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Straddling the e iser°es: Approaching artie ar~°atio y Arab o e

;,~

~=

The Hashem Family in Bosra, Syria.

IVIy position as the writer of this thesis is complex. I am a Syrian national with the last

name Hashem, making me a member of the Hashemite clan. The Hashemites can trace our

lineage, unbroken, back to the prophet Muhammad and my family in particular has several

gilded and bound volumes formally documenting the connection. Growing up, my summers were

spent in Damascus, Syria, with my Arabic-speaking cousins and my abaya-clad aunties. li~Iy

childhood and adolescence were influenced by vibrant Arab girls and women who wore colorful

scarves, danced wildly, and wielded their intellect and influence with care and skill. My

grandmother, Hediat, is a published scholar, my cousin, Hiba, has her PhD from Cambridge

University, and one of my aunts, Sahar, ran a large nonprofit organization to raise money for

orphans in rural communities for many years. The Hashem women are activists, kind and

passionate in their work.
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delves into many of the issues surrounding her memories cif the conflict. Subve~ing the highly

p~lgti~i~~ disc~u~-se surrc~~r~din the I,ebanes~ civil ~r, al-S~aykh n~rrate~ her tr~.~arrn~tic

p~rs~nal exp~rienc~s through the voice ~f the fictional t-otagonist in her ncsv~l, ~r~ating the

potential fc~r ~raurna recovery for bath exself aa~d her cc~ unity.

~~~



~ i !' '1r c 'i ~ F t •

~ r. ~. ~~ -~ ~. ,~,: :~ 1 ~ 1ti 1 l~~ ~ f •

f .'



~,,

s 4 • ';• 1 '. i . i' ~ ~ r ~ ..! _ x .~ T om.
. ...s s

~~' ~,~ ~r.i~ '1 r l Ir ~ iA' #~ 'I. '# ~ J ~ i I • '~

. ,• i• ^' 'ta ~ :' • •'. i • qty: • i ~ ~ ! 1~ ,

' -~~~ -~ ~- • s •^ -;s 1~1 lii

~ s-. -•



~. ~ ~ ~ ~ ,~.. ,: ~~. ~~ .~. ~. ~ ~ .~ ,.. ~ 4'I '.. ~,,.

1~',' ~ i' ~ ~'~ ~ ~ ~ r ~ ~ •t '► !, tI 1'11

~v ~ # I~"~ •~~ Ii • ~ ,i

• ! . i ~ . . • . ' 1 r 
f.

• •, ~ ~ • s

• 1~ : . s ~ ~ ~ :> ~ l=



!' ~ ~ ^.P. fi ~ 11 s̀~ ~ ,~, ♦ ~ may^ i ;

~- ~'~ ~'~ ~ 'r' F ii ~ a ! s~'• ! ~ ~ r Ii ! i

`' ~ ~~ i ~ I . 1i r . . '~ 1' I• '.

~' . • Y ~ 1 '• 1 •!f i 'i 1 • . r

~,. • - fig- • ~ • ~-~ ~ • - r. ,~ t

~ ~ . Y . . 1 ~ . f~~ '~ I. t cif w 1

r" 1' •i~ •+ '• • 1

i

m



s. ~~~ 1 . . li 1 ! i~"

'J
i• r

•~ r' • 1 ~ ! '~• ~"

r i t'i • ~ ~ ~ t ~'' ' ~ ~ r ' Ii i ~

.~-- ~ ~,.. • i• s.

I~~ ~ ~~ ~r. ~ -. .~ -~

-~, * • ~ ~-• ~ r r



~x~ ~ETi l~Tr '~L~~~1 ~ . ~'3 '1: 1> • , '~i~-'~ii'~iifi -'~TiiR~'iif~(f ~' . y !Z31"~'tnsr

~ • ~ •- • s r., , .-

1 . !` 1 r ! i .t ! '.

s - • • ~ - • - ~: .r

:.` ~' ~" I

t • i ! ~ . N. • . 1 { . 1 ' •



y ~f i .~ ~t ~ ~ ~ !' '~

~ `~ 1 s' ~ ~ ~ ~lr w ' ~.,; i ~'

.;~ r. ., ~ '!' "~~"1 ~ ',1 ~!; • 'r is i i • i- ,,' ~,.t •

•, 1~'~ • ~~ •i~' i ~ n 1 ~ii r

•• r • r a -~' • ~ 1

i. ~

~' r F i s ~ ' ~'; • • ~ ' r 1 i '' ~ '

J' ~ ' i • ! • • 1' • ' .. r

I~f



i sl ~ .I.~ w:: ~~' ! ~' ~ iii ~ ~

'r • , c .I 1 1'., f'

y, ~ ~ .~ ~ ., .. ~. .; i t ~ ~ 'f ~!

•! • • 1 f ! I ~ • ~ ! !t R . [

~'



i~ t` J' , ~ ' ~ ~ . i s #' '~

# ail ~r1~r ~1~ ;k ~ r. ~ ~~, '!

~. '.,.~ r~~ .; ~ r k { 1 e 1 ~ f

~! • L' i;~ r ~ r; ~! 1 a ~~ ~

C . • ' ~ i'~ ~ ' I i ~ c 1, # , ' . i

,. ~ ~ :,, i+ .,, . ~ lr it `', r 1~ .. 1 it ~ ~ i'' 
~



f'.' # ~~~ ~ ~ jy' *~, C~,

.~ • .ri .' rr . r lfi i~~ r ~ t~. ;~s.`, c

'. ~' t •'' 1 ~ 1 ~ ~i'

,.~- _ • - ~ it _ a';r - ~ ~ v r- a :- ~

~ ~ s -• ~ r • ~- r

- t ~ ~ - • • ~ - : -try - - s i i - ~ i

m



~ '~" r ~' '~ ~'

~ +' r ' r ~! + • • ~

y 4 1'•' • ~ ~• • `r• r ~ ~w

A' t' .!i ~ t ~ ~ ~ .. ~ ~ 4 ~! ~i ~~ 
•~

~• ~ • , ~. t , ~ ~ . ~ • ' ~ i • ~ . ~'

~ ~ 'i 1 t. t. ! •

,;



~ 
s~' 1;.. r" 

s 
~'.` 

a"Ii • ~ ../ i~. ,'ti ~-. !~ ;l '~ -i .I it

r r; . R ~ { i 1' • t' f

•~ ~ ~ ~, ~.,# ~! l~. ~ f"~•

~ 'i~ ~!'~. ~ ~ ~~.' • ! ~' w1 #

l' • •



!' ~ # v ~'.

~` '~ !' ` ~ ! ~ 1 + ~

t t i 1 • * '• a l,,' # ~ ,~' 1,

s 1k~' ~1 • a~ , ~~ 1 ~~I'~ '~

c '' ~ ~ r • •" •' • - • • 1 • f

•' ~i' 1 1 f / ~ rr 1' '1

+1e



1' X11 ~.~ ~' . ! ~~ •' . 'Ii

i ~ V~ • t' f 1 i 'i 1~ • ̀+ '~. ~

~' ~i' ~1 t ~ ~ ~ l~ .~ s

i, Ir • ! • r ' s, ' ~I u i A ! , ', ~'

~.~ ,1 • . ~`l w ~'~ I'. . ~' J X ~.

t .'I "~ a t 1 i ~ ~ .. 1, ... r.'~. .' s ~ /"' s i ~ 3'

i ~ • f !~' 1 r • ~• ••

y,

.'~ 7' , 1i . ~' '# 1`



J" ~ ~ ' r, ̀  f ~' i ~ t ,

t t" ~ 1 ~ ti Y ..'1 r• t

~I• • •'.! 1 • •'! r • • • ~~.' • 1 1 ~



~I, ~ ~ ~ )r. ~ ~~ ~ 1~ /~

~' ~ ^~ ~ it - • ~ . - ~ • w ~, ~

~~ i ~ 1 ~ ~ ,;~ '.7 ~'~ ~r~'. ~ 1~: ^~ i ;{ ri... a ~.

1 ' . ~ a 1 ' 1 • ' r 1 ' ~ ~ / ! i~ 'F

i ~ ~ • ' ;;



~.r.: ~' f,l '1 ^a lJ I 1 ~~' r 1,`~, '!♦ ~ ~~ I ~a r~. m t ~, 3 ~ I fig; 11

~~, r` ~ ~r~. ~r . ii ~ i1 • l ! . Y, r ~~

• is 1* ~ !. ! ! w + ~ •' .~. 111 
..

• Y J 1 .' ~ t ~ '' 1 ', A

~, ~ r .. ~ ~. ~ ~. 1 " i. ~ 1• • 
... ~' ~ 1' •

~,, .., ~. y ~, ~' ..~, ~ ~. ~ ~ ~. ~ ~w r^ fi

!: 1 . ~



,. ~:

! • ~ ~ ~ !~ 1~! XJ i' ♦~.

~~ ~ f' iC r1 r1, '~ ai's !'^ ~'1 ~~ ~ !

~ 1 • ." ~ i •

.~ '1 Y 4 •~i s t ~• ~~f 1 ~+.~^

~ 
~ ', . 1 . ' 1 r 1 t ̀,

'~ ~~ i tJ' • '"~ i~ ~1 ♦ F'~ ~ r ~fI

Lebanon's in~tanarrative of politicized a.nd violent r~etc~ric, creating a.a~ alt~rnativ~ ~~.rrativ~ that

values the significance ~f individual ~xperienc~ ~~ the nuances of daily life over laftgT

~d~ologies ar~d bids for p~~ver. Thy alternatly~ discourse generated aid perpetuated by al-

S ~y h's navel, as Drell as the bulk ~f I~~c~ntr~st ea ting, c~ff~rs the sp~~~ and opportunity ~`~r

ether individuals to rec~a~stnz~t and ~on~ront their aurra~ti~ ~ ori~s ire wads that may facilitate

~ .+. • r •



~~~ i r; .1( a: J r iA i s' '.A ~' ~

i ~ • '• i . ~~ . ;1 1 1'4 ~t '~+ • '~'

t' . r I `` ~ ~ • "i ~ ~ r 1 'l .,

y + t . t "~. 1 i~ ~:,

ra ~ ~i 1 • ~ ~ •',a A' ~ ! ~~! J ~• ~i~ ,~

• f !f' • t '• t 1 '~

r ' ~~ F ' ~` ~ ' • ') , ^ 1 1 , • ~' 3 i ~'

m



r 1 1' 1-1' 1 ,. 1 i,I s is 1 t r1~r

~ •' ~ ~ C ! l• ~# ~~ w~1 ,•

11 1 .+' 1'~ { 1 '+ .I # 1i r .', .' 1

fir'',•' !', . '' .; • w' • 1 1
` f . ~

br~,ttal civil ~r~r.



•'. 1 ~' t1 '. • ~ 1~' • i

. , ~ '! • ' t - ~ 1 . ,', r i ... # 
, • ' ̀ .. ~, i / ! '', I • ~ " • c i f 1

t ' ! II r { ~ •: •' • ' 1

~Z



traumas resulting from connections to, or involvement with, the Palestinian conflict (Ankori 17).

For artists who work to process their traumatic memories through the artistic narration of their

experiences, however, the metanarrative of hopelessness dominating the Palestinian legacy can

be overwhelming. For example, when characterizing the current state of the Palestinian conflict,

writer and scholar Fouad Moughrabi says, "There is no light at the end of the tunnel" ("From

Palestine: Generation After Generation"). Journalist Daoud Kuttab's article, "Palestinians Yearn

for a Ray of Hope," attributes the "escalating violence in Palestine" to "many long-standing,

festering issues, but mostly, it's the outcome of a total absence of hope." For artists working to

confront their traumas under the weight of both the conflict's age-old legacy and fresh, ongoing

violence, the wider hopelessness of Palestine perceived as a problem that will never be solved

can seem inescapable.

Some Palestinian artists, however, have determinedly refused to surrender to the pressure

of the larger Palestinian narrative of despair. These artists pursue a more optimistic image of

what Palestine could be if things were different. They explore a potential world in which they

were not born into a conflict dominated by a decades old metanarrative of hopelessness. These

artists include women like Nidaa Badwan

(1987-), a photographer currently living in

Gaza, who found her ability to create work

and express her experiences so stifled in

Palestine that she retreated into total

Image by Nidaa Badwan (New York Times) solitude inside her 3 x 3 meter bedroom for over a

year (Leduc; Rudoren; Badwan). From her self-imposed isolation, Badwan began to construct an

imaginary, private world in which she was free to lead the life she wanted; that life was colorful,

39



Ili + ~ , ~~ ; . ', 1 s 1 CI~'~ 't~G~; ..~1

Irna~e by ~us~tra ~~aanan ~trie~a~Le
~asthlone~e-)

~ ~ - - - •, t - s ~~ ; -, r ~ - ~ ., ~~~ x ~~ .

~ ~~ s : ~~ r • ~ ~ • ~ ' • ~~ : ~ ~~ . ' . ~ . - s

1 ~ ~- • .~~ .+.~ '~ ti i t r.

I
t , 1, .. ~ a - ', ~ t 1 # s, s r ~ ... .. ~



~' ~ 1 ! 1°'~ ~ '~ r I ;' c "~ ~ . ' ~ ~ ~ 1 x ~.

! ~' J ~ ~~- . . "f ~' '~1

s y i f~ .''~ ~i t 1i ~ s

i 1,', • •; ~ r ~ i• ~ 1 i a ~

.. . f' r' i L , • 1 . 1 . • 1

~,.. i'~' ~ i ~1~ ~

! 1 ,



~r:~~ 
~ 

i.~ M ~ rte` ~~'~ . ~,i~" i~~ i~~

.!'i ~ ,' .~ ~ t !f. ~

'i. ~ ~ re ~~ .~ ~ i ~...~ ~i '" •, ~.~

'1 t 1 , 1 ~ •~., '~ i' •', t! 1`^' it '1, • 
_ ~_ _ ~ `. ,,~,'~ ^~

l if . . t' 1' 1 '. '~ c '. •

•: s - • ~ ~ - 11 X11 ' ~ • -~ r i .I

t ~ ~ ~ ^~ ~- ~- • t ,- ,` air, ~

m



Y' f ~I".~lfL t # ~" s ~~ ~ iii

~f~_. '~-1 4' ~ ~.' c t a s ~~s ~~ 1. J Ji .~R-

~ . t • i ~^ ~ ~f , J r l ' t

.• l 1 l ~' ~ s! r f '~ ' a

1 t. ~~~ ! i,~ 1 ~. •' ~i '~~ ~1

:,;- ~ ~~ ~~,••^e ~~

c
,

m



~ ', r 1 c' 'l i • ~' 1 I • ~' ~^

~ ~'i ~ f^ ~ '! ~^ l ~ ' { ~'1~ ~~ 
i

I" "t i • t" ! i r1' • r 1 ' s ~ • i ~

'~.~ ~~ t s a C ~, l-

~~ . ~ ~ ~ ~ • r ~ - ~ ~ a - • • ' ~ - ~ -- ~ 1

nonprofit o~-gani~ation "Gaze on Gaza" reports that the conflict left appr~xi~ate~~ ~Q0,000

chat ran su~f~ ng ~rnoti~nally and s~cha~ogically. 'Thy 2x14 cs~ ict ~n z~ had ~~aa.stati ~

r~percussi~r~s for ~~vil.ians, but parti~ularl~r young ~h~ldr~n, which Nagel fund t~ b~ p~,rtic~l~.rly

tra~atrzYng.

l ~ • ~

r ~i



child, volunteered to help with UN-funded psychological intervention sessions for children who

survived the devastation (Gaze Press ~Zelease; Rodenas). Her time with these children made an

indelible mark on her experience with the 2014 conflict, connecting her with their suffering and

trauma in a uniquely personal way (Nateel). IVateel reflected in our conversation that, "During

and after the war I was in the last months of my pregnancy, so I was even more connected to the

children." Although neither Nateel nor her family suffered physical injuries during the 2014 war

in Gaza, the conflict and its aftermath had a strong impact on Nateel and motivated her to

process her traumatic experiences through her portrait series, IfI Wasn't There (2014).

Nateel's series, If I Wasn 't Thee, deals specifically with the children who were killed in

the 2014 war in Gaza; however, the experiences that she is narrating from her time in the 2014

war cannot be removed from the larger context in which they took place. In attempting to

process her traumatic experiences through her art, Nateel was faced with the difficult task of

identifying and externalizing her personal traumas resulting from both a specific event, the 2014

Gaza conflict, as well as a historical legacy of bloodshed and tension.

iii. "If I Wasn't There": Narrating osteory Trauma

Nateel's resultant portrait series is a collection of over 400 small drawings, each

representing a single Palestinian child who did not survive Gaza's 2014 war (Gaze Press

Release). The drawings are intended to be displayed together in a single exhibit that requires the

viewer to draw close in order to distinguish the individual children. Upon studying each portrait,

the viewer is invited to consider the fate of

the children and where each might be now

if they hadn't been caught in the midst of

the fighting. Each portrait completes the
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draw, featuring simple, two-dimensional images, stick figures, and jagged, unpolished lines. For

_. those that know her work this not Nateel's

~_
usual style. Her other work is much more

~-
` sophisticated and elaborate, as in her series

:~~ ;,~ x
-_ The Impact of Light and Glass (Saftawi). In

~, ~' this series, Nateel's images are complex,
,~

~-,

~~`,~
~-

~ ~ 
~~.

~~`

Drawings by Majdai Nateel (Middle East Eye)

rich with detail and depth, and constructed

with smooth, intentional brush strokes. Her

paintings often make use of palettes of

vibrant colors that she blends and contrasts

skillfully. For her If I Wasn't TheNe portraits, however, she uses predominantly primary or neon

colors that are often scribbled on top of one another without any blending or transitions. Nateel

says of this process, "When I draw it [the portraits], I try to think like a child. What do I want to

see?" (Channel4 UK). The childish style is a specific affect that she employs in order to create

these prosthetic memories as a child would experience and recreate their lived memories.

Nateel also chose to design the portraits using the raw materials that a child might use. In

our interview, she explained that she usually creates her art using acrylic paints, watercolors, or

inlc for sketching. For this portrait series, however, she decided to use pastels that she purchased

in the local market (Nateel). She indicated that these pastels are what her own children and many

other children she has worked with in her community use to create drawings at home or in school

(Nateel). This choice suggests her desire to tell these stories from the perspective and with the

voice of a child. Nateel inhabits achild-like identity when painting by using children's tools to
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Drawings by Il~Iajda6 Nateel (Gaze on Gaza, "0~ July99)

Suffering from both postmemory traumas as well her own personal traumas, Nateel has

created her series, If I Wasn't There, to insightfully and meaningfully confront the point at which

her vertical trauma (her inherited memories) and horizontal trauma (her prosthetic memories)

intersect with one another. Nateel's generational traumas can be explained as vertical by virtue

of their unfolding over the course of time and being passed down through generations. These

vertical traumas are an integral part of her Palestinian legacy. Her lived and experienced traumas

can be described as horizontal in that they take place within a given time period and connect

Nateel to other individuals within that same time period. ~Ier prosthetic memories and their

accompanying traumas all act within the same generation in which they occurred. These vertical

and horizontal traumas interact with one another, creating the cumulative trauma that prompts

Nateel to create her portrait series.

From birth, Nateel was the unwilling recipient of a historical legacy of trauma

experienced by generations that preceded her, comprising her vertical traumas. The weight of

this larger history and inheritance helped shape and inform the perspective from which Nateel

experienced the conflicts that unfolded during her lifetime. When she faced new, horizontal

trauma in her era, she was already actively living as a product of trauma from events that

predated her. Her series attempts to capture the intersection of these horizontal and vertical

traumas as they converge on a single point in time, which was the 2014 Gaza war.
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Palestine ~'r~e from both the collective and the individual traumas €~f the ~g~~ol con act, I~~teel

ar~d other artists like her can inspire the world to pursue a mire positive cc~n~ept of Palestinian

despite the looming l~ any of futility. Perhaps y cre~.tin an alterri~t~v~ narra ve of h~p~ and

d~t~rrnflned passibility ~'~r ales~i ~, these artists can begin to inspire a change irr attitude and

.~T;•., ~ ~-~•, ~ ~~ ;~

~r



III. S aping Syria's Civil ar 1~larrative through oto r y

"It is the story of those I photograph. The Syrian people." —1Vour Kelze

Photo by Nour Kelze (McEvers)

When asked what story she wants her photographs to tell, the 28-year-old Syrian, Nour

Kelze, answers with the words above. And it seems that the Syrian people may need

photographers like her more now than ever. The humanitarian atrocities suffered in Syria since

the start of the ongoing civil war in March of 2011 have left hundreds of thousands dead and

countless more traumatized (Rodgers). Despite the conflict's prolific bloodshed and wartime

atrocities, hard facts about the reality on the ground in Syria remain difficult to come by due in

large part to the extreme risk posed to journalists and photographers. Since the war's outset, the

government, as well as various militant groups, has demonstrated extreme hostility towards

reporters (Brown). The immunity traditionally afforded photographers inside of war zones has

not applied to Syria's civil war, elevating Kelze's work to a critical importance.

A former English teacher, Kelze started out haphazardly taking photos of the conflict on

her cell phone (McEvers). The war's abrupt, unanticipated, and intense onset ignited a strong

urge in Kelze to document and share the elements of the war that she felt were not being

recorded or were being actively concealed by the government (Kelze). Using her phone's
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In order tc~ beer understand what kinds of yes ~r~s~s I~elze's photos rr~i t elicit from

their vie~e~s, i~7.J.T I~fltc ill's idea ~f the "p~rso ood of ~cti,~r~s" becomes ~~~-ernely useful

("IZeal1~99 72~. ~'hc~t~ ~ri~ic it~h~ll a r~a~h~s pic~a~-~s as though they vaer~ ~i~rin~ thins,

placing e l~~us cif a~ti~n orgy the pictures themselves ~s opposed to the i~~res' viewers ~r

subjects. ~Ie dogs this, simply, y asl~~ pictures what their wait, treating t erra ~s though t Mgr

vaere capable of independent action end desire. itchell acl~lowledges that asking pic~ar~s what

they want will not necessarily eliminate the tradYtional tools of visual analysis, including f e

irnte~-pr~tation of signs or rhet~r~c. ~Im~ever, Mitchell's approach grants pictures an agency of

their ovdn. I-~~ treats the pictures as though they were a disenfra. ~h~se populat~s~n "to be

interrogated or abetter) to be invited to speak" ~"Really" 74). 'Thy picture's speech, howe~~r,

would sill require a. translator, which is where the role of the viev~er corns into play again.

I~elz~'s hcstc~grap s, ~v ~n asked, o hive desires ~f their awn and can have the agency t~

prognote those desires if ~pprc~a.~h~d by the proper translator.

y following °tchell's model ~f asking the ph~tcss what they want, w~ are better able to

understand the intent and desires of I~elze's photographs. This process helps us uncover I~~lz~'s

intent and desires for her images. 'This is a necessary step in order to ~.n~lyz~ ~ the

p c~togra.phs work to ~ p~~~r I~elze to impact the still emerging narrative c ronacling the

Syrian war. iJnd~rstanding how and what her pictures frame is a cnacial component c~iF defining

o~v they work to impact the solidifying v~arti e narrative and ~o address the collective cultural

trauma from whYch both she acid the Syrian people are suffering.

I~elze's photographs can read as very intimate and personal accounts cif the mar, even

thaugh they depict scenes from the Syrian civilian's collective traumas. butler expresses that

"the relataor~ between the photographer and the phatographed takes place by vir~.i~e of the frame"



(~2). The framing in Kelze's pictures is a very intentional and personal choice that reflects her

Photo by Nour Kelze (1VIcEvers) 1

individual experiences as a part of a cultural trauma.

War photographer James I~Tachtwey echoes this

sentiment by saying, "I don't believe there's any such

thing as objective reality. It's only reality as

experience it" (Frei). Accordingly, when reading

Kelze's war photographs, in addition to

understanding her vision for the Syrian people's

collective war narrative, we will also be experiencing her own personal perspective and

experience as she navigates her reality within the traumatic conflict.

iv. What o I~elze's Photographs ant?

With an underlying goal of analyzing Kelze's goals and intents for her photojournalistic

narration of the Syrian civil war, I will now ask a small selection of Kelze's photos the question

that Mitchell suggests. This section will give Kelze's photos the opportunity to take on the

agency of a living thing and, with us as their viewers and translators, express their desires.

The first of Kelze's photographs to answer this question appeared in Burch's Chicago

Tribune article in 2013. The image depicts a young boy with a protestor's headband shouting

with a look of determination on his face as he stands before a defaced poster of Bashar al-Assail

Photo by Nour Kelze (Burch)

with a shoe hanging beside it. The framing of the

photograph places the face of the young protestor directly

alongside Assad's face in the poster, challenging the viewer

to consider whose freedom, rights, and liberty are worth

more. No other protestors are included in this image's
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