i g
Crania i85 03 g gl elae A (e b e ddalia 31l 5 ) guall
o sS85 Al il cpe Tal a1 o) 2S5 La 138 5 cadial)
byl (ppar 8 i (g Al Byl 8l el i g gl 138 (e iYL
L b 85 5 geall e (05S5 ) el e o oY) ) i i
&h\y\ﬂ&\d&é\ﬁdﬂ\ww?ccdﬁy O ¢llia
A ¢ 2l ac cwmj‘(hN@JMu\cw)A\w)APJ
L858 o5y Alahaie 3l 5 Labaie Loyl Lo ye ¢ guila (S0 iy
0 OOle YL il daga B sed ) melSN ) Dl Y s g 6 i
Loy oS5 iay o g cdad lidil ddaal's ) gual) adaill g ¢ g yall Jsams

62

Jnss sl “agl S B a0 ln”

1949 ‘(.\.m) KRN :@me Olsad)
s Qg 98 e G e tAmliall
Joge 1o gpadll

Jo) e sl (BB a9 28,8 5 (1 A p) £ gilS
1948 plall 32y alll Adyaa (8 (Agsa (Pbidd e

S (M e e LY 5l e S5 0l JDial e (inli il
GLLAES) 44 Ye 4w g 50 C"L“a‘ Cils Lu)s.angu; wd\.ﬂ\@\.@.ab\
IUA Gan) ool s e o8 JS5 o jatidigle

el ) Lag llal b (35813 (35 guall olli & jin g \gtnad
L@Q@M\&H}cm\.{:@ﬁw\ﬁY\u\wu sé\;w‘f;:ﬂs;
Do ) Jipma sl -le V) e il Uls el sl 5 ol sl J8 (10
A gy ) puall

By el e ST pa Jualdl Gauali s daal 5 40 4l
@miyub‘@ﬁgw‘m&g\‘;aﬁﬁmu\oﬁ
Y () a0 Goa Ll e @ U LG8 IS gh gan 2y )l sl

63



e ¥ el) sl sads Jaall Asalldelia o aldllsaa g
G pal el Lay g el sen (o sl il sl (g o saT 558

55 ol de 4l claa¥ Ja - Lils 138 LS WY Lag 5 f el 5ol
fla L) i ) il Y e ST aae @llin ac yuYl
Ui iy BLEEAY) ) U ) L Ja 092 D o o035 Ja g

callas ¢1,9 jiaall La

5,81l
il e 1 S

Alee o i) 8 g0 o s e T g

Cinlay 318 585810y gual) pud 8 B30 Loue A g0 (ol | s

g lall gl Al pal iy 3y 8 (il ST Ay L guei (B Cnaad) Gl
Gy Sy L Cpdal) G AN Jilgh B B 8 g gAl g guall Maadl g

G kg Ad) 8 ¢ gl ) gual) lindif Ao 38 2B 4y cuald 52 o) ) gisal)
Ao g8 G (B A8 5l g el ey Al gl

64

o) sl 2l ellia 5 daa 5l 5 5 pm cunen Slela GG 2 Y)
Ale ol il eland JSX S cdgan s alel A pana 48 55 (e 148y (il
(Lo Lean s L cpaalil ) sandl) (3 (Y15 all Lgd) 8 sial)

Gl LalS 5 cplizand) 48 ) 5l by 8 ) (e b a8 a g

Sl e

A aadly g Fa) Al g g A gl \giale Jlaniau) g ey o) JSi
Agail) JaLS ¢y #1000 AS ALY s e gulil Und Lilaa 4 1)
8 e Enalal JS PR 5 lgn aldl) oy Al filgl) clallsal)

Ay A A adl pan A L ) of B g2 LAY Gulal) ) ddL|
€8 g o gy Jaad 4 55 59 e o Al 02

) Y Al Ay yall ¢ e a1 00 Caall AL U llia
IS Janiass ) Al Al 3 jnll 5 ¢ Sl Jad 8 Jextiag
Alaxiusal) 4 52 Y1 5 eyl axy o5 A EanY) Caa o) il

LB Lgagds ¥ A il A jlaall 3

il B i) (0 Y 5 i gy 407 3 mrctl) 3y
b g Al Ealaa¥ cpa dduda cina g g ¢85 L) agaalal (a2 e dlia
I3l Jaaldlll g

(V) Clelay) Aol o (St duaill | Jres JS5 4liia 5

SIS B guaga -bidy g Libaa 5 Ty gad g LBLED g Libin 4 5 d) e
Gilis PO (e dde (RS Ay La LIS adel) A g dllas alaia) o

B Jogaall Jgd oo daaal) iy Ja clila) 93 (e Ak gl 43 e

Seling jlaa
e L sk ) ALY e el ehal il § Loy Jaadl (g plas
s ol g ABLY) okl ada Ladie Jiell dedl ) Alla L) clos

65



O Lalat Adiaga g B ¥ gud J glis () ccila) £ 5ilSny dday ) Sic
Jaliil (1S S tdag a9 dpnadd Llile ) gua IS (A o )
4l gad S| agar c i 0 313N £ A il gaa

Y 13 5 Al sall aded Aol (galaall o A0S L dgia 2any L
LYY a3 o SIS Uy cladi s e (e laae S8 281 o iay
ela c‘_gdha.ﬁ‘ﬂ\ @A)MJ ceﬂa_\j\j cu.u;j\ wu\‘sjr_cdd;d\
Mcuh;wu&ﬂ@jcmuucw\@s
fd\al\odﬁuﬁeuhauad\dﬂuﬁcmy'\oj\@m\_u\m‘)u
Bl (e g pual ) apality oo o allai f iy
M&Jyuswby‘ft;j\ @M@Jhﬂ}j\c‘;\s&u
dPLAJ‘J‘BM.UU‘dA\‘s_\.\SS W&_\)uju‘el&sdsj .
uAL::)J k_\A.LAA\ “M\Wm\” B ylaxd u.aLuY\ Crabiatl)
.UWUJHML’:‘A?UM@%’JML‘J‘Q@@JM‘
ueﬁ‘;ﬁaﬂ!& i ..LAAJ\Q_U‘J.IJM

oB s sgdia sy Ll quild gl (36 Bas &l e alidl) Ualiyy
LAl el ke AY) 3 g8kl Ciuail) o il g cquba diual 4le
dua (duiSl Al (“Q.u.afz!\” Jia) Qum\dhuéj ccaalal) jaall
OJM‘O}JA\DJM\JLJ"uaﬂ\u.ubf-de\g‘\ah&uhﬁ
w)ﬁhycyﬂiwcud\ygm&ﬂcﬂdnﬁ‘,mem\
9“&3440”L,AJuuﬁ_LngAAJUM_uLuJ\deJALa Lailgd)

eqr_L.A.ﬂu&uysj Al Sallg) 8 6la g Qball g
J‘).Lu.u\.m Lu}@uj\h‘)mag\yc&\_qhuﬂ\dmécu)ﬁ
ﬁd&d\‘ﬁﬁ m‘;u@\ﬂjﬂ\_h}»%ﬂ@ch\jg&@
S 5l Ly 40 2 s @A) i) is ) g e
Al § dasvial \&u\dﬁus@&)@@mu@u\
ol i€ elae ) (o Le Al 5 b lligh 3 53 55 Y
an) Jany A € 51 ) A€ Ule 5 s sl o
abha AL Gl o 5 ¢(2009) “ousbin s sl i€
llia Loy AniSll ) seand dasgda e 43l a5 Ay e Y1 411
sl (8 paiy A pad) ) ASLalS dan iy o g8 AL (40 p i

66

s pand ) it Ll Hf s jliely Cpasd) Guidadal)
ASIaS Ball Led laay a5 ccillaall s i Lgh ) sa L) B
Lednhe 8 1edds ol sl cla e

& Omapal) Gpbbuddl) oo cilibian) Yol “la gy 407 G ra piy
B el Siall 4y 9dll) (8 RS apal ) ABL) ¢S] pua) (B g Al
CREST A guda gal) (gilhal) ol A o5 Abaal) B Cpaaeall
G5 ghny WA Al Ul Al | g 3 Aages 4y 53550 8 90
ladea LS gl 8 yracs paeai g 5 jally (Gali Al 4y pddl) Jlas]
oy Gale e paddd) g pulpad) (i e dag 5 oAl a gl (1

Oa Ol (it oy 5 S Tlgde o gy aa Ciaad (Ja T00a 3 sl

B ey o glay £ g ga g Al B e £ gua ga 1par Laguiany ALl

O Dyl Jsn 68 aam s a5 Ul AN (s Lie (sl a5 o]
2 (i) culS G Liye W liely | julSl o ga g and U
e gana b il (BI85 gd | Jleaiu¥) sk 31 ulSl ) oS5 Ladie
g;@wcﬁ@\guﬁd\h}ohj‘mﬁu&ﬁw\w
407 a3y ¢ 528l 2D i 3 Jael alane Jiay ) ola jha
DM‘_,’AJ cmj\‘smmﬁa)m\.g_lm_)\mhﬂwua“uy
‘_Ac\.A).ul()mmwg\wu\dbjcu#oujdsiﬁcd&\
A DSl diad 4usi B ) g ¢ panadl) 3 pull daad b
Sexiall oAl o et A calll b Cppenaall 5 e cdd (o
Ll ol s I a8 qaalae 3 e i oy 0S5 0
o ypadi oy O I 5 Allisa (g gus o Lglal s Lal Sy >
A Gy pusall g g uSay 8 sl jpaxi o J il Sy L
Mm;ﬂ\&qyogagu:ﬁ\d&\cebd&ﬁgcw&”j
Asansi

L ke (51 e o il doy 55 A (a5 AL o g 2aay
B pam ddruda g ) A3l JUsY) Gada g 201191920 Calad) G
Al gl gl g cdlilad) 31 3L Aaldd) ) gil) (i ghi e Gaail LA g
JS R Jiady ¢ glalal) 138 (g Clall) G (8 1979 plad) il
Gl o) ALl cluadid (e duadd JSBla DA (e gyl ¢ AR

67



a5 ¢l Sl Aae 48 cania) A gl ) 3 et oAl ) 8

Bosall b s

J5a Add by Al Gl oY) G D pa dasn & USE] agh

B usam i ja Cpa “lag 407 A Sl s U Gl (Al 2 gigh
Sl ALl g 1Aa glia 335 a9 Al B el A8 8 g8 1 ) aa
¢8_alual) o 3a Lgland Al Ay Ja ) 5 g8l § S Guaef cdudi B ol 8
Fody 5 ¥l g GULSS Lgidlia g  gal) dlls Laa e a0ds )
il la LS g T S g Jilas 4d) 2 5 gil) ) puaal) llly B (A La
flgale A8l olin laa H8Y) Ul

3 ‘QJM‘JJGJUJAGJJ}JIAMJM\JSJLN\J.}Sl_\n_i
S IS 8 (S el e L i Uy linee Loks
ol Lgilan 1 gl 1) (e By Ll 5 Loy (gl 35
OV s Ledsin g lin S 3 G 3l Jad (S0 ¢ pmny Ly
3y e Sl i jal s ¢iBLSS ) gl el Al Uil el
el 5 i s Al o S JuS S
‘)MJJ\J:A 3 jmcg}u.\l\gj.n.d\ Mﬁmﬁ;mu&m
M&M‘FWJMUM Ciren Al A )l 45 Hhall
(e 4B Ak sa (LSS A 2 55 68ll 5 ) gaall o g (panall
el

& Jaall de Tt Blee saaliid Gua b “la 5 407 spad a3,

CulS 5 e slall 4,8 43 jnan ae Canla Ul ALY gl
&M@w\ﬁjﬂd\ﬁﬁdﬁeﬁbhﬁa}c@\ﬁ\ﬁ\
adiy g Casiall Jadll 138 (35 5l 1) gocn il o gy (g2a f 50 il
de\&)h\cw\dmé&ﬂ\uyjcﬁjﬂd\edhw
A sha )l Cua e cllin g cguadaally Sl a (83 ans Ll S5 e
Al o3a A& SIS (e il gin Sl je gilS Sl iBale
o A (@3l G pme A CS) 85 ) geallp JA) duad IS
gyl & 5 pdiad s Shaiall e Lailay goall 138y guailly

68

bl ) dadll sda ala ga il e il 4)

Lalla i oS dda alaf A2 gada (ol daf Apland) o il cuil g
Ol 3 ) gua JSI ey el )£ gl ) 48 2 g3 6dl) ) guaal) J3a3
dliaf 3ale) a1 cdilal) B pually alid) el ;AL ¢y oS5 Ay i g
Lgeadl ST () il g e ) AU S Cpnan (lan g (S g

felal 2 gilsud)

Lt aaf JaSy (pilise G Jliy) Cpiaal Sad cclal je il
s i ,bjiaugﬁsgd)ha\h@‘;ﬂ\ : AY

3y gall dial o8 5 AYI Wl Lo jo g (A5 jaew” 1 JU)
58 Ll 5 il 5 Al scund’ o) die Lgasd 481 2 53 5l
Laliad) 5 Lpaadati oy ol g g puall Can Calain B3 ppane (pupe Hsa
il 5 3em ol e SIS Ll sl B o JS5 Lile

4_1\ o)...;mu: Chaadl) UM}LA@J\_}JMJM ‘4_13\);:}1)55\
e pt Al e cLsﬁngmYd&uMGdeﬂ\@Ju\Ja
Al e gl Hgeall e Lalesasa

Sl puan g Selii o jlicly dlee (5 5 Ja

O Jr o2 el i guall ) Gl DA (e ad (81 s
Lagiaf Y Ll Ul cliboal) ) geall (e 40 sl 53 Al JSA
ol el ol yal 2m Ul ALaY) 481 e il ) saally
bl G Ll Lidlel o 8 (AT ARy (6T Sl b suall
e il 3ac 8 maay o s AN 8 Gasall (rilasldll
LS (pe 4y 5 gill 5 ) guall ) 30 aiga e U5 e yisy)
Dsn e Mgall AT 5 CASELI GISYP B LaY)
gg_s.‘u\ﬁjsjﬂ\sﬂms\u@mj L@_‘Mim‘;;é)ﬂ
el WJ\LJJH‘;L&&MGAJ&?HJ\ Jazaa | yee el
uMJY\@uﬂ\@\h‘;\MWMU\«_\MJA\M\
Sl Jsal) \&A%L‘;Aa&uﬁcaqgwuh;u\@m‘ﬁ\ 3 gall
BERTEIRY MJ"Ai Uij c“g\_}é)ﬁjﬂ\ 2 sl 1 e Lf.ﬂ\
e Jelily g (Ot & 5 e ) (B Baal 5 Al g8 al 2 SIS

69



sl e gl amy A sl idasadill Ca V) 6 g e
Aoy Cand HY) 138 OIS a1 sl - danddll il Sl
ALEN S 55 IS Gl a5 5 Al s jlen 8 Jsad

z ki3 pa 15 (e Al f banl g LAl )8 S5 ) gea (5SS uy
sl s Jamatll 5 LLKN il o (S8 a0 ile o sall LgalS
JS San Camen 13l ((Aalita ) gall Jaad 3l slas (e ¢ 328
cgle (o ol (5l pud) il Gl lginia gy ) saall &l
Lal (gale 2t LSl gy 522 o D) 3 ) sumn LgilS
Gl sl Colia o geall 038 auia g Sy Y 45Y 0 gmy 12
i Luany 5) “am L5 U8 L7 3lha e Jila g8 ¢l
Al gia 485 (40 (1948) ) 5 ple (A&

Ena e clgda alal) ) 2 g glll 3 guall il Al Balall 4o g
XY cL@J@J\:—AuJQ dﬂ‘}fﬂ\&g&dﬁj cbﬁjﬁ\h@ﬂjweﬁd
CSaall e ool 2 SIS ol dle itk Lay Lgple ¢ gl Jalu
o sy ) B2 15810 5 s gl o e ) dpan] g i o
gl LS (A i cpund B ga

Jnss U9 gl g (b ) fia

i gala g aina £ oY Aliay A ) puall

W2 i jsa o Jard Gl s ) Gadg e dglad) (e ol
e gk

Ginag sl 2 (e 328 2006 alall cilind Y e Jeel &y,
Sy aldall (63 e 55l sl (e ol ) Sall da g ylaY
Gle Janll iy <l i O 2ry s A gagaall iland )

Joid LalS Y oy Ul iy 28 cildail

((3a y yu Cand Ao g se aidhe dyia Sda 2009 alall
AT Bls5 A1t i ) gemn B slae A (ulSh 8 pdne
O el 28 (8T il 8 e JY) Caaill ) 3 gas
Alile e sall A Lgandaii ay l 13l el il 800 5 el gl el

Slen pul) Lasally g ol e &L Jinad iia y aa (3

(e Cliaka DU (e J gama “al e S IS8 D guall el
oLl e Calise Cuila (i€l a0 grse S5 ¢ geall prasdll
“al ye slSull” 8 3aal 55 ) saa 8 Cliidall auia g Caad clld 2ay
M‘WJY\waPuthDJMM\AJMJA
coanil) ilal) e Aleall adiad o el ey oapesall
@mu\djsl\us.u Mlm?\o_)yal\uc‘\ﬂmmd\ujﬁj
ULS W jlicly 433 ) 5 G Sl 2038 caswiall 5 ) gl prasal
Lu)mjajaﬁm\u\dmﬂ\jdﬁ\u\‘;\u\dhjcbj&
A Al g _LG_\LMI:\Q‘SLG_A;A@JLL}‘MM (83 yae Ay yhay (Al
e Ling s G o2 apaisale) b (331 )k cilal j2 i< )
Gons geasl pebdasdlle da plbde gl e Ba
S ol e palaa UL La el “cilal je SIS Jand sale
Al Rrnay | pealad) (ol L 5l A iy ST o]
st Loy iy 2318 ey jl5 4l (sale LS & Al 2 3 a5 ) guall

70

(ol e VL Aalall ) gall e g sl @l Gale ¢ ulill Laiay Lalie
as @l e g Sl aliel s (il g g3iull1 ) gea s carendill
G lgla el 8 gl dage Sl 53 ‘@Lwo\ﬁm
Alilal) e sl Lelead 3l Ayliil) il (i 55 dagall Sl

o Eosel) hay leudi ) suall ud )i D e ek o

Jalaills (513 (I ans alda¥) ST 358 Lay )5 cAlilall s )
AT 25 e L ol 55 al oasdli Caan g 1S5 3] sall 038 ae
Lgiaal ) 430 Y1 dagall b bt i) cdilide CLpilSia) 5 ety
Lo -l &€l Aalile cila sl Jae 8 Aliaiall 5 ¢ Eile e

bl 3 gh Aatis dage L) 5l Ol gmi aa ilS

o e JA) OIS Wi c(gan g L) @l LY am sl L

,‘;.al.,d\

feld) Aty Ay U Bake Ao Jand) e 0o duaal) (Saal) (e JR
OUail Ak S 3as) 5 dpiad Abaliaddly » sSadll ) iall 138

71



st oare b Al 0 Y- lee 8 i)
Lia (m ymall oy s ¢ 46 e 4t (o e
(oishands Ll ol Laaoal ¢ciall dbu il b

S yida 28 s3lely o sy ¢ oy silands AV
iy sl el Hanale b calll &l 3 sa 5l
geelutiall pL3N jlagd) 43l 5500 (10 SN Jeai ¢ 5 g
)3 Lag o) _pud A g0 sl Jlanall i g il
gcﬁﬁy\ﬁ)ﬂ\gc&ﬁcﬂﬁweﬁj\&
(S S8y dslaial) (55

2013 an_ ¢l

LqS)a.a;.“}iun)au»gdﬂ\oﬂ\}uui‘)m@iqqukﬁ‘xﬁﬁ\1
Ll il | cpdands 3 LIS (LYY (o) AS jitiall dyenl) ZAUE 48 a3
Lgngunall Ayl L T alaea < alll Agae of W1 1) a0y el 1) il
DT s i sl (g8 ) ol danalaS 4 5 ya p sl sl s 40Dl

70 om ososbe Vs st 550 mle lsall ) kil 2

tﬂ-HNUJAS\ Glelt g.'lﬁ\ éAqu\n i,.\.“a g Ow\

72

UA’J\(‘G-‘A“@U#\)LJJ}FJWJW
138 Gasa cpaalall S5l ol Sl e G aaka )
(Gl

ol e il (Lo sl ey Ul e 5l el
Lesys o aallie Llall 5 S Ja clld g agililn
Gy ol il 8Y) gall (Bac aglilall ¢ padla

eUa.ﬂLa Bda 488 ¢ Liflaaiag cilla Lﬁﬂ\ sl c‘ﬁ)ﬂ\
I3 pSa e dple V) aSa salan e 28l Jlaial)
SUE Al Lo aUaill 13 o aST g Le 085U 3 sass
(Y Al Cald aay La s b 8 ) et

o mall 138 1555 o Jals e land) 138 Gara g
aSlisale) g 3056 Jae O coeliall yialy sl
sed sl IS8 dikaiall g atipaal ddlia, ClLplSaY

Taa @) o) Al easal) A lae alf Uy Lass oy
o S5 Y 5 palre A4Sl Cpaa ¢l i) e
(e Yy Caie JS g canl 5 ol (B oy e S

alad g aiilia e o )l pay) 3a ols ol

el il e Lyl (i€ sl il sany 5 ans Y
s 3hally Cndiia § cdupai A glas Ga at il e
[ )b

elgiil 3y ) “la g 407 1 s (ayre ) sie
A e el gl el G e Q3N Jaaldll ag) calasl)
138 (S 2 lmae i Ll )l 335 & 5 e auiny
A oo dlu o slall 4 i Cand Y
i e B (S0 Lgie L g ) slef 38 4y ga S
€ s Y Al Gy ph Il e 3l

e pan 53 DA sall 5 Alile adl) culad B3 Al
a3 ash Bayh e 1948 pladl Cana 8 (alanl

73



48] Chasl) Gl sh ety alls (s ) agudil () 50y
sl el Bllia (pa wiaal) 4 @ i s sle s

st 0 sed Libea N QL) aal (IS #8161 134
O A8 jlaall (pad eyl sall Cileld 8 alae (i jel
Ofislie (Lo e 500 L30AY Sl S e 550
O Opshandil) aline okt late (i

e J ) A g2 o L) (ja dsie ) Lag ¢1948 plall agila g
Ll A el e st Hld L al se V) a A
An Anaal) 8 cugy Al dgndasdsl) GMLal) sas)
i Cill 20 s aaaae Ul LS e 21 3
1948 alall o oleiil any 83 521l agd pran ol 5 (1]
A el o 4y 5 o 55 (52 500 il gad (S
JOA Baall Jl u) A3 ) Coaleall e sl s oIS
Gllal )l ) g e piadl 058 (e Cilyipsedd) die
S0 sl sl TaY Lgde JSEaY)

el Lina alae ()58 o Lt ol 436 (el
CLE LA aad ALY 5 Ale V) Lo ClEDR)

A oy Acad & 5 sea Jiladdly Sl (Ladl & Ly
ise sy Jaall 1n (81 Tm bl S5 £l ) a
Uiny 5 i) 5 Auida ol agint Lae Jsbadl) ) cLa
s oalae \JLA@AC\L\AALSNA el 12 s ey

(ealall G Al Sl 6 gy S Al DA

ae ) e AV e Sl e (55 A
Al CleludiDl olia) axe cazaall (e OIS 4 (1
O A Anall 5 ge @l ) A88a) 6 f) U s
Jio cghall 8 (Gl (e (5 S Ly JV ) L
Olalag UK e gl @lld fpa cpnilalel) paie g8l (pa 3K
A O s L5 lalil) @l e ) e paina

) ST o) gus b IS S -8l ol ) (S (ala

74

o ”

dadla
Ql.b.ﬁ\ IS

& gall B (s AY) Laa (Ul (ao Adlida Ut ) agd J585 O (e Jdal?
G99 (a9 ¢ AV WIas) Cial G 93 (e i galg Al g chndi anal) ial g cAuadl
IS g o A LaS CiSlad) pland B8 (al) amy Ay L b B Jual 555 0
Gsby cBanaa sland cad (sl Al AgIY) K1 agh s g adlag Ui cagilagd
Ll | gib il il S0 pla g AalS () (199 (e cida ) 8B 4 65 (Badaa (SLa
(3031 :0@ Azij & (e ¢ gladlls glliy)

3 e i yre ol by o (o) e iy 5V )
A gl & coaily el jeall Dleld & e gl
Laia i 5 3y jlin Adal Lpa (el allall 4 g
e B e sl (la slane US cpdll (aid ¢ Al Y
cd\li.}j (3l g cujﬁ—w\&waiﬁu
Ll s diadl i) eI Gl (5 53 Lim ) 3 jalall
e p DM e it s IS5 S L
Al ga e 108 (S Al cadl 6l 3 ) je g 4and g olic
4 gagaall JSU3 &3laad) o328 3R ¢ gus (ilaall
o sl LS UK 1 eg slanin¥1 Y Lee 5 i g
Eﬁiy\\.@l&flcﬁ co}%dﬁ&g@w\@)ﬂ\
coslls A il Lailibal JSs Hadsy) S ally Jiaiall
G yalld lie | el Ca i a5 5ae Gy e Llaly aalis
sl 8 Ly g Jals 8 yagll Ll ilef i

Clny Ly A3 58 g dpiilla 4108 (Ll g e (3 ylall
& Osany Ol b eyl (B o) gan £ saiaTansldl
63 (e Linags STl 5 5k dypandall ddalull (3lalie
gl ) e 03g8 CnS a1l ) Lag e JB
planil s BN (1o dsee Aa joae Tl Ghany (s A
g (e il sall O J Al dals llia Cad s eV
sl g o) yaall dalan ¢ @il shall bty

75



4l e g Q) 138 cllane GLESIG) ) Linels 1 Cangy
b landl 5 ¢l e dpeldia¥) g dulaad g byl
3ae 058 Of o T Laiadl 5 s sall 5 oV
Clalanll @l il sealay 438 ¢ iin aplST g 5 e
AT PERTRIIWE LG I PR PR -1 [ KT | G |
K o glia b ) 038 S ) a2l ol
DA (e ) ine a jliia JMA el e i agilin
|t Y Gliiad) (anal A (e sl o 8yt

Jsn Vsl snatan ¥ Qishy 7 sala g 5 50 128
S ale e e alatin Sl Sl e dae
&0 2013 pladl an ) (e 2ol (aily el ) gall Sl
shoal G oand (X Lasy 40 : 58 52 piayme
c‘;d\.d\df.mm]\‘;sj c.Lu.nJ;\J\ LB).HJ\:\A.L:.MQA‘UP
b bl 3 g ) Al Ll 534 iand

Ao gt G laa)

sl S

V) LY S alls el ) sall e ld i
@ula ) ALl (el 138 (3885 3 Lgiealisd]
SR G ] Cntad e (s s e S5
Ol (o O Gy Al A gal) Al 08 4 50

& Costaill 5 g5 (s - Gl g allal s s sl
s 407

76

“plBiAY) sk A 4y e G Jsa

Ll  gads A el o oliial) sl 830 e (207
_ac ﬂgﬂ;—’)’j\ AM\E@JM\ Elé;j\ JlAJLAQ ;}a}\
Gl pualaall 5 o slaall e Taae ey ¢ laxiol) de Le

sae ol el dlaial e 23YI

a5 ASaa 408 a4l sLal) @A;M@QM\
el Sl daitdall ¢ 4055y 5 Auliall chlaloadsy) (gl 53
o fuelin) S ) S e £ 48 15
S8 a Gaalld X Bauaa il g g 2] 6 A S A8 sl
Rl i Ly ALl e 3yl 5 5 ) e i
Clelidad () 5055 5 cagilldl jlie] Led () 52 e Lyl
iy )l L L il UiSen (S5 a1 LS L8 3a0s
Aaally Bl e saaa el il g shay ce) jaall
3] ‘Q}A\};}.'A\EUEMJ chﬁ)s.!:anﬂ)\m&}aﬁ
o shaiall g eliadll

LR L (Ll LA 32055 Y o) (b ey aa s
() ALl o ghill 55 )8l gl g ¢ ) 58l 5 <l )
allall 8 el s LlaY) g sally o um ol = e

Ll 3 6303 5 A dlia caal) il sl o jall

e lain ¥l aludl 5 oy sl 83l Ta 5o 5 ol pall Ciaia

Lo Lllad cad ell yd 5 & g M) Jsall ey a5 631 sbsall
A o) 4l g lgdaad gl (i ahy ol clgia o)
(13l ey pad )

Al eug s Ul Jia (20 Adlise Cla s (ang
L) il sl g 8 geal 5 eala 5 6 alall 5 calara

lie o | jled ¢ gliaaa g ¢ puaill 5 ey oSI dinaa g (L
ddia g Sa e 12 5 ¢ HlarinV) 2 e jac A
(el g 5 phall 158 4y

77



77
75
71

63
58

63

24
48

“lAY) sk (Adu e (M7 s
Oadll yee sdaia

o sale g s o Y Blay 8 ) puall
e o e Dl (A s pbe ) ik
Hee )9 :“J;];ﬁ,}iﬁ);maﬁh”
A B yaall s 58 )50

<la ol

Jsh clgmse @58 A5 00 9 55 gam ¢ o) ol siS
1948 plall 2y alll dipae (8 s Sihandd (0 0

O e pad s 40

Gl e 180 e 51 40

O o Ll G clatiall A8 )Y e a8 aladial
o) paill (8 Al (s (g 5aladY) Gaill A Aglad)

il ) sall Do lE (5 8
i Jid y rbleall g dna yll At )
Ui ¢S ) Ldail 1 ya pmall 48 ydia

st 4S5 s goalls e G ) peall
Uil yee 5 alY) 2 (550 A ) ) den S
s o Gas ) die i je 45) (38

asabe () s 1A Sala) Aa] 38

Sl C}SUS}\ (s;mmﬁ

el Gl st 5salla sy 40 (i yre daudiey Jlall 138 i o

2013 U4 31 i i 12 (e il 8 Gl sall el

WWW.mosaicrooms.org
Ol el de Aisisa (g0 ao

SR Cpnall s G e © 2013 ks sine (5 siall gaen
Lepdl 5al 0 g28 VR 55 (3 g8 e

ISBN 978-9950-313-42-2

o B o
N
I N QE=t
hE I »
My L ¥
[ poy
i 4
i LY
1 HE BRI § §'Wa
n !h' Ywyl §H b

AN A.M.QATTAN
EpEEpEEEpEEEpEnEE | FOUNDATION PROJECT









