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Soren Lind

is a Danish author, director, and visual
artist. With a background in philosophy,
Lind wrote books on mind, language and
understanding before turning to art, film,
and fiction. He has published novels and
short story collections. His children’s
books are translated into several
languages. Lind screens and exhibits his
films at museums, galleries, and film
festivals worldwide. His work was shown
at the Danish Pavilion at the 58th Venice
Biennial. Other recent venues and festivals
include the Whitworth Gallery in
Manchester, KINDL in Berlin, Copenhagen
Contemporary (DK), International Film
Festival Rotterdam (NL),
and BFI London Film Festival (UK). He lives
and works in London.







Familiar Phantoms is an experimental
documentary short film about memory,
history and trauma.




Familiar Phantoms

Familiar Phantoms is inspired by anecdotes from
Sansour’s own family history and her old childhood in
Bethlehem, making it her most personal film to date.
Combining scenes filmed in a derelict mansion, Super
8 footage and private photos, the editing mimics the
workings of memory, constantly revisiting the same
imagery alongside new fragments in search of
meaning.Throughout the film, the mansion serves as
the seat of memory.

In the rooms, vignettes are played out, adding a
theatrical dimension, enlarging and exaggerating
the narrative components, just as memory
perpetually reworks, reinforces, adds and
subtracts. While most scenes are acted out by
actors, other scenes turn objects and mementos
into sculptural installations, a dark space decorated
with dozens of suspended love bird cages, a group
of taxidermy seagulls sitting on the floor or a
free-standing sink full to the brim of lemons.




As If No Misfortune Had Occurred in the Night

Larissa Sansour and Sgren Lind, 2022
21 Min




As If No Misfortune Had Occurred in the Night

As if No Misfortune Had Occurred in the Night is a threechannel video work featuring an
Arabiclanguage opera on loss, mourning and inherited trauma.




As If No Misfortune Had Occurred in the-. ight

As If No Misfortune Had Occurred in the Night presents a single aria is performed by Palestinian
soprano Nour Darwish. The aria is a new composition based on Gustav Mahler’s Kindertotenlieder
and the Palestinian traditional song Mashaal. The piece is presented in black and white as a
three-screen projection, like an altar triptych. The film poetically chronicles a century of trauma,
starting with the cataclysm of World War 1 which initiated a never-ending cycle of violence with dire
consequences for the Palestinian reality, as for the region and wider international community. In the
original lyrics of Mashaal, a Palestinian woman mourns the enlistment of her loved one in the
Ottoman army to fight in World War 1 on the side of his occupier. In the decades to follow, the
original song lyrics expanded to encompass further disasters and exoduses, thus becoming an
ever-evolving reflection of the Palestinian experience. In the spirit of the song’s eternal flux, As If No
Misfortune Had Occurred in the Night adds its own new verses and merges it with Gustav Mahler’s
Kindertotenlieder. Throughout the aria, Mahler’s European starting point gradually morphs into the
Palestinian song, blending the two musical traditions along the way.




In Vitro
2 channels, 28 Min




In Vitro

In an underground compound built in the aftermath of an eco-disaster, two scientists discuss
the effects of memory, trauma, exile and nostalgia.
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In Vitro is a 2-channel Arabic-language sci-fi short filmed
in black and white. It is set in the aftermath of an
eco-disaster. An abandoned nuclear reactor under the
biblical town of Bethlehem has been converted into an
enormous orchard. Using heirloom seeds collected in the
final days before the apocalypse, a group of scientists are
preparing to replant the soil above.In the hospital wing of
the underground compound, the orchard’s ailing founder,
70-year-old Alia, played by Hiam Abbass, is lying in her
deathbed, as 30-year-old Alia, played by Maisa Abd Elhadi,
comes to visit her.

Alia is born underground as part of a comprehensive
cloning program and has never seen the town she’s
destined to rebuild.The talk between the two
scientists soon evolves into an intimate dialogue about
memory, exile and nostalgia. Central to their
discussion is the intricate relationship between past,
present and future, with the Bethlehem setting
providing a narratively, politically and symbolically
charged backdrop.




In the Future They Ate from the Finest Porcelain

Larissa Sansour and Sgren Lind, 2016
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In the Future They Ate from the Finest Porcelain,

In the Future They Ate From the Finest Porcelain resides in the cross-section between

sci-fi, archaeology and politics. Combining live motion and CGI, the film explores the role

of myth for history, fact and national identity.A narrative resistance group makes

underground deposits of elaborate porcelain - suggested to belong to an entirely

fictional civilisation. Their aim is to influence history and support future claims to their

vanishing lands. Once unearthed, this tableware will prove the existence of this

counterfeit people. By implementing a myth of its own, their work becomes a historical .
intervention - de facto creating a nation.The film takes the form of a fictional video .
essay. A voice-over based on an interview between a psychiatrist and the leader of the
narrative resistance group reveals the philosophy and ideas behind the group’s actions.
As the film progresses, the narrative and visuals alternate between the theoretical and
the personal. The resistance leader’s deceased twin sister makes a crucial appearance
as the story takes the viewer deeper and deeper into the resistance leader’s
subconscious.
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Nation Estate

In the Future They Ate From the Finest Porcelain resides
in the cross-section between sci-fi, archaeology and
politics. Combining live motion and CGIl, the film
explores the role of myth for history, fact and national
identity.A narrative resistance group makes
underground deposits of elaborate porcelain -
suggested to belong to an entirely fictional civilisation.
Their aim is to influence history and support future
claims to their vanishing lands. Once unearthed, this
tableware will prove the existence of this counterfeit
people. By implementing a myth of its own, their work
becomes a historical intervention - de facto creating a
nation.The film takes the form of a fictional video essay.
A voice-over based on an interview between a
psychiatrist and the leader of the narrative resistance
group reveals the philosophy and ideas behind the
group’s actions.As the film progresses, the narrative
and visuals alternate between the theoretical and the
personal. The resistance leader’s deceased twin sister
makes a crucial appearance as the story takes the
viewer deeper and deeper into the resistance leader’s
subconscious.

-_\;.._

‘.-' -mmn*sz:a
GMB'NLOBBY
FEARRANO -,

- ' 3MERITAGE Mus:uxv
S AJERUSALEM :
- .5 RAMAL LAH

.. ©NABLUS .

L TGAZA

"G JENIN
. 7 40 HEBRON
.+ 41 TULKARM.
- 412 BETHLEHEM -

r# 13 JERICHO. .
= MEDITERRAN ,

N PERM! IS & '*'-’A"*‘S"O"R'F‘Q :

T N— g,g AL
’ | 26 HU
| 27 BIL

| 28 BA
298’)’5

v 7 16BE

A7 JA
18 DU
19 1D}
20 YA
21 HA

15



A Space Exodus

' Larissa Sansour, 2009 : ' | :
5’Min




A Space Exodus
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interview with Larissa Sansour and Soren
Lmd by Mama Akban




Mania Akbari Tehran, 1974) is an internationally acclaimed intersectional feminist
artist, curator, and fiimmaker who gained early recognition in the Iranian
underground art scene, seeking freedom beyond censorship. During the digital
cinema revolution in Iran, she transitioned from a painting career to the camera as
a mode of storytelling. Akbari delves into the webs of body politics, by documenting
personal narratives through the female gaze as a form of empowerment
encouraging critical reflection on bodily oppression and suffering. Concerned with
the socio-political traumatisation of female-identifying bodies, Akbari transforms
lived experience into an act of resistance by uncovering hidden historical and
cultural memory and examines the transgenerational transmission of trauma.
Weaving through the relationship between the camera and the body, Akbari
identifies the body as a metaphor, as a political message with a revolutionary
capacity against the patriarchal status quo. Led by a therapeutic approach,
Akbari’s practice is often collaborative and participatory. Akbari works with other
women to question the ways their bodies are positioned and valued in society, and
to explore the relational confluence of embodied memory and gendered violence.
Drawing on accounts of sexual assault, abortion, pregnancy, iliness, body image,
gender, and sexuality through archival material and biopolitical fiction, her films
generate dialogues between past and present, between trauma and reflexive
healing. Akbari is committed to highlighting the invisible, with a fierce defiance
against heteronormative socialisation. Her distinct filmmaking process reframes
how we view personal and national histories and produces radical potentialities for
women to regain control of their bodies through sharing, talking, and listening.
Selected film awards include Feature Film (Digital Section), Venice International
Film Festival (2004) for 20 Fingers (2004); New: Vision Award (2019) at CPH: DOX,
Copenhagen, Denmark and FIPRESCI International Critics Award (2019), Flying
Broom Festival, Ankara, Turkey for A Moon For My Father (2019).




Interview with Larissa Sansour
Soren Lind by VMania Akbari

&

Mania: Let’s start from here. How did you manage to explore
the thought,
contemplation through artistic tools such as interdisciplinary

pathway of expressing emotions, and
arts, literature, animation, and performing arts in front of the
camera?

Larissa& Soren: Everything we do starts with a concept, and
once we start unpacking and exploring the central idea, the
most suited medium tends to present itself. Although film is at
the core of our practice, making a film is rarely the starting
point for a new project. We come from different backgrounds.
Larissa’s background is in fine arts, and she started her career
as a painter, while Soren has a degree in philosophy and wrote
novels and children’s books before becoming involved in the
arts. Bringing different aspects to our collaboration, the
medium was never carved in stone. So with any new idea, we
always start by exploring its potential before deciding if it
lends itself better to sculpture, installation, photography, or
film. Or at least, that’s how it used to be. Never having left other
forms behind, nowadays we do tend to gravitate towards film
by default, maybe particularly because film is a very generous
and inclusive discipline that allows for all other modes of
expression to take part, from painterly tableaus and sculptural
elements to sound, literature, and performance. A decisive
turning point was when we started working with dialogue and
visual effects as core features of our films. These two features
play to our individual strengths, with Larissa’s sculptural and

visual ideas realized by our VFX team and Soren’s literary and

Mania: How does the relationship between future
imagination and its connection to storytelling about
the past shape your works?

Larissa& Soren: Our early works had a documentary
approach, used as a way of creating a visual archive of
what appeared about to be erased, culture, traditions,
food, people. But soon, we started sensing a need for
isolating the present as a thing of the past and only took
with us the concepts that seemed to remain
underexplored in mainstream media and current
political dialogue. Futurism and the speculative fiction
that comes with it basically gave us the necessary
distance to the always turbulently insisting here and
now, allowing us to accelerate circumstances and lend
a further reaching causality to both past and present.
There’s a certain freedom in historicising from a
speculative vantage point. Topics that tend to fall
through the cracks due to dominant framings of the
past and the eternal imminence of the present are
suddenly granted center stage and can be unpacked
and reshaped outside of the urgency of the immediate
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Mania: Personally, cinema and art have been a part of my
realization in a manner akin to cinema therapy, serving as a
form of trauma healing. In your works, there seems to be a
fusion of imagery, form, and visual

language, beauty to

uncover the hidden, poignant stories nestled within the
collective unconscious, thus rendering a glimpse into the
possibilities of the future. What are your thoughts on this
matter?

Larissa& Soren: A thread that runs through our work in the
past decade is the role of myth and fiction in the creation and
alteration of historical narrative. We always consciously
obfuscate the distinction between personal, collective and
state memory, aiming at consolidating the collective as an
essential part of the private and personal while also
understanding the necessity of a cohesive national
understanding for the purposes of nation-building. We focus a
lot on crafting imagery that resonates personally, specifically
because it triggers memories of recognisable settings, shared
by everyone as a sort of archetype of belonging, often of
childhood, experiences everyone identifies with even if they’ve
not necessarily ever had them. In that lies a certain
fortification of a collective identity, a sense of mutual
belonging, and that in itself might just embody a sense of
possibility, of hope, despite the general tone of our works
often being overwhelmingly bleak at first sight.

Mania: What we see in stories is violence, death, war,
and life that resists confrontation with war. How do
you feel now about the genocide of the Palestinian
people? As a fiimmaker-artist whose works revolve
around the experience of co-activism, how do you
analyze the current situation?

Larissa& Soren: The genocide in Gaza is the most
devastating and brutal event of the present era. The
casual loss of life defies comprehension. What we
are witnessing should leave everyone speechless
and traumatized, yet it somehow inexplicably
doesn’t. The world has turned upside down, and it
exposes the very sad state of our humanity, just as it
underlines a dramatic divide between the people and
its elected representatives. Advocates for a
ceasefire are cast by the political establishment as
terror-supporting extremists,
resides wholly within the ranks of the very same

yet any extremism

political establishment.

The unwillingness across the
specifically Western politics to stand up to Israel
and - as a bare minimum - ban arms sales to the

board within

country, carves out a dystopian and irreparable gulf
between decision makers and the people whose will
they are supposed to represent.
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What used to qualify as innocent spin has long since turned into
subpar and complicitous lying and agitation, all in the spirit of
maintaining a status quo that long since has lost all sense and
validity, an old-world power game to the few, acute difference
between life and death to all the rest. Gaza has completely
undressed the political establishment, its hypocrisy, its
doctrines along with its arrogant, condescending and fallacious
narratives. There’s no humane defense for the genocidal
onslaught we are seeing in Gaza, yet they keep on defending it,
if not by actively supporting it, then at least, and just as
complicitly, by inexcusable hesitation.

Mania: As you know, over the past seventy years of occupation,
human rights, charitable aid, and mainstream media images
have constructed a narrative of dependency and condemnation
for the Palestinian people. They have perpetually relegated
them to the role of victims and established a hierarchical
relationship. When we consider the concepts of decolonial
feminism and Palestinian activism, we realize that the term
“ceasefire” alone is an escape—it signifies seventy years of
suppression, occupation, and exploitation. In this regard, how
much potential do emancipatory cinema and emancipatory
voices have to emphasize these situations and address
marginalized voices in opposition to the dominant power
structure?

Larissa& Soren: We have always been acutely aware of
the hierarchical structures relegating Palestinians to the
role of the eternal victim. It was a driving force behind our
decision to embrace science fiction and high production
value, as an attempt to reframe Palestinians and
Palestinian artists and fiimmakers, changing the language
of addressing political issues, and flipping the power
balance. Arab Futurism is steadily gaining momentum as a
necessary reaction to existing structures and systems,
anti-colonialist at its core, and this gives a much needed
platform for with tremendous
emancipatory potential.

Mania: Today, the handheld cameras of the people in

counter-narratives

Palestine are telling the truth and exposing the crimes of
iIsrael. Do you think this harrowing historical experience
will change the language of cinema? How do you see the
responsibility of artists, filmmakers, and cinema in the
face of this atrocity?

Larissa& Soren: The added tragedy of what we are
currently witnessing in Gaza and the immense firsthand
documentation of unspeakable atrocities is that it’s not
new. The volume is magnified, as are the atrocities, but
ever since Palestinians and everyone else gained
widespread access to handheld cameras, documentation
of Israeli violence has been immense.
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In the early 2000s, Palestinian documentary filmmaking
reached a completely new level, exposing daily life and
horrors under occupation. It’s all been there for everyone to
see, yet here we are, speaking of 7 October as a start of a
new era, as if the devastatingly violent continuum
preceding that day carries no weight. That said, the
evidence of atrocities is not only there, it is also reaching a
global public so tuned in to the horrors that it won’t just go
away, not this time. In terms of changing cinematic
language, handheld cameras already did that. But the
tenfold trauma currently being inflicted might spark a
change and give a much wider audience to stories that can
no longer be suppressed.

Mania: In the current circumstances where the power of art
and cinema is in the hands of the capitalist system, how
much sustainability do you think independent cinema and
independent thought have?

Larissa& Soren:The challenges of independent thought and
expression don’t only extend to cinema, but to all artforms
as well as journalism. National arts councils being under
pressure to adapt governmental reasoning and alternative
funding bodies erring on the side of caution puts an
enormous pressure on the very institutions put in place to
secure an independent arts sector, just as it poses a major
and very real threat to freedom of artistic expression

It’s terrifying what’s going on these days, reminiscent
of times we all thought we had put behind us for good.
Art shows are being closed down, artists are banned,
funding is pulled, all in the spirit of toeing the official
line out of fear of losing funding. Comprehensive
self-censorship ensues, so it’s impossible to even
speculate about what’s going on behind the scenes.
Another issue is corporate sponsorships of art
venues, film festivals, etc. These partnerships
invariably prompt venues and festivals to avoid
controversy, which often amounts to unseemly
attempts to depoliticise events hosting artists and
fiilmmakers driven by political causes. That said, the
voices out there in need to be heard are only growing
in numbers, and the tides will surely turn.
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About the form of memory in “Familiar
Writer: Pegah Pezeshki

Familiar Phantoms” creates this continuity of memory, without
intending to make it more thrilling or complete than what is
remembered. What we see remains somewhere between a film
and a verbal narrative, between the image and the words, drawing
the audience into this turmoil with itself. Is it the word that is
remembered or the image? Does the image have motion or is it
just a frozen moment? Both this and that. And this continuum of
memory is connected to Palestine. A geography whose narratives
have been brutally suppressed for decades; yet those suppressed
narratives have been disseminated in minds, bodies, and
countless images. Not only grand and significant historical
narratives, but also everyday ones, names, and the fears of a
family over the years, the meaning hidden in objects covered with
layers of dust from familiar and unfamiliar lands.The movie’s
loyalty to suppressed memory is also seen in the repeated image
of empty frames completely black hung on the wall. Black frames,
imageless, which we know have existed and will exist; but what

is in them is suppressed.

The movie wants to permeate that blackness with all the fragmented pieces it gathers. But, it also wants to remain loyal to the disappearance
of the images as well. It does not forget “forgetting.” In this loyalty to the form of suppressed memory, there is the potential to maintain the
political nature of these images. Since, through the intertwining of remembering and imagining what is lost, these images belong both to the
past and to the future. What we see, can be how they have been, but it can also be how they are fantasized to be. This fantasy allows “Familiar
phantoms” to connect fragments of the past to the future without forgetting or denying “forgetting.” The film wants to take the audience with
itself into this convergence and amalgamation of fantasy and memory. In the end, the narrator says, “Somehow both of my parents are present
in these objects. As | am. As a part of a fairy tale” and as the camera goes toward a woman staring at the black paintings on the wall, she says
again, “We all live our fictions.” This final scene is again a moment to remain loyal to both memory and fantasy; to the past of Palestine, and to

the imagination of a different fut.
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Sansour, using the genre of science fiction, Hollywood aesthetics, and sometimes popular culture, adopts a specific form to
engage with content, employing the element of imagination boundlessly against these dreadful and inevitable conditions. While
it seems there is no escape, it allows us to envision alternative scenarios or initiate the thought of how things could have been
if it weren't so. The power of imagining a different future, sometimes tougher than imagining the end of the world in a patriarchal
and militaristic capitalist society. In a dystopian space where the vision of tomorrow has become bleak, this playground of
imagination provides a vital element for imagining future possibilities. Sansour borrows from the past and, through this
excavation, searches for futures that currently seem occupied. It's as if this artist, by choosing this genre, wants to convey that
the work transcends mere documentation of the past and the- dimensions of the catastrophe are so profound that even a

documentary cannot contain the various layers of this history.
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Writer: Katayoun Barzegar

25




A RETROSPECTIVE

LARISSA SANSOUR AND SOREN LIND

ON CRYPTOFICTION
2024

AT Graphic Designer: Kimia Fathali
26



