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Bana Beydoun is a Lebanese poet and writer. She has a poetry
collection titled, Guardian of Illusion (Haris al-wahm) ( 2013), and
a short story “Pizza delivery” in Beirut Noir (2015). Her poems
appeared in renowned international magazines, including Dutch
magazine DW B ( 2019); Through the ash, new leaves (2022);


https://www.dwb.be/
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poetry anthology of the American literary
magazine CUTTHROAT, A Journal of the Arts.
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Francis Carco
Adieu - (La Bohéme et mon cceur)’

Traductions italiennes par Nicola Anesi

Si 'humble cabaret noirci

Par la pluie et le vent d’automne,
M’accueille, tu n’es plus ici...

Je souffre et 'amour m’abandonne.

Je souffre affreusement. Le jour
Ou tu partis, j’appris a rire.

J'ai depuis pleuré, sans amour,
Et vécu tristement ma vie.

Au moins, garde le souvenir,
Garde mon cceur, berce ma peine !
Chéris cette tendresse ancienne
Qui voulut, blessée, en finir.

Je rirai contre une autre épaule,
D’autres baisers me suffiront.
Je les marquerai de mes dents.
Mais tu resteras la plus belle...

! Francis Carco (1886-1958), La Bohéme et mon cceur (1912) dans Poésies complétes, édition illustrée de
douze aquarelles et dessins par P. Berger, Yves Brayer, Dignimont A. Dunoyer de Segonzac, Fontanarosa,
]J. Thevenet, A. Villebceuf, M. Vlaminck, Paris, Gallimard, 1955.
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Addio

Se I'umile cabaret annerito

dalla pioggia e il vento d’autunno,
mi accoglie, non sei piu qui...
Soffro e 'amore mi abbandona.

Soffro terribilmente. Il giorno

in cui partisti, appresi a ridere.
Da allora ho pianto, senza amore,
e vissuto tristemente la mia vita.

Almeno, conserva il ricordo,

conserva il mio cuore, culla la mia pena!
Abbi caro questo affetto antico

che volle, ferito, finirla.

Ridero contro un’altra spalla,
altri baci mi basteranno.

Li marchero con i denti.

Ma resterai tu la piu bella...

11
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Juin

Une lune : croissant doré.

Le silence de la campagne.

Chante une voix qui s'accompagne
D’un violon enamouré.

Entends comme la voix se brise
Et comme l'instrument gémit.

Le nuit attend, paisible et grise,
Ta souffrance, 6 cceur endormi !

Souffre avec cette voix qui chante,
Cette douleur qui s’enfle et crois,
Tellement 'ombre est émouvante,
Que C’est la tienne, cette voix !

12
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Giugno

Una luna: falce dorata.

Il silenzio della campagna.

Canta una voce che si accompagna
con un violino ammaliato.

Senti come la voce si rompe

e come lo strumento geme.

La notte attende, calma e grigia,

la tua sofferenza, oh cuore che dorme!

Soffri con questa voce che canta,
questo dolore che si gonfia e credi,
talmente 'ombra é commovente,
che sia la tua, questa voce!

13
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Verlainien

Un arbre tremble sous le vent.
Les volets claquent.

Comme il a pluy, I'eau fait des flaques.

Des feuilles volent sous le vent
Qui les disperse
Et, brusquement, il pleut a verse.

%k
sk

Le jour décroit.
Sur I'horizon qui diminue,
Je vois la silhouette nue
D’un clocher mince avec sa croix.

Dans le silence,
J'entends la cloche d'un couvent.
Elle s’éléve, elle s’élance
Et puis retombe avec le vent.

Un arbre que le vent traverse

Geint doucement,
Comme une floue et molle averse
Qui s’enfle et tombe a tout moment.

Du vieil amour mélancolique
Que j’ai pour toi,

Restera-t-il que la musique

Monotone de cette voix ?

14
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Verlainiano

Un albero trema sotto il vento.
Gli scuri sbattono.
Poiché ha piovuto, 'acqua fa guazzi.

Foglie volano sotto il vento
che le disperde
e, all'improvviso, piove a dirotto.

%k
sk

Il giorno decresce.
All'orizzonte che diminuisce,
vedo la sagoma nuda
di un campanile stretto con la sua croce.

Nel silenzio,
sento la campana di un convento.
Si innalza, si slancia
e poi ricade con il vento.

Un albero che il vento attraversa
geme piano,

come un vago e debole acquazzone

che si gonfia e cade incessantemente.

Del vecchio amore malinconico
che ho per te,

restera solo la musica

monotona di questa voce?...

15
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Francis Carco, poete, écrivain, journaliste, dramaturge et parolier
francais, est né en 1886 a Nouméa, Nouvelle-Calédonie, et mort en
1958 a Paris. Fasciné depuis son enfance par la pégre, Carco se rend
a Paris en 1910 avec un désir brilant d’arpenter ses rues, de
fréquenter ses lieux interlopes et se faire un nom dans la bohéme
a l'instar de ses modeéles littéraires, Villon, Verlaine et Rimbaud.
Cest grace a lui si le mouvement poétique nommé I'Ecole
fantaisiste voit le jour. Les expériences dans la bohéme parisienne
constituent le sujet de ses recueils de poémes, comme La Bohéme
et mon cceur (1912), de ses souvenirs et de ses romans (Jésus-la-
Caille, 1914 et Brumes, 1935). Ami de Colette et de Max Jacob, le
« romancier des Apaches » connait 'apogée de son succes quand
L’Homme traqué remporte le Grand prix du roman de ’Académie
francaise en 1922. Il est élu membre de ’Académie Goncourt en

1937.

Nicola Anesi est enseignant de Langue et Littérature francaises,
traducteur, poéte et aspirant doctorant en études littéraires. Il a
terminé ses études a I'Université de Trente ou il a obtenu sa
Licence en Langues modernes et son Master 2 en Littératures
euroameéricaines, traduction et critique littéraire (note de 110/110)
avec mention trés bien et félicitations du jury. Sa thése de Master
2 porte sur la métalittérature dans la poésie de Francis Carco.

16
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Huda J. Fakhreddine is a writer, translator, and Associate
Professor of Arabic Literature at the University of Pennsylvania.
She is the author of Metapoesis in the Arabic Tradition (Brill, 2015);
The Arabic Prose Poem: Poetic Theory and Practice (Edinburgh
University Press, 2021); Co-editor of The Routledge Handbook of
Arabic Poetry (Routledge, 2023). Among her translations are: The
Sky That Denied Me: Selections from Jawdat Fakhreddine
(University of Texas Press, 2020); The Universe All at Once:
Selections from Salim Barakat (Seagull Books, 2024); Palestinian:
Four Poems by Ibrahim Nasrallah (World Poetry Books, 2024). Her
works include a book of creative non-fiction titled, A Brief Time
under a Different Sun (Zaman saghir taht shams thaniya) (Dar al-
Nahda, Beirut, 2019); And then the World (Wa-min thamma al-
‘alam) (Forthcoming). Her translations of Arabic poems have
appeared in Protean, Lithub, Words without Borders, Nimrod,
ArabLit Quarterly, Asymptote, and Middle Eastern Literatures
among many others. She is co-editor of Middle Eastern Literatures
and section editor of the Encyclopedia of Islam.
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Hanan Farfur is a Lebanese poet and writer. She has an MA in
Arabic Language and Literature and is currently pursuing a
doctoral degree from the Lebanese University. She acted as an
editor for a number of Arab magazines and journals and as a
proofreader at the Institute of the Qadmus Poetry Festival, which
she participated in founding. She has two poetry collection, namely,
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Nor those who have gone astray (wa-la al-daallin) and If (law), and
a forthcoming collection. Her poems will appear in the Arab
Anthology for Female Poets (Oman: Dar al-Majarra) (forthcoming).
She was among the finalists in the literary contest for the Amir al-
Shu'ara’ Program in Abu Dhabi. She was shortlisted for the *Abd
al-Hamid Shuman Prize - Children's Literature (2023). Her essays
cover literary criticism and the works of contemporary poets. She
has also dialogues with leading intellectuals in the Arab World. She
participated in several Arab cultural festivals and acted as judge on
certain literary committees. She is Vice President of Muntada Hibr
Abyad and Member of the Intellectual Movement in Lebanon.
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HdaBaaiaki, Untitled, Mied Media on Canvas, 2021
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Wissam Hashim is an Iraqi poet and journalist from Baghdad. His
poems were known during the 1980s for their modernist forms
including the prose poem. He worked and published his poetic
pieces at several Iraqi, Arab, and International journals. His poems
were translated into French, Spanish, English, and Dutch. He
served as the head of the General Union for Writers in Iraq during
the early 1990s, before finding refuge in Denmark against Saddam
Hussein's rule. He published a number of poetic collections which
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appeared in Baghdad, Amman, Beirut, Cairo, Germany, Bulgaria
and Denmark, starting with Fields in a Cage (Suhul fi Qafas)
(Baghdad 2010) and ending with Texts of Life/The Iraqi's Mistake
(Nusus al-Hayat/Ghaltat al-Iraqi) (Baghdad 2012), through the
General Union for Writers in Iraq. He also published in Danish an
autobiographical work together with the Danish writer Analya
Landstede, titled, Chief Editor from Baghdad/An Account of Living
in the Copenhagen of Hell (Copenhagen 2006).
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Struggle, Mixed Media

Mona Ezzedine,
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A Chopped Hand in Mine
Darine Houmani
Translated by Yasmine Haj

A girl is in my hand.

A limbless girl,

headless.

A murdered girl is in my mirror.

A murdered girl is on my notebook.

A murdered girl is on my bed.

A murdered girl is on my dining table.
She’s by my bedroom door.

She’s by my window.

A murdered girl is dripping from a water hose.
A murdered girl is in my car.

A murdered girl is in the traffic lights.
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At Starbucks, every cup is a murdered girl.

In Rafah, children go up in flames.

In Gaza, only death is available for a call.

In Tel Aviv, some dance in delight.

Others, Arabs, are overjoyed.

In the West Bank, they fire bullets in every direction.
Every bullet of those penetrates my body.

They demolish homes whenever they’re bored;
they kill children to do away with boredom,

as one Israeli soldier said.

As simply as any human goes for their daily cup of coffee.
Nothing can explain such cravings.

Who supplied them with such monstrosity?
America, so open to murder!

As did Great Britain, a little while back.

Let the games begin, empires say.

But when do games end?

Toying with children’s bodies, agony, blood;
immortal empires with bloodstains on their faces.
They toy with the globe.

Children murdered asleep,

burnt asleep,

amputated asleep.

What sturdy killings,

sturdy burnings,

amputations,

trying out rockets and their ability to annihilate bodies...
What am [ doing here, now? Nothing.

There is no plausible reason for such a life to exist;
no plausible reason for such a world to exist.

We will look for another life,
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another world, oracle-free.

Oracles, oracles everywhere,
religions enthusing murder,

with darkness plunging the world into a colourless abyss.
There is a chopped hand in mine,
bodiless.

Capture that thought with me?

A murdered child is in my head.

At dawn, it feels like I'm dreaming
and that this world can in no way be
the world

that God had willed.

Darine Houmani is a Lebanese poet living in Montreal. She
published several poems in various Arab journals and newspapers
and authored seven poetry collections in Arabic.  These
collections are: Bigger than the Train’s Window (Akbar min
nafidhat al-qitar) (2008); The Sad Yathir (al-Yatir al-hazin) (2011);
Thin Sheets in One Room (Mala’at raqiqa fi ghurfa wahida) (2014);
Stations of Sadness (Magamat al-khayba) (2016); Passage with No
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Light (al-'Ubur bi-la daw’) (2017); Unsafe Trees (Ashjar ghayr
amina) (2021); Dear Beirut, Here’s Montreal (* Azizati Beirut, Huna
Montreal) (2023). Selections of her poetry were translated into
French, German, and English and published in anthologies and
literary magazines. She is an editor and writer in the New Arab
newspaper, where she writes in its Culture section. She is
completing her doctoral studies in Mass Communication and has
earned an MA in Journalism and an MA in Marketing.

Yasmine Haj is a poet, writer, editor, and translator. She
completed her MA in Comparative Literature at the University of
Toronto with a focus on modern Arabic literature and French New
Wave Cinema. She is a co-editor of Mitra Magazine and has
translated several film scripts and films as well as academic and
literary and poetic texts. Her translations appeared in The Babel
Review in 2018 and 2022 and they include: Majd Kayyal's "A Game";

1 n

Mahmoud Omar's "A Letter from Gaza - 2054"; Mahmoud Jawda's
"Fragments from Gaza"; Najlaa Eltom's "The Struggle is
Patriarchal”; Nathalie Handal's "Four Poems"; Odai Alzoubi's "The
Butterfly's Shadow". Haj also translated into Arabic, Ama Ata
Aidoo's "Bi-al-Hadith ‘an al-A‘aasiir"; Taban Lo Liyong's "Hal al-
wahda al-Ifrigiyya al-sathiyya jayyida bi-ma fihi al-kifaya?";
Catherine Lacey's "Afras". In her chapter "Rast”, which appeared
in River in an Ocean: Essays on Translation, edited by Nuzhat
Abbas (Toronto: Trace Press, 2023), Haj presents us with poetic
prose pieces that illustrate her philosophy of translation. She also
published two poems in Mitra Vol.2 (2018), titled, "Because This Is

Not My Town" and "At the rabbit's tunnel (' Inda nafaq al-arnab)"
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She is a co-founder of Dalaala, a translation collective of literature,
films, arts, and critical texts. Yasmine also wrote essays for Assafir
Newspaper, and her translations appeared in Qadita, Asymptote
Magazine, Best American Experimental WRiting (BAX), Romman
Magazine, and Specimen, and Turning Point Books. She lives in
Nazareth.
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Creators and their Mediums
Rula Jurdi
A Conversation with Nada Saab

Rula Jurdi is a Lebanese poet and novelist, born in Venezuela.
Her poems, written in both Arabic and English, appeared in
several Canadian, Arab, and international magazines. Her poem,
"translated”, was longlisted for the Magpie Poetry Award - PULP
Literature in 2025 and her poem,"Oral", was shortlisted for the
same Award in 2018. Her poem, “Gaze”, was on the shortlist for the
Montreal International Poetry Prize in 2022. Her novel Camera
Obscura  received the  Khayrallah  Prize in 2021
https://rulajurdi.com/about/

She has three poetry collections in Arabic, namely, The Heart’s
Peel (Ghilaf al-qalb), 2015; Like Leila and the Five Cities (Ka-Layla
aw ka’'l-mudun al-khams), 2017; Beyond the Rose (Ma ba'da al-
warda), 2022, and a forthcoming collection titled, Those Faint
Things (Tilka al-ashya’ al-khafita). She has three novels, namely,
Thick Air: a Lebanese War Story (al-Kathafa: gqissat harb
lubnaniyya), 2007; Camera Obscura (Fi ‘ulbat al-daw’), 2017; One
Hundred Flutters (Mi'at ra'sha), 2021, and a forthcoming one
titled, Bolshevik Fish (Samak al-Bolshevik).
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Nada: If we go to the beginnings, when did you start writing
poetry? when did you start writing fiction and in what context?
What thoughts and feelings marked that stage?

Rula: I started writing poetry very early. | was probably g or 10
years old and felt the urge to write. I wrote a lot, it was like oxygen,
and I did not understand why it was my intimate medium of
expression. For a long time, I thought that it is a form of
deconstructing and overcoming painful and oppressive
conditions. But of course, over time, I realized that this is not true
and that poetic being and the attraction of poetic form is inherent
not acquired and not a product of any particular condition. My
poetry engaged questions of being, liminality, and investigated the
femining, gender, and the Arabic poetic tradition.

With fiction, it was very different. I started writing when I was
seventeen. It was gradual, if not episodic. I was writing short
pieces about subjects that moved me, some sad and some comical.
But my first novel, al-Kathafa (Thick Air), was driven by
patriarchal repression, loss of faith, and the trauma of the civil war
in Lebanon. It tells the story of a relationship between a young
woman who fell in love with a man from the enemy group, only to
face family threats and violence. Her lover is a liminal personality,
withdrawn from society, and thus incapable of committing
himself to any relationship.

| felt that the philosophical ideas in al-Kathafa were not effectively
articulated, and so, I did not think that it succeeded as a novel. In
terms of form, technique, and narrative, it was still in an immature
stage, and the poetic form, which dominated its spaces, did not
work with the plot. I have even contemplated going back to al-
Kathafa and rewriting it. Has anyone re-written her/is novel
before? I do not know. I have the urge to do it. I consider Fi 'ulbat
al-daw' (Camera Obscura) my first real novel. It has been
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translated into English by maia tabet and will be published by
Syracuse University Press.

Nada: How did Fi 'ulbat al-daw' emerge? What is the creative
labor that went into it?

Rula: The civil war, the crisis of sectarian violence and the
polarization between secular and pious social spaces, brought
back glimpses of the rich and open social-spiritual worlds I
experienced as a teenager and young adult during the late 1960s.
This kindled my memories of a famous woman mystic from my
mother's family (Sitt Sara in the novel) who was part of a local
mystical-gnostic tradition that emphasized universal values and
pushed against Muslim-Christian discord and violence. I wove
threads of her biography into fiction, and explored her view of
herself and the world.

The novel came to me as scenes, like cinematic scenes with short
conversations and movements, even certain rhythms. Cinema
shaped my writing and it is reflected in my newer postmodern
poetic collection, Ma ba'da al-Warda (After the Rose). But I
resisted writing a novel. I would say to myself, "No, I should take
these scenes out of my head. I am not going to write a novel. I am
not", because I was not happy with my first novel. But this novel
made its way against my will almost. It was the strangest feeling,
and so in a few weeks I created ten sections and could see the first
scene of each section and its main ideas. [ wove the rest as [ went
along. The camera obscura, "the dark room", would become a core
symbol and also a tool for navigating the esoteric mystical
tradition of Sitt Sara and the experiences of the civil war, and
Nour's life in New York.

Nada: What are the particular experiences, as well as the artistic
spaces, which shaped and enriched your works?
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Rula: I would say that my lived experiences as an Arab woman
coming from a small Lebanese community, marked by patriarchal
restraint and deep anxiety about women's creative output, be it
poetry or fiction or art, shaped my writing. [ was sharply aware of
the fact that male writers are more readily nurtured by their
families and celebrated, and also supported economically. The
experiences of such writers are strange to me. Other experiences
tied with my early awareness (within my family) of the plight of
the Palestinians under Zionist occupation and the need to be
active. The death and devastation caused by the Lebanese Civil
War naturally left an indelible mark on my life. So, these
experiences appeared as questions to be interrogated in my novels
and poetry.

As I embark on a new poetry collection or nove, I draw inspiration,
in terms of form, style, and presentation, from artistic spaces like
film, painting, music, and theatre. I love to study certain paintings
and look closely at the paint itself, the strokes, and not only at the
ideas behind the art. Visual and vocal signals, evoke moods and
feelings that help me get inside certain scenes or narratives or
poetic projects. As I started making my clothes tactile signals also
became very important; it evoked a new lexicon and other
dimensions of sensuality.

For the first time last year, I published my poem with an abstract
painting, which [ made during the genocide in Gaza. I was unable
to write for months. It was not a time to write but to navigate the
pain and absurdity, so I painted. I found it easier and sufficient.

Nada: What Arab and international literary works shaped your
leanings and the forms, techniques, and aesthetic features of your

novel writing?

Rula: There is a whole list of works that shaped me early on, those
authored by Emily Bronte, Fyodor Dostoyevsky, George Bernard
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Shaw, Emile Zola, Naguib Mahfouz, William Falkner, Yasunari
Kawabata, Kazuo Ishiguro, and many others.

I was mesmerized by Garcia Marquez's One Hundred Years of
Solitude, especially, the mix of magic and realism. I found "Abd al-
Rahman Munif's Mudun al-Milh brilliant; Hanan al-Shaykh, The
Story of Zahra critical; and Emile Habiby's The Pessoptimist,
magnificent, especially, the layers of esotericism and political
realism. Olga Tokarczuk's Flights, a unique postmodern work.

Yet, no one can tell what exactly one absorbs or adapts from these
readings one so admires. Which elements, threads or forms
become important? How is one's literary labor shaped by these
readings and how is it shaped by time and place, what is going
around us and within us? It seems that one becomes 'inspired’ or
adapts what one recognizes as meaningful for an already existing
project. It would be a mistake to think that our ideas and styles
are the product of what we fancy or like. The material and social
forces are constantly at play when we put a novel in a certain way
and build its threads and forms. While it is true that literary
criticism makes you aware of various features of novel writing
(and I wrote several literary critiques of Arabic fiction) it does not
make you a novelist.

Nada: What types of struggles or impediments did you face when
writing your novels?

Rula: My struggles were deeply genedered; they were both
external and internal, with myself. I wanted to liberate myself
from the watching eye, the eye of the self which has been living a
protected life surrounded with male-dominant expectations. I
could not allow this social collective to censor me, to enter my
sanctuary. So, the act of writing a novel, in and of itself, for a
woman like me, living in a community that favored discretion over
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divulging; and was probably embarassed by the act of getting
denuded on the pages, is an onging struggle.

It is rewarding and curious to see how one's work touches different
audiences and persons and why. After receiving the Khayrallah
Prize for Camera Obscura (Fi 'ulbat al-daw'), which emphasizes
creativity and artistic expression, I had wonderful conversations
with people from different walks of life, including literary critics
and journalists who gave me the first true sense of how the novel
was understood and received.

Nada: How about your poetry?
Rula: With poetry, the struggles are of a more literary and artistic
nature, not social. Those who want the poetry, who want to talk

about it and understand it, are fewer and quite different from
those who engage the fiction. Poetry is a practice in loneliness, a

50



"

Mitra | Aa

communicative and social loneliness. Yet, it is an enjoyable
lonliness. I feel a sense of agitation then relief, even joy, when the
words, in their poetic forms, are released.

Nada Saab is Associate Professor of Arabic Studies at the
Lebanese American University (LAU), whose insights into modern
and medieval Arabic literature and Sufi theory are brought to bear
on her understanding of modern Arabic plays. Her unique
expertise in Arabic and the Sufi tradition is reflected in her work
on Abu Sa'id al-Kharraz (d. 899), and through several articles and
book chapters, such as, “The Many Faces of Religion in Sa'dallah
Wannous’s, “Tuqus al-Isharat wa-I-Tahawwulat” in Four Plays
from Syria, eds. M. Carlson & S. Mahfouz (2015), and Sufism, Black
and White by Abu al-Hasan al-Sirjani (d. ca. 470/1077), co-edited
with Professor Bilal Orfali. Together with Robert Myers, Saab
authored Modern and Contemporary Political Theater from the
Levant (2019) and Sentence to Hope: A Sa'dallah Wannous Reader
(2019). In 2020, Saab and Myers were awarded the First Prize -
Sheikh Hamad Award for their translation of Sentence to Hope.
They have risen to prominence in the last decade through their
co-translation of over 10 Arabic plays into English, and the
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production and staged readings of some of them in collaboration
with Iraq’s prominent director Jawad al-Asadi, and Lebanese
director Sahar Assaf. Saab’s and Myers’ translation of Sa‘dallah
Wannous’s Tuqus (Rituals of Signs and Transformations) into
English was a ground-breaking achievement. Translating,
producing, directing and organizing staged readings of first, Tuqus
at the AUB, Babel Theatre in Beirut (2013), and at Martin Segal
Theater Center NY (2014), and second, Hammam Baghdadi
(Baghdadi Bath) by Jawad al-Asadi at LAMAMA and Dartmouth
with New York Theatre Workshop, were all astounding successes.
They have also translated al-Diktatur (The Dictator) by Lebanese
Playwright, ‘Isam Mahfouz.
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Ali Ahmad Kanaan is a Syrian writer, poet, and translator from
the province of Homs and lives in Abu Dhabi, the UAE, since 1998.
He studied English Language and Literature at the University of
Damascus and worked in journalism and radio broadcasting
between 1967 and 1992. He also worked in the Cultural Section of

61



Mitra | e
al-Thawra and Tishrin newspapers and became a literary editor at
the Suwaydi Publishing Press in Abu Dhabi. He moved to Japan
after being delegated to teach Arabic at the University of Tokyo
and worked there from 1993 until 1996. He has several poetry
collections including, The Path to the Oasis (Darb al-Waha)
(1966); Rivers of Foam (Anhar min zabad) (1970); Weddings of the
Native Indians (A'ras al-Hunud al-Humr) (1979); A Palm Tree
Named Fatima (Nakhla Ismuha Fatima) (2002); Poppy Clouds
(Ghuyum al-Khashkhash) (2016). He also wrote a play titled The
Torrent (al-Sayl) (1974), which was performed at the National
Theater in Damascus. He edited a collection of Islamic Arab travel
works, including Stories Extracted from the Travels of Ibn Battuta
(2004), and wrote Prominent Twentieth-Century Japanese
Novelists (A'lam al-riwaya al-yabaniyya fi al-qgarn al-'ishrin)
(2017); Bitter Apple and Nectar: Visions and Obsessions on Poetry
and Life (al-Hanzal wa-al-Rahiq: R'ua wa-hawajis fi al-shi'r wa-al-
hayat)(2019). He translated into Arabic literary and poetic works
for several writers such as Julius Hay (The Horse); Robert
Langbaum (The Poetry of Experience); Ovid (Amores, Ars
Amatoria); Matsuo Basho (The Narrow Road to Oku). He
participated in several literary and poetic festivals and
conventions and received the Hamid Badrakhan Literary Prize
(2010).
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aad Abi Saa,ceaming C,
Acrylic on Canvas, 2021
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Nabil Mamlouk is a Lebanese journalist, literary critic, and poet
from the city of Tyre. He has an MA in Arabic Language and
Literature from the Lebanese University, Beirut. He published
numerous articles and essays, as well as five poetry collections, the
first titled, Gallows, from the Beard of Darkness (Mashaniq min
lihyat al-"atma) (Dar Zamkan, 2022) and the last titled, Mirrors of
a Hidden Conscience (Maraya damir mustatir), (Beirut: Dar al-
Nahar, 2025). He also authored a book titled, Amjad Nasser:
Readings in the Poems of Nasser, the Young Man and the Vision
(Amjad Nasser: Qira'a fi qasidat al-fata wa al-ru'ya) (Dar al-Nahda
Al-Arabiyya, 2025).
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Abeer Arbi, Visions (ru'a), Mixed Media
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Poemes
Racha Mounaged
Traduction en arabe par Faten Faour

Mémoire-cerise

Dans ton imaginaire,
trois palmiers.

Sensations brisées.
Sel effrité.

Perdu.

Filé entre tes doigts.

Et la corniche n’a pas bougé d'un pouce.
Vois comme elle t'attend encore.
Et toi,

battements de coeur, pulsations,
n’as pas changgé.

Toujours cette ado

effarouchée,

sauvage sous des allures sages.
Bouche close,

qu’aucun baiser n’a su éclore.

En toile de fond :

une guerre.

Mer étanche.

Dunes.

Verdures.

Pluies.

Cendres.
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Monnaie.

Le regard noir d'un garcon,

de plusieurs garcons.

Brilures jamais éteintes.

Tu ne sais pas.

La radiocassette chante :

“Je t’attends depuis trop longtemps”.
Une voix Sterling* venue d’ailleurs.
Mémoires archaiques

surgies.

“A qui de nous deux tu penses, tes soirs ?”
Tu ne sais pas.

Vers qui, vers quoi vont tes pensees.
Indécise.

Tu aurais voulu étre

le sel,

un morceau de paysage,

méme le vent.

Au lieu de ce sourire figé.

Cette brilure,

prisonniere d'un corps.

4 Alexandre Sterling est un chanteur et acteur frangais né en 1966. Il a chanté, entre autres, « J’ai peur de
t’aimer » et « Bal a Buckingham ».
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Exil du verbe

Moi.

Avec mes vertiges.

Cadrage incongru

du verbe aimer.

Ma mémoire,

plus grande que moi.

Ta voix qui en appelle d’autres,
les aspire.

Je voudrais te dire,

Que

Je te vois, je t'entends,
Toi,

Toi,

qui portes en toi

tous les exils,

toutes les blessures,

de tes autres vies.
L’attente et son absence.
Thématiques embrassées.
D’errance en errance,

tu apprends, au final,

la boursouflure des ailes.
Exagération du verbe papillon.
Tu réves,

mais ne t'’envoles jamais.

"Attends-moi, attends-moi, attends-moi' .

Chante encore une fois,
Sterling.
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Questions sans réponses

Moi,

cet avion sophistiqué,
perdant en vol

tous ses instruments.
Et dont les ailes,

par célérité,
décomposent I'élan.
Instrument—

d’exil,

ou de voyage ?
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Décision

Je ne veux plus d’artifices
entre toi et moi.

Tu m’as dit :

Ma parole—
soit tu la jettes,
soit tu la prends.
Entre nous,

pas de rivage tiede.
Pas d’iles de peut-étre.
Ni de paysages morts.
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Labyrinthes

Tu t'écoutes quand tu parles,

toujours en dialogue avec toi-méme.

Ou suis-je,

dans ce paysage ?
Etranger 8 moi-méme,
Perdu

dans ton univers mental.

Un labyrinthe-appat

ou courent

deux, trois, mille minotaures,
hagards, dédoublés—

par ta faute, égarés.
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Oum Kalthoum

Tu m’as raccompagnée, dans une grande Mercedes.

Il faisait doux a Beyrouth,
dehors il bruinait.

L’air était tiede.

C’était le soir,

tu portais de grosses lunettes sombres,
de toutes petites pantoufles.

Je me souviens de ta robe de nuit,
de tes cheveux,
blonds d'une lumiére nouvelle.

Tu me parlais d’art,
d’écriture,
de je ne sais quoi.

Lynn, je me souviens de ta main
qui pesait sur la mienne.
Car c’étaient les adieux.

Dehors, les passants.

Dedans,

le timbre capiteux d’Oum Kalthoum
sortait de la radio,

comme un décor folklorique.

Et les feux de ta voiture,
garée devant chez nous.
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Et mes départs.

Et mes arrivées.

Et les heures qui s’écoulent,
en lettres arabes,

a Beyrouth.

Avant que tout ne se remette a tourner.

Avant que ¢a ne s’accélére de nouveau.
Apres le décollage.

Etonnant rempart contre le temps :
nous deux.
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Elles tombent mais ne se brisent pas

Elles tombent, mais n’explosent pas — inoffensives. Juste
des éclaboussures d’eau, un ballon gonflé a pic. Le jeu,
derriére la colline aux herbes bleues. Pommettes rouges,
genou écorché. De la brillantine et un sourire — arraché au
vent.

Main dans la main, pour rester a jamais dans l'enfance,
mais elle a filé. Il ne reste d’elle que des moineaux
accrochés a une branche, toujours préts a s’envoler.

Jai vu partir ton sourire, et ce qui restait de nous s’est
froissé. Il ne reste rien — quelques épluchures de photos, en

noir et blanc.

Et mon bonheur, rapé par la mécanique du temps.

35 O B8N
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Racha Mounaged vit a Bruxelles. Son écriture explore les failles
et les blessures, dans un élan de réparation et de tissage — entre
passé et présent, histoire et actualité, mais aussi entre disciplines :
littérature, art, sciences. Son travail s’enracine dans des figures
mythologiques issues d’Europe et du Moyen-Orient, quelle
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réinvente pour interroger les zones d'ombre du contemporain.
Elle a publié des poémes dans la revue Traversées, ainsi qu'un
roman, La Blessure, et un recueil poétique, Les Métamorphoses de
Méudse, parus aux éditions Complicités.

Faten F. H. Faour est née a Beyrouth (Liban). Elle a obtenu un
diplome d’Etudes approfondies en Sociologie politique, elle est
militante sociale, écrivaine et traductrice du francais vers I'arabe.
Elle a traduit entre autres: On les disait terroristes sous
l'occupation du Liban sud de Josée Lambert (Editions Sémaphore,
Montréal, 2004) et Les Métamorphoses d’Ishtar de Nadine Ltaif
(Editions Dar Abaad, Beyrouth, Liban, 2024).
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Nora Nagy is an Egyptian journalist and novelist, born in Tanta,
Egypt. She graduated from the Faculty of Fine Arts in Egypt and is
currently studying English literature at the Faculty of Arts. She
works as a managing editor and her articles were published
through various websites and magazines. She also served as the
Women'’s Section Editor for several Arabic platforms. Her novels
were shortlisted for the Sawiris Cultural Award in 2018 and 202o0.
She won the Yehia Haqqi Prize in 2020 and The State
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Encouragement Award in 2022. She has several novels, namely,
Bana (2014); The Wall (al-Jidar) (2016); The Pasha’s Daughters
(Banat al-Basha) (2017); Camellia’s Ghosts (Atyaf Kamilya) (2020);
Years of Running in Place (Sanawat al-jari fi-al-makan) (2022), and
The Jazz House (Bayt al-Jazz) (2024). She also published a
nonfiction book titled, Women Writers and Solitude (al-Katibat
wa-al-wahda) (2020), and a short story collection titled, Like Naive
Movies (Mithla al-aflam al-sazaja)(2021).
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Reda Abdelnabi Abdelfattah Nuh has an MA in Arabic
Literature and Literary Criticism from Tanta University, Egypt.
She was also an MA researcher at the Academy of al-Balda al-
Tayyiba in Sharia Disciplines in Yemen. She has five poetry
collections titled, I am lost here (Tayih yamami fi'l-bilad) (2020),
which won the Prize of Regional Publication; A heart not fit for
framing (Alb mush layi' ‘ala al-baraweez) (2021); Sira dhaatiyya li-
sabiyya fi'l-'ishreen (2025). These collections carry the unique
features of the local dialects of the Behira District where Reda was
raised. Her poems also appeared in the poetry anthologies: Life is
Creativity (al-Hayat ibdaa'); Shining stars in the sky of the
university (al-Nugum al-lami‘a fi sama’ al-gaami'a). She earned
numerous awards and prizes, and gained first place in vernacular
poetry and song lyrics in several contests, including, the Contests
of Abdel-Rahim Mansour and Talai' al-Behira, and gained second
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place in Ibdaa’ Jaami'aat in Tanta and Egypt as a whole. She was
honored as the best emerging poet writing in vernacular Egyptian,
for her collection, Tayih yamami fi'l bilad. Reda was the head of
Literary Club of Itaay al-Baroud (al-Behira) and the Women's
Head Secretary in the Party of Humat al-Watan. She also worked

as a linguistic editor and a central instructor in the General
Association for Cultural Palaces.
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Huda Lutfi, No to War, Found in Calro 2003
Wood, Paint, Found dolls

Blanc sur Blanc
Christine Palmiéri

Il neige
a mordre les loups

vent du sud
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'érable rouge
fustige 'opalescent éther

pays a la dérive

il neige

la riviére s’enflamme
clameur de glace

le ciel dans ses visceres

veille perdue

dans la dévoration
des jours et des jours
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une mort tardive
atteint les Ames
cotonneuses

un voile gris se fige
qu’avons-nous fait
ou pas

la banquise s'amenuise
nos pas la suspendus

allez au front
dans '’humide matiére
baignez vos pupilles

ablution qui vous fera renaitre
voir ce que vous ne voyez plus

dénoncé
I’hiver est un chitiment
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maintenant

il fait blanc sur blanc
rien a voir

qu’on ne sait discerner

la riviére évanouie
le ciel asphyxié

la terre longtemps
dérobée

la sentence est rendue

le monde n’est plus
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une carcasse d’arbuste
s’agrippe

trace de ses griffes
effilées

le contour du vide

zébre le sable neigeux
saigne

tous avancent
sans pleur

yeux ouverts dans la tempéte
rien voir

rien a voir
pas méme la douleur
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main dans la main
les silhouettes courbées
chantonnent des litanies

puis le calme
chute
marcher n’est plus de mise

fermer les yeux
voIr
I'obscure destinée

I'infini de bord en bord
couché sur I'horizon

devant les masses
recroquevillées

(tout est a espérer)

Christine Palmiéri est poéte, artiste et critique d’art. Née au
Maroc, elle vit au Québec ou elle a publié L'éternité n’est jamais
loin aux Editions Mains Libres en 2023, Un gant pour une vie aux
Ecrits des Forges en 2000 et Six mille et deux nuits sous un ciel
d’Orient a 'Hexagone en 2011. Elle a aussi publié dans des revues
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(Les Ecrits, Exit, Maebius, Liberté), des collectifs (Vermillon, VLB
Editeur, Trait d’union) et dans des anthologies (Estuaire, Le dé
bleu, Lieu d’étre). Son travail d’artiste allie vidéos, photos et

peintures dans des installations exposées dans plusieurs pays. Elle
codirige la revue de littérature Exoplanéte.
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Cuatro poemas de Aquella ilacion casi perfecta
Mercedes Roffé
(Buenos Aires, 2024)

Cette illation presque parfaite
Quatre poémes de Mercedes Roffé traduits par Nelly Roffé

El libro alrededor

Si asi de alba y dlgida estuviera

Si asi de cauta

Si asi de aurora

Si asi de estrella

Si asi de crisalido y luz el tintineo
la voz entrara

el alma

el eco

y ese don desdoblado

ese silencio

UNDE
UNDE

un libro alrededor habria
que tejer
que urdir
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tramar

El libro que

alrededor le falta

y del cual la palabra

no es mas

que el junco que cimbrea
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Le livre autour

Si elle était la d’aube et d’acmé

Si ainsi de sage

D’aurore

D’étoile

Si ainsi de nymphe et de lumiére, le tintement
la voix entrerait

I'ame

I'écho

et ce don dédoublé

ce silence

UNDE
UNDE

un livre autour

on devrait tisser

ourdir

tramer

Le livre qui

autour lui manque

et duquel le mot

n'est plus

que le jonc qui se cambre.
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Nombres

A la novia de Dios,

al mismisimo

rostro de Dios,

a su habitacidén o morada,
a la exiliada

presencia de Dios

en el mundo

también la llaman

la-hija-de-la-voz
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Noms

A 'amoureuse de Dieu

au visage méme de Dieu,
a sa chambre ou demeure,
a l'exilée

présence de Dieu

dans ce monde

aussi on l'appelle

la-fille-de-la-voix
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Le mot juste (1)

Entre el error

lo obtuso

lo fallido

lo feliz aproximado
lo ambiguo

lo probable

se abre camino
nitido y fantasmal
el velo de la idea

la palabra justa
una imagen
la rememoracion de la...

(;dirélo?)

la belleza

entrevista.  contemplada
intuida o pergenada

hic et nunc

como en el marmol de Gli Uffizi late
la vena del esclavo

sin acabar sin rostro

sin pulir.

Pulido y acabado.

No el érgano, el nacer.

No el poema, el trovar.

No la noche ni el dia

sino el camino hacia el alba.
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Le mot juste

Entre l'erreur
L'obtus

I'échoué

I’heureux approché
I'ambigu

le probable

s‘ouvre un chemin
net et fantasmé

le voile de I'idée

le mot juste

une image

la remémoration de la...
(le dirai-je?)

la beauté

entrevue contemplée
inférée ou ébauchée

hic et nunc

comme bat dans le marbre de Gli Uffizi
la veine de 'esclave

inachevé sans visage

sans poli.

Poli et achevé.

Non pas l'organe, la naissance.

Non pas le poéme, le trouver.

Non pas le jour ni la nuit

mais le chemin vers I'aube.
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Mandamientos
Parte el tren de la estacion de las lluvias.
Liberalidad. Donaire. Juegos de sombras.

Los ecos de un perfil, como un glissando, se extienden,
grises,

sobre las arenas

de amianto y de caoba.

Llama la pasion. Nadie responde.

El via crucis ya quedo desmontado. Apenas
una tramoya de latigos y espinas. Sin audiencia.
Sin héroe ni feligresia ni turba que le ladre.

Mascarada. (Volveran. Mafiana, a la misma hora.)

Animas de incienso y de pecado

y algunas reglas practicas para sostener la ficcion.

No mataras.

No comeras congrio ni tocino.

Amaras a tu esclavo como a ti mismo.

No desearas.

Abandonaras padre y madre para evitarles el espectaculo
de tu soledad.

Gira sobre tus talones.
Mira la radiante corona de Eufrosine, alli, bajo la nieve,
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calcinada.

Parte el tren.

La tarde se ha puesto tensa
como una bordona.
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Commandements
Part le train depuis la gare des pluies.
Libéralité. Allure. Jeux d'ombres.

Les échos d'un profil, comme un glissando, se répandent,
gris

sur les sables

d'amiante et d’acajou

La passion appelle. Personne ne répond.

La via crucis a déja été démantelée. A peine
un décor de fouets et d’épines. Sans audience.
Sans héros ni fideles ni foule qui aboie.

Mascarade. (Il reviendront. Demain, a la méme heure).

Anima d’encens et de péché

et quelques régles pratiques pour soutenir la fiction.
Tu ne tueras point.

Ne mangeras ni anguille ni lard

Aimeras ton esclave comme toi méme.

Ne désireras point.

Abandonneras pere et meére afin de leur épargner le
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spectacle de ta solitude.

Tourne sur tes talons.

Regarde la couronne radiante de Euphrosyne, 13, sous la
neige,

calcinée.

Le train part.

L'apres-midi s'est tendu
comme la corde d'une guitare.

(I) En francais dans le poéme de Mercedes Roffé

Mercedes Roffé est I'une des voix de la poésie argentine actuelle
les plus reconnues internationalement. Ses poémes sont publiés en
Espagne, en Amérique latine et, en traduction, en Italie, au Québec,
en Roumanie, en France, au Brésil, en Angleterre, au Liban et aux
Etats-Unis. En 2023, elle a publié Composicién : Cristales, un livre
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qui réunit pour la premiere fois des poémes et des dessins de
l'auteure. En 2024 parait a Buenos Aires Aquella ilacion casi
perfecta et en 2025, son livre de dessins La dimension del silencio
((Euvres 1988-2024, Buenos Aires/New York). Elle a recu les
bourses John Simon Guggenheim (2001) et Civitella Ranieri (2012).

Nelly Roffé est originaire du Maroc. Elle a terminé ses études en
Littérature comparée a ['Université de Montréal. D’abord
professeure de langues dans des Colléges, elle traduit de la poésie
de l'espagnol vers le francais, donne des conférences sur la
littérature maghrébine de langue francaise et écrit de la poésie. Son
recueil de poémes Rose de Chaouen a été publié en 2016 aux
Editions de 'Harmattan a Paris.
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Huda Lutfi, The light Within, Zan'it al-Sittat series, 2008

An Analysis of Safia Elhillo’s Prismatic Identity
by Camilla Sartor (University of Trento, Italy)

Safia Elhillo’s writing is based on a multidimensional
sense of self. In fact, several of her texts embrace the idea
of being on the borderline between two or more identities
and cultures. This multiplicity, which constitutes the very
core of her identity, shatters brutally her self-image; she is
composed of numerous selves as she states: “I've been
afraid, forever, of performing my identity incorrectly. My
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Muslimness, my Sudaneseness, my Americanness, my
Blackness, my womanhood”.’

Accordingly, Elhillo’s poems convey a sense of
separation, yet her choice to include different art forms
manifests wholeness and complexity. It might be said that
in order to reach unity in her identity, Elhillo embarks on
a self-discovery journey, by exploring the different
elements that constitute herself and by experimenting
with multiple media. Indeed, her poems tend to reproduce
orality, and with her gaps and enigmas, she creates a space
for an ongoing inner dialogue with herself.

For example, she turned some of her poems into short
films, as in the case of ‘To Make Use of Water’ and
‘Application for the position of Abdelhalim Hafez’s Girl”:
here the poetic text intertwines with graphics and sound.
By engaging in multimodality, her poetry gains dimension
and the experience of the reader/viewer/listener is
multiple and immersive, since it stimulates multiple
senses. In this article, I will reveal some of the layers that
constitute Elhillo’s identity, from her inner core to her
position in society. As we will see, Elhillo in the end
embraces her multidimensional identity with pride.

1. To Name is to Define

The first element that Elhillo subjects to her poetic
scrutiny is her name. The poem “Yasmeen” (Girls That
Never Die, 2017) evokes the name she was supposed to be

® Elhillo, Safia. “Good Muslim/Bad Muslim”, introducing The
BreakBeat Poets, Volume 3: Halal If You Hear Me. Haymarket
Books, 2020.
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given.” However, due to the death of her father’s aunt Safia,
she was named after her. Her name is therefore not the
result of a free choice but of traditional social customs.
Moreover, for Elhillo, the name is also a cage, as she
confesses in her poem “Girls That Never Die [I cover my
shoulders]”, because it is a synonym for reputation
(“reputation as condition for / Name”, 11.24—25).8 Clearly,
names carry meanings, both philologically and personally.
“Yasmeen” indeed means Jasmine in Arabic; consequently,
Elhillo introduces herself as a flower in the poem (“I was
planted®”, 1. 1), which is pervaded with plant-related
vocabulary, such as “root”, “fallow mouth”, “petals”,
“wilting”, and “garlands”. Yet, the poem is polyphonic;
beyond Safia’s voice, the reader listens to her interaction
with an imaginary self, as she suggests in a podcast episode
listened on the Poetry Foundation website. As she
explains: “Whenever 1 consider any parallel version of
myself or any alternate version of myself, there’s sort of
that ready-made name, all set.””” Thus, it is as if we had a
dialogue between Safia and her potential and desired self,
Yasmeen. The origin of their divergence lies in the tension
produced by the two names. On the one hand, the name
Safia bears a connection with the poet’s family; it is a name

7 Elhillo, Safia, “Yasmeen”, in Girls That Never Die, Penguin
Random House LLC, New York, 2022.

® Elhillo, Safia. “Girls That Never Die [I cover my shoulders]”, in
Girls That Never Die. Penguin Random House LLC, New York,
2022.

' Share Don, editor of Poetry Magazine, “Safia Elhillo reads
“Yasmeen™, The Poetry Magazine Podcast, POETRY
FOUNDATION, July 9, 2018.
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“taken from a dead woman” (“Yasmeen”, l.5). “The dead
woman” belonged to the paternal side of Elhillo’s family. In
other texts, the poet often discloses the difficult
relationship she has with her father; she describes him in
the poem “Drowning” as “forgotten” and as a part of her
that manifests itself in her physiognomy (“I have his face”)
but is not actually present in her daily life.” In some of her
other writings, he is in fact never directly described, but his
appearance and personality are reported to the poet by
others. For instance, in the poem “the lovers”, Elhillo
writes: “my father / who i hear / was so lively & handsome”
(I1.4-6). * Thus, these elements express the ghostly
presences that the name “Safia” evokes; namely, the actual
lack of real connection with her father and the paternal
side of her family. On the other hand, Yasmeen represents
the ideal and the freedom of choice, not only for the author
but for her mother as well: “all her life / my mother wanted
/ to remember / to fill an aperture with / a girl named for
a flower” (11.6-7).” Finally, being named after a flower
conveys ideas of newness, blossoming and maybe even
hope. The hope and desire to liberate oneself from familial
ties and expectations. Again, the garland hanging from
Yasmeen’s neck shows the celebration of a new life, created
in the floral headspace of the poet’s mother, as jasmine is
cut in a bowl. On the contrary, the one hanging from Safia’s

" Elhillo, Safia, “Drowning”, read in “Alien Suite”, Youtube. June
14th 2016. https://youtu.be/dhswSt-hfl.o?si=lJGbFigzTszggCzx.

** Elhillo, Safia, “the lovers”, The January Children, University of
Nebraska Press, 2017.

B Elhillo, Safia, “Yasmeen”, Girls That Never Die. Penguin Random
House LLC, New York, 2022.
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neck commemorates a stranger, “a dead woman”. The
latter is a funeral bouquet, which celebrates death rather
than life, something withered rather than the promise of a
future blossom breaking the old ground, as it happens in
Yasmeen’s case. Nevertheless, in the end, the duplicity of
Safia-Yasmeen is not so conflicting: flowers’ green stems
allow them to ascend, yet in order to do so, the flowers
necessitate roots, they do need grounding to reach the sky.
The structure of the poem reflects its double nature: the
reader is given a text split in two columns that can be read
vertically, so separately or horizontally.

2. Identity and Language

As the poem “Yasmeen” shows, naming is one of the
main functions of language. It is an essential tool to
describe the reality in which one lives but also an
instrument to exert power on others. Elhillo switches in
her poems between English and Arabic. Her mother
tongue is Arabic, yet she feels more fluent in English, her
second language. In both poems “To Make Use of Water”
and “How to Say”, some words in either one the two
languages are missing from the poet’s memory, they simply
slip away. This creates the general impression of lack of
unity, of an uncomfortable plurality: linguistic purity is
elusive and can never be attained. Furthermore, the
borderline state of Elhillo as a bilingual poet allows her to
illustrate the abyss of living in-between languages,
cultures, and world as well as the familiar feeling of being
lost in translation, a sensation captured in the poem
“Vocabulary” as she shows us how the polysemy of
different Arabic words cannot be expressed in English.

128



Mitra | Aa

2.1 “How to say”

In the first lines of “How to say” (Girls That Never Die),
languages are represented as carriers of specific aspects of
life and culture. English symbolizes the poet’s growth in a
foreign country, the US: the education she received, the
books she reads and the anger she felt as well as her self-
awareness. English corresponds to her individual identity,
detached from her Sudanese origins; she is “American
born” but then the family ties emerge again in her self-
representation as “someone’s daughter” (line 3)."* The fact
that the poet anonymizes her parents’ identity is
emblematic as the Arabic language expresses an
unreachable past dimension: her childhood, her extended
Sudanese family, and Arabic culture condensed in popular
Arabic love songs, to which she feels very attached. As she
writes in her poem “Love Songs”: “I never hear love songs
like this in English” and stressing again the difference
between English and Arabic, she explains "we [herself and
her brother]| are not from a world where love songs are like
this / we are not romantic, we are not considerate.””

In the second part of “How to say”, the speaker is on a
plane heading homewards but her sense of where 'home'
actually is, is unclear. First, she expresses the wish not to
come back ‘home’; the readers do not clearly understand if
she means the US or Sudan, her own sense of home then
may be perceived as being ambiguous, liminal. However,

** Elhillo, Safia. “How to say”, in Girls That Never Die. Penguin
Random House LLC, New York, 2022.

" Elhillo, Safia, “Love songs”, read in “Alien Suite”, Youtube. June
14th 2016.https://youtu.be/dhswSt-hfLo?si=1JGbFigzTszg99Czx.
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in her dreams she aspires to escape this liminality by
becoming one with her idea of Arabness. The poet dreams
of speaking the language of her parents fluently (“a new &
fluent mouth full of gauzy swathes of Arabic”, 1.6) and of
looking like her grandmother when she was Elhillo’s age.
More interestingly, her identification with the Arab
dimension is manifested through the correspondence
between her grandmother’s body and Arabic calligraphy:
the “brows & body rounded & cursive of Arabic” (1.8). This
comparison allows the reader to feel the intensity that the
poet experiences when engaging in self-analysis; as we
already mentioned in the case of “Yasmeen”, one of the
most striking elements of Elhillo’s writing is her ability to
include the senses in order to build multi-layered and rich
images aimed at conveying her complex self.

Yet, this state of inclusion, integration, and harmony
is confined to the poet’s sleep. Elhillo cannot escape reality:
she wakes to “the usual borderlands” (l.9); she cannot
escape the phantom of purity, an unattainable ideal which
haunts her: “without irony safia/means pure all my life it’s
been true even in my clouded arabic” (ll. 11-12).

Furthermore, the author feels ashamed to be
enamored with English words, which are “shining slivers”
(1. 9) she collects in her mouth. As such, they are charming
but also sharp and dangerous. Unsurprisingly, she does not
know these words in her own mother tongue: “how dare i
love a word without knowing it in arabic” (1.10). This line
sounds like a parents’ rebuke, yet it is internalized. The
reprimand is given by the poet to the poet herself. This
shows to the reader how deep the notion of purity is
embedded in Elhillo’s sense of self, and how it precludes a
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harmonious and positive sense of self as well as an
incapacity to communicate successfully one's condition to
others.

2.2 “Vocabulary”:
Getting Lost in Translation

The topics of plurilingualism and the challenges of
translation are addressed by Elhillo in her poem
“Vocabulary.” The text is structured like a test: we are left
with multiple choices we must select to understand
correctly the sentences we are given. The potential answers
are separated by a cesura, which further inspires anxiety in
the reader and urges the activation of the thought engine.
However, there is no right answer, in Elhillo's test because
of the polysemy of the selected Arabic words. For example,
hawa means both ‘wind’ and ‘love’ in Arabic. This
complicates the process of translation not only because of
the polysemy inscribed in the word but also because of the
metaphorical use of the Arabic language that finds no
counterpart in a more instrumental language such as
English. In fact, choosing either wind or love affects the
whole meaning of the sentence. If we translate hawa as
“wind”, the subject may be looking for a vehicle or may feel
stuck or empty-handed. At the opposite, love may indicate
fuel, something that fills someone’s hands or even an entity
leading homewards. Therefore, the poem can itself be read
as a metaphor: only Arabic speakers will be able to savor
the ambiguity and beauty of hawa. For them, love can be

'® Elhillo, Safia, “Vocabulary”, The January Children, University of
Nebraska Press, Lincoln (US), 2017.
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considered simultaneously as a soothing and as a draining
force. On the contrary, Anglophone readers are left with
partial meanings, and even if they recognize the duplicity
of hawa, it is a fractured picture they have in mind, unlike
the complex full image in the imagination of the Arabic
speakers. Interestingly, the sentences proposed by Elhillo
all refer to Arabic music, in particular to the songs
performed by iconic Arabic singers such as Fairouz, Oum
Khaltoum and Abdelhalim Hafez. The latter especially is a
very important figure for Elhillo. He is in fact the muse that
inspired her collection The January Children. Similarly
important is the song sung by Fairouz, “Nassam Alayna el-
Hawa”, which has become one of the anthems of the Arab
diaspora.” It is a nostalgic song that brings us back to the
concept of migration.

2.3 “To make Use of Water”:
The Bittersweetness of Bilingualism
[f “Vocabulary” aims at exposing the semantic treasure
that the Arabic language hides within itself and that gets
lost in translation, “To Make Use of Water”® shows what
Elhillo defines “the privilege and torture of bilingualism,””

7 Razmig Bedirian, “Hawa': the Arabic word for air flows with love
- and homesickness”, The National News,
https://www.thenationalnews.com/weekend/2022/07/22/hawa-
arabic-word-for-air-flows-with-love-and-homesickness/.

8 Elhillo, Safia , “To make use of water”, The January Children,
University of Nebraska Press, Lincoln (US), 2017.

¥ Dueben, Alex, “Everything Lost Will Be Given a Name: SAFIA
ELHILLO with Alex Dueben”, The Brooklyn Rail,
https://brooklynrail.org/2017/10/books/Everything-Lost-Will-Be-
Given-a-Name-Safia-Elhillo-with-Alex-Dueben/.
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namely the state of being torn between two languages, to
be in a liminal linguistic area. Again, this poem, like others
by Elhillo is written using a mixture of Arabic and English.
The result of this patchwork constitutes the poet’s true
native language, as she declares in an interview with Alex
Dueben:

What [ was trying to do in these poems that have
both English and Arabic text in them was just trying
to render, as directly as possible, the way that
language actually works in my head, or in situations
where I'm most comfortable. My mother and I, or
my brother and I, or my cousins and I, we speak in
this combination of Arabic and English. Those are
the only situations where I don’t feel like I'm
translating one to another because the word comes
out in whatever language it was thought in. A lot of
these poems, at their conception, were trying to cut
out this process of translation that I have to do all
day, every day. [ wasn’t trying to write in anyone’s
language but my own.*

“To Make Use of Water” opens with a list of the words
Elhillo does not remember in both the Arabic and English
language. Here she writes: “i forget the arabic word for
economy i forget the english word for Jwe forget the
Arabic/ word for incense & english word for (:S.we/ arabic

** Dueben, Alex, “Everything Lost Will Be Given a Name: SAFIA
ELHILLO with Alex Dueben”, The Brooklyn Rail,

https://brooklynrail.org/2017/10/books/Everything-Lost-Will-Be-
Given-a-Name-Safia-Elhillo-with-Alex-Dueben/.
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word for sandwich english for 415 &/ ddwa & azhe & safia”
(Il. 1-5).*" This lack of complete linguistic competence
anticipates two further elements: the idea of homesickness
and of linguistic loss; the feeling of not-belonging
anywhere completely.

Water is the glue of the poem, in fact all its sections
are named after water-associated words: first, it is the
ocean that she crossed to reach the United States, which
metaphorically deprived the author of her fluency in
Arabic and which indicates the geographical distance
separating her native country from the new land (“atlantic
got your tongue”, 1. 6). Water appears again in the second
stanza, titled “quench”, as the stream flows in the sink: a
correlation with the ocean is established there: “ in the sink
for hours watched water fill the / seams of the mosaic &
only let myself think /once of the crossed ocean how we
thought it” (Il.g-11). Elhillo further states that she believed
that the ocean “was enough to keep us safe” (1. 12): here, we
enter the mind of the disenchanted poet who realizes that
moving to a wealthier country does not guarantee welfare
and wellbeing. In the third stanza titled “blur”, water leaks
into Arabic: glaucoma, the illness her grandfather suffers
from, is called “the white water” in Arabic. Elhillo describes
the persistence of politeness and discretion in Sudan as a
“plague” (. 13), which does not allow things to be called
directly and in a straightforward way. Therefore, it may be
highlighted how English gave the poet a different attitude,

* Elhillo, Safia. “ "To Make Use of Water" by Safia Elhillo”, by TED-
Ed, Youtube, February 2nd 2019
"To Make Use of Water" by Safia Elhillo.
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more direct and less metaphorical: “what my new mouth
can call glaucoma” (1. 18).

English may give her more freedom of expression, but
she finishes “all the hot water” (1. 26) she needs. This last
concept may be a metaphor for the lack of emotional
comfort given to her by the English language and the
United States, while she yearns for Sudan’s warmth, her
homeland’s embrace. The next two parts repeat the same
line: “i want to go home”. Naming these two stanzas “swim”
and “dissolve” evoke her attempt to move in the water, to
thrive in this practice of non-belonging, in this limbo,
liquid as water, uncertain like the shape of water. The
poem ends by reaching a dramatic climax: “drown” is the
title of the last stanza. Here, we do not hear the poet’s
voice, she has been overwhelmed by the water, her attempt
may have failed, or at least it made her mute. The image of
drowning might also refer to the many people who did not
manage to cross the Atlantic Ocean successfully as she did.

As we previously mentioned, this poem has also been
transformed into an animation by TED-ed: as the video
plays, we follow both a rivulet, that becomes bigger and
bigger, and a lonely pink slipper.** Water here may
indicate a rupture in the poet’s conscience which has
evolved throughout time while this very fracture is what
shredded the slipper. It might be seen as an analogy of the
author’s nostalgia and devastating grief.

** Elhillo, Safia. “ "To Make Use of Water" by Safia Elhillo”, by TED-
Ed, Youtube, February 2nd 2019
"To Make Use of Water" by Safia Elhillo.
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2. 4 “Application for the Position of
Abdelhalim Hafez's Girl”

Another poem of Elhillo that was turned into a short
video is “Application for the Position of Abdelhalim
Hafez's Girl.”* Interestingly, the video starts with waves
lapping against the shore: water is a recurring element also
in this poem. The hue of the seaside is dim and anticipates
the silence of the poet: “I go quiet for days I turn the color
of mirrors / I turn the color of smoke / men tell me
sometimes that blue becomes me / when [ answer my voice
is hoarse from disuse”. Like the water itself, mirrors and
smoke are transparent entities; they indicate the lack of
shade, of voice, of expression. In the video, the poet is
wearing a blue scarf. Blue reminds us of the sea, it is the
color of stillness and calm. The poet appears to be tired of
the crushing tide of belonging nowhere, of having no
stable sense of self, no place to call home. Even her very
body is no source of certainty for her: “i am afraid of my
body and the ways that it fails me”. Elhillo continues, as
she describes the failing of her body: “i faint / a woman on
the subway platform catches me floating into the tracks / i
become the color blue”. The poet’s fall is also captured in
the short video: the fall begins first on the tracks and it
transforms then into a plunge in the sea. Then, the camera
shows us what remains of the poet on the platform: her
blue scarf, she literally “become[s] the color blue”. After
some lines, Elhillo’s foreignness is expressed by the

> Elhillo, Safia, “Application for the Position of Abdelhalim
Hafez's Girl (Motionpoems)”, by Button Poetry, Youtube. July 17th

2017
https://youtu.be/vVKTBEt cJU?si=yuikhcazHB fpDMp.
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questions posed by “white men” about her origins. She is
asked for instance: “where i'm [really from]”. Her thoughts
return to Sudan, the land she left six months earlier, which
left her arms stained with faded henna, which now looks
like “burns / dusted up my arms”. In the video, we can see
someone drawing mehndi on a foot. And thence, from the
faded floral designs, blood pours. The disappearing henna
tattoos are the open wounds on Elhillo’s skin, because of
them she “ bleed[s] & can’t stop bleeding”. They both
remind her of her native country and her distance from it
at the present moment. And yet, her “biggest wound” is
language. Nonetheless, the poem ends with the vivid
memories of Sudan, her core, more intimate and
unconscious self as she floats in water: “I am six months
returned from incense smoke to soften the taste of river
water / incense burned to avert the evil eye / I see a
possessed woman scream when a prayer is read / her eyes
the color of smoke”. Here once more, we can notice the
presence of water, of the river, and of the smoke. The latter
belongs in the first place to the incense: it purifies water
and it is used against jinxes. The same smoke is to be found
in the eyes of a “possessed woman” when a “prayer is read”:
the irrational zeal comes back in this line as religion. The
last verse closes thus the poem: “and mine is a story older
than water”. The author may imply that her personal story
of leaving her homeland and migrating to a new country is
older than water and goes back to the creation of
humankind.
3. Identity and Race

A further discriminatory element for Elhillo is her skin

color: in fact, the poet often addresses this topic in her
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writings, seeing that it is relevant in both Sudan and the
United States. In particular, the very name of her native
country means “the land of the Blacks” in Arabic (it derives
from the expression “bilad al-sidan”). Nonetheless,
Blackness, despite being a common complexion, is
considered to be an inferior feature in Sudan, because of
the Arab élite that runs the country. Moreover, skin color
may reveal geographical and cultural identity in Sudan, as
Muddathir 'Abd Al-Rahim writes in his article “Arabism,
Africanism, and Self-Identification in the Sudan”: “[...] the
differences between the Northern and Southern provinces
[...] are often summarized in the by now stereotyped
statement that the Northern Sudan is predominantly
Muslim and Arab, while the Southern Sudan is African and
mainly pagan”.**

This theme is explored by Elhillo in the poem
‘Asmar’,” which may be thought of as a condemnation
towards racism as an aesthetic criterion. First, the poem
opens with her grandmothers insisting on their Arab
origins, denying their blackness: “not black our
grandmothers insist & point / to vague & arid swathes
across the map / arabia’s tribes conveniently nomadic to
place / wherever blood begins to show a touch / of dark”
(“Asmar”, 11.1-4). It is relevant that those who underline the
non-blackness of the family are female predecessors:

>4 Muddathir, ’Abd Al-Rahim, “Arabism, Africanism, and Self-
Identification in the Sudan.”, in The Journal of Modern African
Studies, vol. 8, mno. 2, 1970, pp. 233-49. JSTOR,
http://www.jstor.org/stable/159386. Accessed 9 Nov. 2023.

*> Elhillo, Safia. “Asmar”, The January Children, University of
Nebraska Press, Lincoln (US), 2017.
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beauty standards are indeed stricter on females,
considering that beauty in general is an index of
desirability, a fundamental factor to guarantee a favorable
marriage to women especially. Consequently, the
importance of beauty is a pervasive and painful aspect in
the girls’ education in Sudanese culture. What follows is a
list of whitening methods, to obtain a more “Arab”,
therefore appealing, skin tone: turmeric, lack of sun
exposure, creams. Furthermore, in order to be considered
beautiful, a dark-skinned girl must “kill the curl’(l.n),
namely straighten her hair with “veils & fire” (l.10), oil it
and “brush [it] out thin” (l.11); therefore, they need to treat
hair until it becomes damaged. Nevertheless, the poet “of
course” (1.12) hears the song about an asmarani (a black-
skinned girl): here Elhillo refers to Abdel Halim Hafez’s
songs, which are about a dark-skinned girl. In an interview
by Alex Dueben, the author declares that the discovery of
Hafez’s lyrics “felt pretty radical to me—that his song lyrics
were taking time out to specify she was a darker girl. In this
world that’s pretty racist and colorist, that felt important
to me.””® In fact, the next lines claim the beauty of dark
skin: the speaker herself with Hafez's imaginary “girls” (l.
20) metamorphose into creatures of the sun: “our eyelids
painted gold / & yes we gleam & yes all day we tugged / the
sun into our copper mouths” (Il. 20-22). At the end of the
poem, Elhillo fully embraces her darkness as she “unfurl[s]
in [her] sun” (l.55). The author has always been labeled as

* Dueben, Alex. “Everything Lost Will Be Given a Name: SAFIA
ELHILLO with Alex Dueben”, The Brooklyn Rail,
https://brooklynrail.org/2017/10/books/Everything-Lost-Will-Be-
Given-a-Name-Safia-Elhillo-with-Alex-Dueben.
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“black”, a label she reappropriates with pride: “black that
holds up against language & sea / black the only name
assigned my body / that ever felt like mine  black my
hunted / kin  my hunted blood & black my only /
country” (Il.42-45).

Being dark-skinned becomes even more relevant as
the poet enters American society, where blackness is not
only considered an aesthetically unpleasing trait, but it is
also associated with crime and negative morals. This
awareness is expressed by Elhillo in an interview by Define:
BLACK. Here she talks about the time when she had to
explain to her younger brother that because he was a Black
person, he will often be treated differently from his white
friends, that he will be considered more threatening than
them. The poet at the beginning of the interview says that
she first identified as Sudanese when she moved to the
United States and then as African, “black was sort of a
vocabulary I learned finding my way in the racial
framework of this country.””” Hence Elhillo reclaims her
Blackness against the pretension of being Arab. The latter
reveals to be a preferable connotation also for the new
country she lives in: “as if our arabic will pale us / or blur
the target / disguise us as some / other other some more
desirable” (11.36-38). It is clear how skin color and cultural
background transform into separate entities even further
as she understands the implications of blackness in the
United States. This can be seen as a new crack that
contributes to Elhillo’s already fragmented self-perception.

*7 Elhillo, Safia, “What's It Like Being Sudanese in America?”,
YouTube video by Define: BLACK, January 24th 2016,
https://youtu.be/P180bYF3690?si=ECNoPo8yUsfQ2NzQ).
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4. The Obsession with Purity and the Final Embrace
of a Prismatic Identity
The final point I will cover in this paper is the movement
constituted by Elhillo’s initial desire of purification
followed by the ultimate acceptance and celebration of her
prismatic identity. This evolution is described in two
dialectically opposite poems, namely “harder / border” and
“border / softer” that belong to the collection Girls That
Never Die (2022). In the first poem, the author focuses on
the claustrophobic feeling caused by her state of not fitting
anywhere symbolized by her dark body, by her ever-
present accent in both English and Arabic, by her
undefined citizenship and by her liminal sense of
belonging. She clings to her “borders”, to what defines her,
but she repulses them at the same time, because all their
defining properties together result in confining Elhillo in a
no man’s land, transforming her into a blurred entity. At
the end of the poem, she cries for purity, even though she
knows that this “is an invention” (“‘Harder / Border”, 1. 13).>®
She imagines being only one of the splinters which
compose her identity, in particular she tries to embody her
Sudanese alter-ego: “my grandfather’s girl matching milk
[422 | pure / citizened & bornbackward imagine me
softer border” (I1l.15-16). Yet, purity is just an unreachable
dream for Elhillo who, exhausted by her roaming, wishes
to free herself by any bond in “border / softer”: “i want to
be / ungovernable no longer a citizen / to any of the

*8 Elhillo, Safia. “Harder/Border”, Girls That Never Die. Penguin
Random House LLC, New York, 2022.
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names assigned my body” (ll.2-4).*° This liberation entails
endless possibilities: “& then how boundless could i make
my life” (l.5). Elhillo also becomes aware of the origin of
those borders, which are created by “some careless man’s
pen” (1.10). All borders are conventional, “only a joke we all
agreed into a fact” (L.13), and they are lines drawn by an
unknown man; thus they are not natural and intrinsic but
artificial and imposed by powerful men. Therefore, Elhillo
takes the freedom to ignore them: “& where can i touch the
equator & how will i know /i am touching it & where
is the end of my country / the beginning of the next how
will i know i've crossed over” (ll.14-16).

5. Conclusion

Elhillo’s poetry is delightful in its complexity: it
reflects the author’s profound speculative tendencies and
skillful artistic abilities. The poetic texts I considered here
were electrified by the constant tension the poet created
between oppositional poles, but they were also composed
through a collaboration of different senses and languages.
Maybe this synesthetic multimodality is a response for
Elhillo to reach that much yearned sense of unity.

Moreover, Elhillo’s thoughts on her identity are not
limited to the pursuit of purity; she cannot fully adhere to
her “borders”, to what defines her, but she also strives for
a liberation from them in order to enjoy a “boundless life”
as we saw in “border / softer”. Thus, the pain she endures

*9 Elhillo, Safia. “Border/Softer”, Girls That Never Die. Penguin
Random House LLC, New York, 2022.
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for not feeling pure can be seen as the cost she pays for the
complex, vibrant, and sensitive nature that allows her to be
such a fascinating hyphenated poet.

Camilla Sartor is a graduate student at the University of Trento,
Italy. She studies Modern Languages and Literary Criticism but
her love for Literature goes beyond her academic duties. For her,
Poetry is a mode of living and perceiving our existence, not only
textual pieces. Daughter of two lone wolves, she was brought up
in the wilderness of the Venetian Dolomites as an outsider, but
she soon adopted the ways of the woods. To observe silently and
to feel intensely; this is also how she attempts to proceed in her
literary experience and in her writing.
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Asil Siglawi is a Lebanese poet from Dayr Qanun in the South.
She has an MA in Arabic Literature and another one in
Mathematics. She worked as a teacher of mathematics and as a
linguistic editor at Dar Rashm and ASF Company in Saudi Arabia.
She published a poetry collection titled, "I am absent from myself"
(Ana ghibtu ‘anni) (2017). She held the first rank as the Doyen of
Lucidity in the International Contest for Poetry and Literature in
Iran. She was also among the ten shortlisted poets for the Cloak of
Karbala' International Contest for Classical Poetry in Iraq. She
published her poems in several Lebanese and Arab newspapers
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and magazines and appeared on several radio and TV shows. She
was also invited to poetry readings and festivals in Lebanon,
Egypt, Iraq, UAE, and Iran. She is a member of the Cultural
Movement in Lebanon and the Lebanese Cultural Encounter.
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Gustavo Cabarcas, Sans titre, 2022, photographie argentique
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Noli me tangere

Tu salues l'illusion optique, mais tu souris

C’est bien ce que je dis : tu ne vois pas ce que je dis !
La réalité, n’est-ce pas ce qu'on arrive a voir contre le
réel ?

Toi en arriére-plan tu vois la mer. Tu vois le ciel. Tu vois
I'horizon.

Oh ! J'entends ce que tu vois :

Les barriéres sont celles qu'on crée par la pensée.

Tu te figures le monde a ma portée

Mes réves sans bornes

Ma liberté a I'aune de la tienne

Tu me vois sillonnant le ciel

Mais nirie, de ta peau sans couleur, le vois-tu, ton pays ?

(Impatiens, qui me connait ?
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Oh doigts réveurs ! Ne me touchez pas!)

Ces grilles existent a chacun de mes pas

Leur hauteur n’est pas le fruit de mon imagination
Vois-tu maintenant ce dont je parle ?
L’engrillagement général

La Terre transformée en zoo humain

Tu les as vus je t’ai laissé les voir,

mes pauvres crocs de béte sous mon sourire d’étoiles

(Impatiens, qui me connait ?
Oh doigts enjoués ! Ne me touchez pas !)

Tu fais comme si j’étais libre d’avoir un coeur

Mais ne vois-tu pas ce qu’elle fait la réalité ?

Un cceur ! Mais ton pays, mes mains, leur lente couleur
dont tu réves,

ton pays, il me broierait les mains d’avoir un ceeur !
Supporterais-tu ? Que je doive embrasser ces grilles pour
te serrer et te serrer encore

Jusqu’a ce que tes seins deviennent plus bleus que tes

yeux ?
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(Impatiens, qui me connait ?

Oh doigts pacifiques ! Ne me touchez pas!)

Mon cceur bat sous la ligne d’horizon

A I'heure qu'il est, ma silhouette passerait entre les
barreaux,

tant s’est réduit 'espace dans ma poitrine.

Te sens-tu assez de force pour la tirer vers la greve,
et rendre a mon corps épeuré son ruissellement

d’écailles ?

(Impatiens, qui me connait ?
Oh doigts fous d'amour ! Ne me touchez pas !)

Plus que de froid je tremble de reprendre le ciel

Ne comprends-tu pas ? Je dois garder mon calme

Je ressemble a I'Impatiens noli-tangere,

a ses cosses furtives que cherchent de leurs mains les
enfants,

en remontant les riviéres

Meffleures-tu j'explose, je diffracte, je disperse dans l'air
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les éclats de ma vie farouche

(Garde toi ! Garde-moi !)
Oh ! Ne me touche pas !
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» Py

Gustavo Cabarcas, L’Attente, 2024, photographie argentique
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tejido acudtico

enhardie par la brume, par son propre reflet de nuages
I'eau sort de sa folie
suspend son réflexe de derviche
son tropisme de spirale
I'eau émue par le vent
apprend a transcrire les flux contradictoires de I'air,
y e . ) A
résiste au vertige de I'enchevétrement
se soumet aux trames et aux chaines
) .
I'eau alors tisse,
mais a sa maniere, tourbillonnante
une symphonie de lignes
. ) 4
une croix d’allégresse,

I'image la plus pure du désir
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Gustavo Cabarcas, Nous sommes..., 2025, photographie
argentique

Into silence we see

Certains de vos semblables sans racines errent a la
recherche de ce qui reste de nous sur la Terre, et, dans
I'espoir d'un réconfort, marchent sur nos veines qui
affleurent, s’allongent pour jouir du soleil et du vent dans
nos branches, parfois enlacent nos troncs plus tendrement
qu'un membre de leur espece ou s’écorchent les lévres sur
notre écorce pour nous dire a quel point iels nous
chérissent. Vous le savez pourtant, nous ne sentons rien de
vos caresses. Mais nous possédons un sens archaique que
vous ne possédez pas et pour lequel vous n’avez pas encore
de mots. Comme vos créatures aveugles, nous avons
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d’autres yeux. Nous voyons chaque image qu’émet votre
cerveau avant qu’elle ne devienne une pensée. Nous avons
un coeur pour voir votre silence. Nous voyons les formes de
votre silence autant que l'entendent - dites-vous - les
immensités ailées que vous avez inventées pour étre les
messageres de vos pensées dans la nuit. Nous voyons votre
imagination fabuleuse a I'ceuvre, la splendeur des caresses
révées par vos mains autant que les nceuds coulants de
votre peur. Nous voyons votre passion pour ce qui chante
et tourne en boucle : Play it again, again, again. Nous
voyons vos émerveillements et vos aversions qui flottent
cOte a coOte et s’emmélent, ricochent de branche en
branche, se cachent sous nos feuilles, se plantent sur nos
aiguilles. Depuis que vous ne dormez plus dans nos
branches, vous étes devenus dendrophobes. Vous grelotez
de terreur a l'idée de vous perdre parmi nous. Pourtant,
quand nous rapprochons nos branches dans la nuit et
resserrons l'étreinte de nos racines, vous n’avez aucune
idée de l'affection qui nous relie. Vous avez juste peur de
votre ombre. Et c’est nous que terrifient les formes de votre
silence. Nous voyons votre bouche qui disparait pour ne
rien laisser paraitre. Nous voyons tous vos organes vous
sortir littéralement de la téte. Vos oreilles tournées a
I'envers, vos entrailles a 'air, vos sexes se multiplier et vous
sortir par les tympans, vos interdits vous rentrer dans I'ceil,
vos paupieres bandées par leur propre peau, vos pupilles
détachées de leur sclére, vos cicatrices implorantes. Nous
vous voyons perdre la téte au sens propre. Nous voyons
votre cortex et 'os frontal de votre crane partir en fumée.
Nous voyons ce que vous désignez votre folie sans savoir
ce que vous dites. Nous vous voyons vous dédoubler, vous
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effacer, vous laisser séduire par la transparence, nous
voyons nos branchages peuplés de trompe-lI'ceil et de
chiméres, nous voyons votre incapacité a former
fidelement le visage d'une créature aimée de votre espéce.
Nous voyons vos tentatives de bricolage, votre recours a
I'’hybridation. Nous vous voyons pris a vos propres mots.
Nous voyons des lévres lupines retroussées sur une
dentition humaine et le tendre brillant de votre salive
prendre inopinément en nous fixant le reflet de I'acide.
Nous vous voyons créer par le plus pur hasard le visage de
la terreur. Dans le dédale de vos histoires, le pauvre Pan
que vous avez métamorphosé en Diable a maintenant
barre sur la moitié de votre espéce. Nous voyons
distinctement le rire de la haine auquel vous devez faire
face, nous voyons l'étrange et paradoxale solitude qui
frappe votre regne, nous qui n’avons que le vent pour faire
parler nos feuilles.
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Pris Touraille est anthropologue des sciences, a Paris, au Centre
National de la Recherche Scientifique. lel fait partie de la
génération qui a poursuivi et renouvelé I'épistémologie critique du
féminisme matérialiste en France (connu par les noms de
Monique Wittig, Nicole-Claude Mathieu, Paola Tabet). lel méne
un travail d’épistémologie interdisciplinaire en études du genre et
interroge, entre autres, la prétention culturelle de Ia
catégorisation = homme/femme a  fonctionner = comme
catégorisation scientifique. lel a défendu récemment la création,
au nom des sciences, d'une solution grammaticale épicéne qui
évite, en francais, tant I'écueil de I'écriture inclusive que celui du
masculin dit générique. Pris écrit de la poésie en marge de la
recherche, par vagues, depuis de nombreuses années. Sous le
pseudonyme Priscille Narhval, ses premiers poémes ont été
publiés par Le Sabord en 1998, par Tessera en 2001, et dans le
volume Le Sexe sur le bout de la langue, Actes du 3éme Colloque
international d’Etudes lesbiennes (Bagdam Espace édition,
Toulouse) en 2002.
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Mahmoud Waguih is an Egyptian poet and writer who studied
journalism. He writes vernacular Egyptian poetry and published
two poetry collections titled, I fear that the sky shall be beyond my
reach (Khayef ma atulsh al-sama) (2019); Last miracle for dancing
(Akhir mu ‘jiza li-al-ra's) (2023), which won the award of Ahmad
Fuad Negem for Vernacular Egyptian Poetry. He received other
awards including the Prize of the Poetry Committee - Supreme
Cultural Council in Egypt (2024) and the Sharqa Prize for Arab
Creativity - Literary Criticism Section (2024-2025).
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Artistes participants

Daad Abi Saab is a Lebanese artist and painter based in Beirut.
She earned a Higher Studies Diploma in Painting and Drawing and
an MA Degree in Visual Arts from the Institute of Fine Arts at the
Lebanese University, Beirut. Her work has been widely exhibited
in solo and collective shows both in Lebanon and internationally,
since 2000. In addition to her artistic practice, Abi Saab has an
academic career as a university professor, teaching art history, as
well as painting and drawing. Daad's artistic vision interweaves
the power of local tradition as well as modern transformations.
She creates vibrant, uniquely textured, paintings that blend
abstract and detailed elements. Her collages and layered artworks
incorporate various found and recycled materials such as paper,
gauze, and wire mesh. She is passionate about her role as a
professor, raising awareness about art, and passing her knowledge
and experience to a new generation of Lebanese artists. Abi Saab
expresses her art and skills in other mediums as well, such as,
mosaic, sculpting, painting restoration, clothe-making and
catering. She is a member of the Association of the Lebanese
Artists and Sculptors; Member of the “Syndicat des Artistes
Plasticiens Libanais”; and a Founding Member of a progressive
cultural organization known as Club Human (Muntada Insan),
which was responsible for organizing numerous unique artistic,
cultural, educational, and social events. See, Daad Abi Saab Souki
(@daad_abisaab).

Abeer Arbid is a Lebanese artist and painter from al-Tibi in the
South. She studied at the Lebanese University, Beirut. She was
painting and drawing early in her life but started her career as an
artist in 2000. She uses acrylics, watercolor, oil, and ink in her
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abstract works, and integrates artistic features of Arab traditions
including calligraphy and miniature art, shaping and transforming
them into modern and postmodern pieces, expressing surreal and
symbolic themes. Since 1999, she has presented her art work in
numerous solo exhibits in Beirut, al-Tibi, and the Arab World. Her
20™ solo exhibit "Once Upon an Autumn" (Dhata khareef) at the
UNESCO Palace, Beirut (2000) was enthusiastically received. She
was invited to participate in several collective Arab exhibits, such
as the International Art Week - Al Faraj Gallery (2022); the
International Wasiti Festival For Visual Art - Baghdad (2024); the
Sulaymaniyya International Symposium Exhibit - Baghdad (2022).
Her works were exhibited in several galleries and museums
including the Farhat Art Museum Collections. She received several
awards including the Diamond Shield - Kingdom of New Atlantis
Wisdomland (2022); Recognition - International Encounter in
Bayt al-Faraj - Bahrain (2022).

Hoda Baalbaki is a Lebanese artist from Odaisse in the South.
She completed her degree in Fine Arts at the Lebanese University,
Beirut, in 1995. She held several solo exhibitions in Lebanon and
the Middle East, including: The Dreamer - 2024 in Chaos Gallery,
Beirut; Journey of a Cosmic Citizen - 2022 in Art on 56th Gallery,
Beirut; Colorful Impressions - 2016 in Noon Art Gallery / Dubai /
United Arab Emirates; Mirror in the Mirror - 2016 in Alwan Gallery
/ Beirut / Lebanon; Paradis d'ailleurs - 2013 in Alwan Gallery,
Beirut; and Different Moods of the Extended Space - 2010 in Alwan
Gallery, Beirut. She also participated in collective exhibits
including: The cultural activities of the Lebanese - 2015, Kuwait;
The Southern Artists - 2015 in the Cultural Council of Southern
Lebanon; Across Lebanon - 2003, the Lebanese Artist Association
of Painters and Sculptors. Her art work was also exhibited in UAE
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(2008), Iran (2003), the Sudan (2003), the UNESCO (2002), Ehden
Country Club (2002), and the Arab Cultural Center in Beirut
(2002). She is a member of the “Syndicat des Artistes Plasticiens
Libanais” and had won the first prize from the Hariri Graduates
Association for two consecutive years in 2002 and 2003. See, Hoda
Baalbaki (@hoda.baalbaki) - Instagram

Gustavo Cabarcas est photographe. Né a Carthagene des Indes,
en Colombie, il vit a Paris depuis plusieurs années. Diplomé d'une
école de cinéma a Bogota en 2006, il gagne sa vie comme monteur
vidéo. Il commence a exposer ses images en 2018. Un de ses
reportages, “The sky over Soacha”, porte sur 'architecture urbaine
de Soacha a la périphérie de Bogota, et sur ses habitants. Si le
travail de Gustavo tourne autour de I'imminence de I'agonie, de la
résignation et du silence face aux violences qui frappent les étres
et les choses, il parle tout autant de la force, de I'insurrection, du
besoin de consolation, de contemplation et de réve, mais aussi de
I'espiéglerie, de la grace, de la douceur, de la féérie naissant du
hasard des interactions, autant de traits que manifestent a leur
insu les étres, les lieux, les objets les plus invisibles du quotidien.
Le choix du langage photographique de la lumiére inséparable de
I'ombre, mais aussi le jeu des couleurs, semble étre intimement
lié, chez Gustavo, a un questionnement philosophique sur les
contradictions que tisse inlassablement la pensée et dont est
pétrie la réalité, qu’elle soit artéfactuelle ou naturelle. A l'instar du
poete argentin Roberto Juarroz il semble, mais avec son regard,
chercher “I'envers des choses”, le glissement, le contre-sens,
l'autre nuit, ce qui reste de vie. Une partie de son travail est
disponible sur son site internet,
https://gustavocabarcas.squarespace.com/home

Mona Ezzedine is a Lebanese artist. She earned her MA from the
Academy of Fine Arts at the Lebanese University of Beirut in 2013.
She teaches visual arts and art history and has her own Atelier for
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Fine Arts. She held several solo and collective exhibits including
the Exhibit of the German Cultural Center in Beirut; Assafir
Exhibit in Beirut; Exhibit of the Golden of the Cultural Center for
Southern Lebanon; Exhibits of the Association of Lebanese Artists;
International Cultural Exhibit at the UNESCO Palace in Beirut.
She also participated in several Lebanese art symposiums held in
Ehden, Alayh, Zahleh, Ras al-Matn. She received the Prize of the
Association of Lebanese Artists and Ministry of Culture; and the
Prize of Rafiq Hariri Institute.

Huda Lutfi is a cultural and gender historian who interweaves
and translates through the field of visual arts multiple threads and
themes of gender and culture in complex ways. In 1983, she
received her PhD in Arab Muslim Cultural History from McGill
University, Montréal. A self-trained artist, Lutfi began her practice
during the mid-1990s, at the heart of the formation of an
independent art scene and of several critical art institutions. In
2012, The Third Line published a self-titled monograph on Huda
Lutfi presenting her unique outlook as a cultural historian and
artist. She held several solo shows including: When Dreams Call
for Silence, Tahrir Cultural Center at AUC (American University of
Cairo), Cairo (2019); Still, The Third Line, Dubai (2018); Magnetic
Bodies, Imaging the Urban, The Third Line, Dubai (2016); Magnetic
Bodies, Townhouse Gallery, Cairo (2015); Cut and Paste,
Townhouse Gallery, Cairo (2013); Huda Lutfi: Twenty Years of Art,
Tache Art, Cairo (2011); Making a Man out of Him, Townhouse
Gallery, Cairo (2010); When Women are Cornered (Zan'it al-Sittat),
The Third Line, Dubai (2008); From Egypt with Love, The Third
Line, Dubai (2008). Her group shows include: The Turn: Art
Practices in Post-Spring Societies, Kunstraum Niederoesterreich,
Vienna (2016); La Bienal del Sur, Caracas, Venezuela (2015);
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Fotofest: View from Inside Contemporary Arab Photography,
Emirates Palace, Abu Dhabi (2015); Homage to Moustapha
Hasnaoui, Frederic Moison Gallery, Paris (2013); I am not there,
Townhouse Gallery, Cairo (2012); Dak'Art-African Contemporary
Art Biennale, Dakar, Senegal (2010); Icons Reloaded, Elysee Arts
Gallery, Liege, Belgium (2009). Her work is part of major
collections in the Los Angeles County Museum of Art (LACMA),
Los Angeles; Barjeel Art Foundation, Sharjah, UAE; Jordan
National Gallery of Fine Arts, Amman, Jordan; Circus theater
Foundation, Hague, Netherlands; The American University in
Cairo, Egypt; The British Museum, London; The World Bank,
Egypt; Muscarelle Museum of Art, Virginia; Indianapolis Museum,
Indianapolis. See, Huda Lutfi (@hudalutfiy) - Instagram
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