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Dissertation Abstract
Feminist Representations in North African Cinema

In this dissertation, | investigate some of the differesias that filmmakers in
North African national and diasporic cinemas focus on. | examineefiresentation of
women in films produced in Algeria, Morocco, and Tunisia, in an eff@ahtov the tools
filmmakers use in order to question the hegemonic image of NdritbaA Arab and
Muslim women as oppressed and marginalized. | focus on national ydastit
discourse always in the process of changing, depending on the ghaditid social
circumstances each country goes through.

Stressing national cinema, | reject Third Cinema as a treutypractice. My
main argument in that regard is that Third Cinema limitsrfilkers from the Third
World in its categorization, and limits our own understanding ofiNAftican national
cinema, under the umbrella of Third Cinema.

| study the films that try to put the subject of women’s oppoasas the focal
point. The main points | argue are the representation of woméimnwite national
dialogue, and what filmmakers are trying to do to challengedtréarchal social order in
order to break the barriers between the public and domesticsspa@dso discuss the
effects of Western Feminist discourse on the representation oemvamthe Third
World.

Dealing with the subject of displacement and alienation, | study the filade by
and about North African immigrants in France. | focus on the dshjeese filmmakers
discuss in their films, mainly the representation of women’satiges within an
immigrant population, torn between two cultures.
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Through my investigation of North African cinema, | suggest the importance of
developing a national cinema theory that will enable feminist flmmakedsdl with
national and local issues in their films, rather than focusing on the approval &rkiVes
audience and critics, and depending on funding from Western organizations. fakso ar
that when it comes to feminist reading practices of films made in non-Western f
industries, North Africa in this case, an international feminist film thebould serve as

a better space for analysis and discourse.
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Introduction

“I'm a stranger everywhere.”
--Naima inExiles (2004)

While watching the filmExiles, | was struck by the statement that the main
female character, Naima, makes when she first arrives incugtry of origin, Algeria,
after a long journey with her lover from France. This stateri¢ a very sensitive chord
inside me. | do feel like a stranger everywhere. | amudiS&rabian woman, yet | only
lived there for a very short period of time. I've been living inthweted States for over
eighteen years, but I'm not an American. In between, | have liveeMeral places in the
Middle East and Europe. Growing up as a diplomat’s daughter wasilegej but a
privilege that deprived me of any sense of belonging. In the filhen a man asks
Naima where she’s from, she replies: “I'm Algerian, via Esh It reminded me of my
usual answer: “I'm Saudi, but I've only lived there for five ygarby answer usually
reflects my need to defend my identity. It is true, | Saudi, but that is not the only
place that defines me. | come from everywhere, but | amaaggr everywhere. My
identity is a collection of all the experiences that I'verehrough, and my sense of
belonging is not limited to one place. | am Saudi. | am an Afam a Muslim, and |
am Western as well. In an effort to define my identity, loresl to writing and

filmmaking. When | was younger, | felt that my situation confusgddentity. | was

! Dir. Tony Gatlif. Perf. Romain Duris and Lubna Azabal. Swipe Films. 2004



unable to articulate it. The more | grew up, the more | rehlihe advantages of my
situation. Having a hybrid identity allows me access to diftereultures,
understandings, and many educational opportunities. Film played, and still plag®ra
role in my understanding of cultures, along with my own personal iexigess within
different cultures. With my studies in film, the question of worseapresentation took
a central focus. Realizing that there are no films thatasent Saudi women, | began to
study how other Arab women were represented in films. Myastevas focused more
on Arab film industries still in the process of development, so Egwstablished film
industry was out of the question. That's when | began to investigate the film ieslwsdtr
the North African countries, Algeria, Morocco, and Tunisia, asxample of Arab
countries with film industries still in the process of developmenherefore, in this
dissertation | examine North African cinemas and the repregentd women in relation
to national identity and feminist thought. | also examine theitotatf North African
national cinemas in relation to global film industries, and the septation of the North
African diaspora in France. By doing so, | attempt to takeetfibm industries as an
example of what other Arab film industries can go through, in htgssone day, my
country can benefit from these examples, and begin to develop its own film industry.
Middle East and North African nations are currently going thnawgprecedented
change. With protests erupting in several countries around thahregany political
changes are taking place. This is the first time in sédecades that this type of change
is happening. The masses in the Arab world are fed up witlotédéarian regimes that
have been oppressing them since roughly the end of colonial tinrme.unisia, for

example, the demonstrations against the government succeeded in othsing



authoritarian president, Zine El-Abidine Ben Ali, resulting in an amggower vacuum
and continuing demonstrations demanding the complete eradication of theliotd r
class. The revolutions in Tunisia, Egypt (in which president Hosnpavak finally
stepped down after thirty years of ruling with an iron fist), Bahrain,d,ilaypd on smaller
scale in other Arab countries, show the need for political mef@nd prove people’s
desire to change the status quo of corruption and oppression by tigectabses. These
revolutions also show the power of the media, whether electronic @l vistspreading
the messages of solidarity and revolutionary ideas. The useeafiehtsocial networks
proved vital in organizing the events of these revolutions, and telewviews, especially
Aljazeera’s coverage, helped the demonstrators stay connected anueihfwhen
governments blocked internet connections. The power of the image alsd setpad
the need for political reform from one country to the next, which is the causeofrist
the whole region is currently going through.

These current revolutions are reminiscent of the revolutionhépgtened in that
region in order to end Western colonialism after the end of the S&¢orld War. Yet,
during that time, people did not have the luxury of internet and sate#livs. Therefore,
there were no visual records, aside from newsreels and photograptis,sivbwed the
spirit of the revolutions back then. Even with the presence of newsneglphotographs
of that time, not everyone had access to them. So how did masses learn aboudnsvolut
and histories of their nations, if they did not read about it througtt predia and in
historical accounts? It is with the use of the power of the enaagl storytelling in films.
Film, being the most public form of art, because of its adaéigsito the masses, plays a

major role in teaching people about historical events and diffeodntres. Film is also



used to represent the problems and issues that each nation gogh.tiiknd as Lieve
Spaas explains: “Cinema, it was believed, offered a meanduttate people and to
present the audience with images they could relate to and whicid wilevelop

an...identity”?

North African cinema has struggled for decades since the eodlafialism to
create films that represent current issues the newly indepenaigms face. One of the
problems is the fact that most of these filmmakers cannottimmdupport they need from
their own governments. This is due to the fact that most of tregg®s are dealing with
issues of social and political instability, governmental corruptiowl, the struggle to
create a national identity within the growing changes in thibdnas a result of the end of
colonialism, and current Western neocolonialism in Third World natiohgesél changes
vary: from economic, social, and political conflicts. With theerief Islamic
fundamentalism, for example, in Algeria, flmmakers strugglet walitical instability,
issues of censorship, and the freedom to use certain resourcesnakiig their films,
especially in terms of female representation and the role ofewomthe process of film
creation and production. Other examples of the changes these wan&igyoing
through are the new threats of globalization and the masteryesté cultural and
political influence over Third World nations. Globalization brought mpjmsitive and
negative changes. For example, the rise of satellite TWnets brought more exposure
to these filmmakers, who were given an opportunity to export thdtural and social
messages to a wider range of audiences around the Arab worldicaigciand to

Europe and the rest of Africa generally. Globalization also towgh it the access of

% Spaas, LieveThe Francophone Film: A Struggle for IdentitManchester: Manchester
University Press, 2000) 129.



Western culture to the local audiences in these countries, briagargples of different
lives and ideals. So, certain Western ideals, like feminismitigabliand social
liberalisms, became easily accessible to general audiencesptiichited to scholars,
thinkers, and educators.

Along with these issues, when North African filmmakers werereff support
from their governments, they were faced with censorship and pblitigandas.
Censorship worked against representations of women based on consetnzatitienal,
and political constraints. It also worked against any form ofasamnd political
radicalism that might cause any threat to the authoritieeeohégemonic power of the
government. These state imposed censorships could be seen as gotgeroomérol
over nationalist discourse, given the fact that these nationseareas still developing
and in need of a uniform national identity. In the postcolonial era, the concepioobha
identity is still fragmented, disjointed, and in need of definitidimese definitions were
not only needed from political and social perspectives, but alshemretical, artistic,
and ideological levels as well. And in the creation of the ineagkideas of national
identity, filmmakers have to consider the issues the nation psriexcing, from the
struggles for recreating the nation, to the daily practices that defina#ti@nal identity.

Within the issues of freedom of speech, colonialism, and postcolonialism
filmmakers from North African nations have been making wohled tleal with social,
political, and economic issues, based on what their respectieafatie going through.
For example, the rise of Islamic fundamentalism became a topic of discussion in
recent years in Algerian cinema, replacing the previous topicstruggle to end

colonialism. In Morocco, on the other hand, one of the biggest issoendlers deal



with is poverty, and the constant economic struggles that forceddans to immigrate
to France and other European countries. Tunisian films mainlydigakocial issues,
most specifically the role of women in society, given itsulecand liberal system, in
comparison to the other two countries. On the other hand, a group of NadanA
filmmakers, due to economic, postcolonial and cultural ties with Erdrave migrated to
that country, creating a large number of films that represeneaaldate the issue of
immigration, and the adjustments these immigrant communities tbage through in

order to fit in their new countries, and what that means to theepoo€ national identity
for these diasporic groups.

The struggle to create a new national identity in the postcolomehMfrican
countries through the use of cinema faced many conflicts. Ratsgll countries had the
facilities to professionally train young filmmakers. This med#hat most professional
filmmakers had to be trained elsewhere, mostly in Western (Eurppesitutes, which
complicated the reception of their films in their countries, gitlegir alliances with
Western cinematic traditions, which compromised, or were presunteaoromise, the
purity of their cinematic language. Second, with the independencéesé tnew
countries, there was a general lack of state funding to cnadienal film industries.
Third, with the lack of state funding, numerous filmmakers had trtrés the help of
European producers, creating a large number of Arabic films co-prddycEuropeans
even today. This also serves as another opportunity for censorshiphioEuropean
producers’ side. Interested in keeping the relations betweendé&eseping nations and
the European “big brother” status, censorship can be imposed whemgdeth issues

like colonial exploitations of indigenous groups, the image of the \iwehkin these



national cinemas, and the insistence on representing the Wesveglpsitdohn D.H.
Downing, in his essay “Post-Tricolor African Cinema: Toward ehBi Vision”, states:
“There have been continuing critiques of French co-production polieypmelongation

of colonial assimilationist policy, with African filmmakers é@d to be somewhat
dependent upon the hand that feeds them, or at least to have to bedtepak biting

it, because of its owner’s urge to control film production, eithexugh the initial choice

of projects to fund or by refusal to distribufe.This point is evident in the types of films
that are being produced with European funding, and the types oftfiahget accepted

in international film festivals. For a long time, for example, French cinemeehesed to
show films that have directly critiqued its years of coloniad al North Africa. Films

like The Battle of Algiersvere banned from screenings in France until recently. With the
lack of funding from their governments, and their dependence on European funding
North African flmmakers were forced to make films that padeto Western standards,
which affected the cultural autonomy of these films. These fiepsesented North
Africa as seen from a Western gaze, rather than focusing @malaissues and dealing
with topics that interest the local audience. NeverthelesshMdrican film industries
have gone through several phases, since the end of colonialism. Heareation of
state funded film organizations that promoted film production and natxomaias, to

the collapse of these industries and the return to the dependencysternMfending.
Before getting into the different issues that these fildustries have dealt with, | will

give a brief history of the development of cinema in all three countries.

® Downing, John D.H. “Post-Tricolor African Cinema'Cinema, Colonialism,
Postcolonialism: Perspectives from the French and Francophone WedldSherzer,
Dina. (Austin: University of Texas Press, 1996) 192



As a start, the three countries of North Africa, Algeria, dboco, and Tunisia,
have always been placed in the same category of “francophone’tlemggh they have
different histories. Morocco and Tunisia kept their local autheritleerefore maintained
their languages and religion, as protectorates of France, lgeti# “experienced an
extreme form of colonialisnt’ which caused French to be the formal language used by
government, writers and artists. Yet, all three countriet ifab the category
Francophone. The word Francophone “has linguistic and geographical dcmmsota
evoking the fact of speaking French and referring to the place® Whench is spoken.”
The issue of language will be extensively discussed in chapter 6@ now, the
Francophone category allows the three North African nations satedsench funding,
education, and the promotion of their cinemas in France. But, as iomehiearlier, as
the histories of the three countries vary, so do the phases of film production.

Cinema was introduced in Algeria from the beginning of Fremdbnzation in
1895. Algeria was the background for European films that benefibed e exotic
locations of Algiers and the Kasbah. Yet Algerians could noicgzate in any film
production until the end of colonialism, with the first Algerian filmade in 1964. Most
of the first films made in that beginning dealt with liberatissues and the creation of
the modern society after the end of colonialism. Algerian cineasagone through a
turbulent history since its beginning. The Algerian government meatey efforts to
develop film production in the country by creating a “short-lived C@&éntre Audio-
Visuel), under the auspices of Algeria’s Ministry of Youth and Sport in 1962 tlzad

OAA (Offices des Actualités Algérienn&kferian Newsreel Office) under the

* Spaas 127.
® Spaas 2.



directorship of Mohamed Lakhdar-Hamina, set up in 1963 and dissolved in ®1974.”
Along with these first efforts by the Algerian government, @CA (Centre National
du Cinéma Algérienyvas set up by the Ministry of Information and Culture, and the
television system was nationalized in 1962. In 1967, the ONOIGicé National du
Commerce et de I'Industrie Cinématographiqueds created to replace the previous
organizations, only to be dissolved in 1984 because of serious finandielltkfs.
Since the late 1980s, Algerian cinema’s governmental organizatased to exist, and
Algerian filmmakers resorted to the help of European fundingt b&ing said, Algerian
cinema went through four distinct phases. The first phase fonisethe topic of
liberation and the war against the colonizers. The second phase foousedpost-war
issues and the struggles of the individual Algerian. The third phagseduced new
themes hitherto unexplored, including the problems of young people, women and
marginal groups.” The fourth period, which is the period that began in 1991, with the
start of the Algerian civil war until today, deals with théfeets of Islamic
fundamentalism on Algerian society, and the issues of globalizatidnmagration to
Europe. One of the main points that | will deal with when discgsalgerian films is
the issue of language. | will question the filmmakers’ choiceisimg the French
language in their films, rather than Arabic or Berber, and how the use of langflagts
the national identity that is represented in their films.

Like Algeria, Morocco served as an exotic background to Euro-Asanerilms
during the colonial years, with film studios set up in Morocco to sdreeneeds of

Hollywood and French filmmakers. The only effort to promote Moroccaenta was

® Spaas 134.
’ Spaas 135.



the establishment of CCMCéntre Cinématographique Marocaim 1944, even though
it was meant for documentary production. Moroccan film production dideadly rstart
until after the end of colonialism, with the first films madethe late 1960s, along with
the creation of the first festival of Mediterranean cinemdangiers. With the help of
CCM, the first Moroccan film titled/aincre pour vivrewas produced in 1968 and co-
directed by Mohamed Abderrahmane Tazi and Ahmed Mesnaoui. Yet, Moroccan cinema
didn’t reach international recognition until 1972, with Souheil Ben Barkhis Les
Mille et une mains.That being said, the Moroccan film industry is still suffgrirom a
lack of funding and the continuous exploitation of film studios by Westénm f
productions. In fact, when one searches for Moroccan film produdtidrecomes
evident that the film industry in Morocco depends on Hollywood and Rreimes that
are still using the country as a main location for some of films. Nevertheless,
several Moroccan filmmakers have succeeded in making films thatwitd local and
national issues. Films made by Moroccan filmmakers mainly w#hlsocial themes,
from poverty, polygamy, and the problems young people suffer from imdeaiith the
world around them. Another important theme that Moroccan filmmakaetsadi is the
situation of women in society and their efforts for political andiad autonomy. The
efforts of Moroccan filmmakers to make films that capture tioe identity of the
Moroccan people stems from the long history of the presence ddteccan “Other” in
Hollywood films produced in Morocco. They are trying to take thage of the exotic
Moroccan, whose presence is always in the background of \Wdites, and give that

image more agency in order to depict the realities of life in that country.
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When it comes to Tunisia, its cinematic history started dy aar1924, “with
Chenama Chikly’s short filnChezal, la fille de Carthage:” This humble beginning did
not result in a thriving film industry until 1957, when the Tunisian gowvent
established the SATPEGS¢ciété Anonyme Tunisienne de Production et d’Expansion
Cinématographique). The main objective of this organization was to manage the
distribution and exhibition of films in Tunisia. Later, in 1968, it begapromote film
production by Tunisian filmmakers. Yet, Tunisian film production did navehantil
the early 1980s, with the emergence of a new kind of cinema. Thiscimema,
developed by young Tunisian filmmakers, deals with social andigablissues, and
focuses on “bringing an audience into a discourse that is nesthedic, cinematic,
stylistic and dramatic in its totality”. With the focus on the aesthetic, ideological issues
become secondary in focus. This can be seen as the filmmakerspt to engage the
local audience with the films that they are making, and allowheg to change the way
they perceive cinema. Having a more developed film culture, withtatub movements
established as early as the 1950s, in comparison with Algeria amacddorTunisia’s
filmmakers are concerned with the development of a cinema thkt wéeh stylistic
aspects of production, rather than focusing on the ideological andatuisues. Yet,
with the existence of a vibrant film culture, the Tunisian fimdustry is still suffering
from lack of funding, aside from European co-productions, and a declining nahbe
film theaters, with a consequent a lack of exhibition spacethéofilms that are being

made.

8 Spaas 154.
® Bouzid, Nouri. “On Inspiration"African Experiences of Cinemiad. Imruh Bakari and
Mbye B. Cham. (London: British Film Institute, 1996) 49
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Given the status of the film industries in all three countrieqyynidémmakers
have decided to migrate to Europe in order to find opportunities to makélths. Yet,
the history of migration from North Africa to Europe starteceady as colonial times.
As we shall see in chapter four, North Africans in France daveloped their own voice
within mainstream French cinema, in order to represent the issagsdeal with as
immigrant minorities in a predominantly white culture. Filmsdmay North Africans in
France started as early as the 1980s, when riots eruptedhartheuesthe suburbs of
major French cities, as a result of continued oppression and lack otwppes. That
being said, the films made by North African filmmakers in Feaae divided into two
distinct categories; films made by filmmakers who recemiiyrated to France as a result
of the lack of opportunities in their countries, and films made dwpprsd-generation
immigrants, that deal with issues of assimilation and integratiVhile the first category
maintains the link between the country of origin and the host countrysebend
category mainly deals with the identity of these immigraagsFrench of Maghrebi
origins.

Having the history of the film industries of North Africa in mind,this study, |
will discuss the stylistic and ideological approaches thdésentakers take in discussing
issues of national identity representation, and feminist agentteinfilms. My main
objective is to introduce the possibility of further developing a national film induste
of Western influence, and free from Western discursive ogiggion as Third cinema,
which undermines the works of these filmmakers, and maintainsptb&tion as “Other”
within the global film discourse. The methodology I'm using rediegilm analyses, and

theoretical explications of the issues the films deal witret, Yhy study faced several
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problems. In a way, the problems | faced mirror some of the pngbMorth African
filmmakers are dealing with in their industries. For one thihgvas difficult to have
access to a large number of films made in these countries.isTdigsult of the lack of
distribution of these films in the United States. So my choicdstdée limited to the
films | can find online, in university libraries, and through frienkdslp in sending me
copies of some films from France. Another problem | faced tadimited number of
scholarly texts dealing with analyses of North African oias. There are several studies
that deal with North African literature and art, which | usedadarting point for my
investigation. In my theoretical exploration of the topic, | useqotstial theories to
investigate the production of national identity. Some of the postcoliv@atfists | study
are the theoretical texts that were produced as a react®aytiri Spivak’'s essay “Can
the Subaltern Speak?”, and to Homi Bhabha and his influential wdrkar_ocation of
Culture | will also use feminist theories in trying to locate feist representations in
North African cinema. Some of the feminist theories | study are found in Chdged&a
Mohanty’'s famous essay “Under Western Eyes: Feminist Schaglaesid Colonial
Discourses”, and Trinh T. Minh-ha’s essay “Not You/Like You: Postdal Women
and the Interlocking Questions of Identity and Difference”. | alto deal with film
theories, like those presented by Hamid Naficy’s famous stidyAccented Cinema:
Exilic and Diasporic FilmmakingHaving these texts in mind, | will now focus on one of
the studies that deal with specifically North African cultygeoduction. This textual
analysis will serve as a guide to the rest of the dissertation.

In The Arab Avant-Garde: Experiments in North African Art and Litestthe

idea of the Arab avant-garde, as Andrea Flores Khalil explaribeiworks of Arabs in

13



art, film, and literature within which they try to recreat®ther version of their national
identity. In her study of the Arab avant-garde, she focuses omaitks of Francophone
artists and their struggle in their postcolonial status. Shpéaies that the choice of
language is one of the most important elements in their seuggla new national
identity. Khalil investigates the role of Western languages asabudises in representing
the Islamic past, and with that, the history of these postcolanliares. She claims that
the use of Western languages and ideologies create a prolleensarch for a balance
between the national identity of the postcolonial subjects betwstaryhand modernity.
Another problem facing these artists is the struggle agahestrise of Islamic
fundamentalism in their societies. “They seek to produce a lgaghat dissolves the
repressive ideologies of their society; they untangle, through e¢heofvtheir fiction, the
problems of fundamentalist returns to Islamic identify.In the search for their identity,
these artists create a body of work that tries to represeetvaversion on Islam, a new
face of modernity in their postcolonial societies, and a newuksgey that incorporates
these elements, and stand against political, religious, and Westronceived images
of these societies.

Khalil explains that Arab avant-garde artists and writers @&doswork with
foreign language in order to bring in the outside “Other”hia tecreation of national
identity. They “deploy foreign idioms, not to accept or rejecthistorical reality of
French domination of the Maghreb, but primarily to struggle agaamstinternal

hegemony that continues to rely on cultural oppositions and that riskerfureakening

19Khalil, Andrea FloresThe Arab Avant-Garde: Experiments in North African Art and
Literature. (Westport: Praeger, 2003) XX
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the region.** The use of Western ideologies and languages mimics they refathe
influence of the colonizing “Other” in terms of historical vite. This use also fights
against the notion of returning to pre-colonial past, which could risk thendbon of
fundamentalist ideologies.

One of the examples Khalil discusses is Moncef Dhouib, the Tunisian
experimental filmmaker who uses mysticism in Islam as s rdiscourse on Tunisian
culture. Tunisia presents an interesting example of Islami¢hMdrican society. The
country has been ruled by a secular political ideology since 188ate rise of Habib
Bourguiba to power, which continues today. The separation betwégionm and the
state is also mimicked on the social level. Islamic traditioiness is banned by the
government, in seeking to represent an image of Western “maderriithe self has
been transformed into an image of the West in opposition to a stiadgdead ‘oriental’
past.? This apparent refusal of Islamic identity and the promotion \&featern image
affects the representation of Tunisian society. Tunisian iotedés struggle with this
commoditized image since it is created for economic consumpgioiVdstern tourists.
Dhouib’s answer to this image is present in his films. The thhes discussed are
Hammam D’hab(1985), Al-Hadra (1990), andTourba (1995). Each film presents an
image that is embedded in Tunisian Islamic tradition, yet asdhge time, it defies the
Islamic image represented by fundamentalists, and the commdditizagie used by the
government. Khalil argues that these films oppose state controgsksdor a balance

between the political and spiritual identity. His use of a Westeedium (film) while

11 Khalil XXII.
12 Khalil 68.
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presenting his Sufi images connects the “historical developméhiro$ian culture and
tradition.™?

That being said, the use of a Western medium (film) in the devetupofiea
national identity that is unique to each of these nations putsitm@dkers in between
two audiences, local and Western. It is important to negotiate plosition and
relationship with the audience to investigate the influence thedt&h culture has on
these film industries, and the ongoing struggle with issues ofriatisen and Western
domination, even if it were on a discursive levels. With that, Il fecus on the
following issues in the following chapters.

Chapter one discusses the role of filmmakers in developing nataerity in
North Africa. My main objective in this chapter is to defthe several elements that
define national identity, and the tension that arises betweetingea “official” national
identity by governments, and a cultural identity by filmmakensl @ther cultural
producers. Relying on Benedict Anderson’s definition of nations nasgined
communities, | discuss the methods filmmakers use in represeratimmal identity in
their films. Taking each country separately, | investigateuseeof French language as
the main choice for Algerian filmmakers. In Morocco, | dedhvslamic emancipation
as a form of liberation for women, as the reaction of women irfabe of political
marginalization and lack of participation in the national discoulseTunisia, it is the
harmonious religious cohabitation as an example of a glorious patstdéfines the

current national identity of the nation. With the film analyseslso indicate the

13 Khalil 80.
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importance of the role of the local national audience in definingmatidentity, and the
reception of the films being made.

Chapter two investigates the location of North African cinemakirwglobal
cinema. Dealing with the theory and practice of Third Cinemagiwivas introduced by
Argentinean filmmakers Fernando Solanas and Octavio Getino in thenifesto,
“Towards a Third Cinema” in 1968, | investigate this theory and ithéakions it
imposes on the discussions of flms made in North Africa. NMynnthesis is to reject
this categorization as limited, and stress the importancevelateng a national cinema
theory that allows filmmakers to create their own unique stylat would be
representative of their nation in international film festivalem8& of the issues discussed
when dealing with Third Cinema theory and practices are thesexgegion of women in
national cinema as doubly marginalized, and the neocolonial influenceste¥ culture
on films made in North Africa. Another important element tisadiscussed is the
exoticization of North African cultures by some filmmakers ideorto gain recognition
in international film festivals.

Chapter three deals mainly with feminist discourse when it sam&hird World
women representations in film. Trying to answer Gayatri Spsvakiestion, “Can the
Subaltern Speak?” | study the problems that North African femiinstakers face in
order to be heard. | investigate the two limiting forces thaetlidmmakers deal with.
The first is the patriarchal social order of the consergaNorth African societies, and
the second is the limitations they face from Western femaissourses on Third World
women. My main objective in this chapter is to question the fahagghese filmmakers

are working against in their efforts to assert agencyepyesenting the issues women of
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their nation deal with, and by trying to become active particgpamtthe national
discourse. From a national perspective, these women filmmaladra/itle political and
social marginalization, evident in the laws that regulate dleeaf the people in society,
like the Family Codes and Personal Codes in Morocco and Algetiantiee women
dependent on their male relatives. In Tunisia, on the other hand, pdittcelomy has
been granted to women, but they still suffer from social malgatadn based on
conservative traditions. In the films made by North African feshiflmmakers, the
image of the traditional women is questioned and challenged. In Afgease, the
image of the woman as a passive observer is changed bytéfiengeof stories of
struggle that women faced during the war of independence. In Motbeconage of a
Western emancipated woman is challenged when introducing the ptssibilslamic
emancipation. In Tunisia, the holy representation of the mother iemipd by a
representation of the mother as a desiring body. In the endhiserhiimmakers are
using all the tools they can dispose of in order to create a maot@omous
representation of the modern North African woman.

In Chapter four, | deal with the films made in France tegresent the North
African Diaspora. Following Hamid Naficy’'s categorization Afcented Cinemal
discuss films made by exilic, diasporic, and ethnic filmmakegrslic filmmakers can be
the filmmakers who fled their countries in order to find opportunitregrance, as |
previously mentioned. Diasporic filmmakers are the filmmakers mhet find a new
identity in their new home. Ethnic filmmakers are second-ggaaranmigrants, and
deal with the struggles they face in belonging to two cultureg.cdicern in this chapter

is the representation of North African women in films made hmBsé filmmakers.
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Always represented as “Other”, North African women'’s reprefentan French films
has always been as exotic, victimized subjects. In male dtadifians made by North
African male filmmakers, the issues represented focus on smstruggles as
marginalized within the predominantly white French society, nmakivomen’s
representations in the background, and as lacking agency. Another point $ disthus
chapter is the relationship of the characters of these fibmthd space they occupy.
Space and location, in these diasporic films, are important bechtise hybridity of the
identity of the characters, as a mirror to the hybridity of the filmmakemsselves.

With this overview, | want to stress the importance of the contindoasge that
these representations go through. As evident with what is happeningnnthvese
countries, from political change and conflicts, national identity@ser static, for it
changes in accordance with what's happening in any given natibataime. Women'’s
issues, therefore, take a center stage in my study. Theggkts with oppression
because of social, political, religious, and traditional values, ewtnpolitical changes
and conflicts, have been an ongoing effort since the end of colonifdistheir status as
minorities within the patriarchal social order does not change dor@ance with the
changes of the political power. With the limited accessd tmamaterial, | hope to
present a cohesive study of some of the problems filmmakers faced, atid treing. |
am very excited to see what the next generation of filmmsalkem North Africa will

bring to the table, and what will happen in these countries as the unrest settles.
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Chapter Onetn Search of a Definition for National Identity

What is national identity? Who determines what national identitgnd what is
the most important form of its expression? Even more importanthy, i national
identity such a powerful idea, and why does it have so much fordeirdluence?
According to Benedict Anderson, “nationalism has to be understooddmynal it, not
with self-consciously held political ideologies, but with the lacgéural systems that
preceded it, out of which-as well as against which-it canme ieing.** The cultural
systems, in this sense, spring out of history, the material ®\wna culture’s past,
traditions, and cultural production. If we suggest that nationalisen W¢estern idea,
imported with colonialism to North Africa, and especially thatdkegraphical borders
of Morocco, Algeria, and Tunisia were assigned by the coloniftensthe Second World
War, the ideological differences between these nations therafera product of the
colonial rule, which separated each country into two protectomiethe east (now
Morocco) and west (now Tunisia) of a fully colonized area (now Wdyje Given the fact
that they share similar traditions, language, religions, andurablfpractices, what
determines the ideological and cultural differences betweemadkienal identities of
Algerians, Moroccans, and Tunisians? Aside from the politicakctipes and
governments, the very notion of difference is a new phenomenon, imposed by the
colonizing powers. Historically, the idea of “imagined commuriitieas born from the
invention of “print-capitalism”, as Anderson explains. Novels, newspapats scripts

helped shape the extent of the community. But if we try to applydoncept to these

4 Anderson, Benedictmagined Communities: Reflections on the Origin and Spread of
Nationalism.(London: Verso. 1987) 19

20



developing nations, which had high illiteracy rates at the beginnitigeaf creation, we
can imagine that the idea of nationhood was determined by thgglstr against
colonialism. The members of the community united under this $é&ugg matter what
class or area of the country they belonged to, and no matter whahegl played in that
struggle against colonialism. After their independence, aed thi@ modern nation came
into creation, the “imagined community” began to face new chalengt only were
the community members trying to pick themselves up after thefeodlonialism, they
were faced with the idea of creating a new national identitydentity that is genuinely
Algerian, Moroccan, or Tunisian, rather than being colonized subjectseoFrench
empire. The reason the creation of a national identity was an opppris that it
indicated that they finally belonged to a sovereign, independent Satéhe creation of
a national identity means that the people of the nation have fingdlyzed their
autonomy from any outside influence. Cultural production became antanpaspect
in the creation of this identity. The work of intellectuals, &stiand cultural producers
became vital in the discourse of the nation to the rest of thenoaity. InThe Location
of Culture Homi K. Bhabha explains,
The scraps, patches and rags of daily life must be repeatedédtinto the signs
of a coherent national culture, while the very act of the narrg&gréormance
interpellates a growing circle of national subjects. In tloglgetion of the nation
as narration there is a split between the continuist, accumutativeorality of

the pedagogical, and the repetitious, recursive strategy of the perfemat

15 Bhabha, Homi KThe Location of Cultur§London: Routledge. 1994) 209
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The scraps of daily life represent the practices and “traditiointhe different national
subjects, the people, who are both the historical subjects and objéatsabfanges that
happen between the past and present. National identity in thatisewetantly going
through change, for it can be seen as the sign of performing tiba.n&ilm’s role in
representing the nation as narration, if we apply Bhabha's theoegsas the split
between the temporal pedagogy, which is always going thropgbcass of change, and
the act of performing the nation as practice and tradition. In otbets, film plays the
role of performing the nation and reflecting both stasis and ewnluti the national
narrative. Its participation is to represent the constant chtragenational identity
undergoes. So out of the remains of the community after the end ofadisionicultural
producers created, and are still creating, national identity fr@minteractions of the
people (the members of the imagined community) and to representritexaetions and
practices as what determines the nation to these same people.

In this chapter, | will investigate the role of films and filmkers in the creation
and representation of national identity as a part of the culturduption of the nation.
The reason | choose film as my object in analysis for studwiaipnal identity
representation is because it is one of the cultural practiagsnoes that use the scraps of
daily life and turn them into a coherent national culture. Using tven experiences as
examples in the national discourse, filmmakers strive to reprete individual
experience as “the whole laborious telling of the collectiitiglf.”*® Taking one film

from each of the countries in this study, | will analyze each,tgntb determine if we

16 Bhabha 201.
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can understand the idea of national identity and these films as involviee continual
reconstruction of the discourse of the nation.
Questioning National Identity

What is national identity after all? As a start, simply wledi, national identity
refers to the specific traits, culture, and history that a groypeople or a community
share, and is defined by belonging to a nation with a ruling governarhigeographic
borders that separate this community from other nations. Whextrdee this national
identity are the common practices of a given culture, and a comnstaryhof that
culture. Other factors that express but are not necessatyoaal identity are sharing
the same language, and certain religious and secularsbeligtit, how does shared
national identity affect a person’s own identity? Some believelgittiat living in a
specific culture determines one’s national identity. Others believe thataladentity is
how a person expresses his or her belonging to a community. EBolahgmnage, culture,
or even political beliefs can be sufficient to justify feelasyif one belongs to a specific
nation. On the other hand, in the modern world, carrying certain doczirassert a
person’s belonging to a specific nation. Yet, who determines th&@abfhational
identity? Is it determined by the power of the government of thematate? And to
whom is national identity presented? Is it to the outside worltheomdividuals who are
members of the community? In that regard, cultural producers plagpamtant role in
determining the expression of national identity. Writers, aytistsisicians, and
filmmakers help in producing expressions of national identity, &eg present their

works in and outside their nations.
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Benedict Anderson defines a nation as “an imagined political caonbyrand
imagined as both inherently limited and sovereijn."So for Anderson, a political
identity is what defines a nation. It is what is create@poesent any given nation. Yet,
a political ideology alone does not have the ability to explain what a nationalydsntit
the people within and without; it becomes the role of culture to dqabdor the nation
and the people. Given the status of these nations as developing, postamantries,
artists and filmmakers have a unique role in creating a coheatiohal identity from
within the different layers that make this process difficultalbse the nature of national
identity is fraught and contested. From these different layimanakers choose to
represent national identity as a result of their own experienteshat sense, they are
using their own ideologies, personal experiences, and interactionsothihs in the
creation of this identity that they export out to the world. Tlaeeemany different layers
that North African filmmakers deal with: these nations belondnéoArab world. They
also belong to the Islamic world. Yet they are also postcoldraatophone nations.
They are Mediterranean. These nations are also still developmngconomic and
political levels. The society follows a patriarchal order,oating to its traditions and
religion. Yet women play an important role in these societi®s. according to the
different layers that define these nations, the questions becoragr, fivhmakers try to
represent national identity, do they take from the past? Do #keyftom their present
realities? Where do they even start? For one thing, the filstsissed are fictional, yet
they are personal images of a nation still developing. But nomuéitd they portray in

their films, they are only representing a small fraction @fityg hoping that it will

17 Anderson 15.

24



present some of the larger struggles that their societeegg@ng through. This is
evident, of course, in the fact that not one film shows a societxadly the same as
another. There are common features to the films: culture, docadind sometimes
language. Yet, what makes these films, and the industries d@hsy ftom, unique is the
fact that they are created within developing industries, undarmagtances in which the
filmmakers try to find a place between major film industrievhether it's in their
neighbor Egypt, or in France, their former colonizer, or Hollywood asmddle in
globalization.

In trying to search for a definition to national identity, wastconsider what the
different aspects that make a national identity are. Or inr otloeds, what are the
different elements that once combined create a national identfEy3t, we have
language. Second, we have the state. Third, we have culture |itecature, film,
music, and art. Fourth, we have the relations and interactions of the peopledtatios
“imagined community”. Fifth, we can speak of women'’s role in tteaton of national
identity. Sixth, we have religion. And seventh, we have history, andetatonship
with the former colonial powers. So the practices and discouraegreate a national
identity are cultural, artistic, intellectual, social, and pdaiticOnce we figure out how to
define these practices and with that, national identity, lexi#dmine how these practices
are portrayed in the films created by specific flmmaKess these regions. Also, it is
important to question the role of the state in the creation adnadtidentity. As | will
explain later in the chapter, the state plays an elementlimothe realization and
creation of national identity. It is with its power to conuldgferent cultural productions,

from issues of censorship and the authorization it gives torcertural producers, that
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the creation of national identity becomes dependant on the approval, andthmder
mercy, of the state.

What is the difference between cultural and national identi@esf other words,
what are the relationships between the different kinds of idesfitiAnd what are
filmmakers trying to portray, to represent in their films2Ha countries investigated in
this study, we are dealing with still developing nations afteetiteof colonialism. Even
fifty-some years after the end of colonialism, the countriesstiledealing with the
aftermath of the colonial period. What is their status as postedloaiions? And what
can they do to overcome the problems they're facing? One thingcedah most of
these films is the use of language, language being one ofideeimportant aspects in
representing a nation, some might say. On the one hand, these soargreonsidered
Arab countries. But their uses of language vary between ArabBetber, to French.
Even as an Arab, | still need the use of subtitles in order to uadérghe language,
whether they are speaking in French or their own version of Araiba mixture of both.
The choice of language becomes one of the signifiers of the naflore specifically,
the use of different dialects represents where these film® doom. And what is
interesting is the extent to which the distinction of language use is highlighdéterent
films. For example, in certain Algerian films, the languaged is a mixture of Arabic
and French, which is common in daily use on the streets, even thougsetioé French
indicates the social status of the people of the nation, for Fisndostly used by the
educated and intellectual elite. But in certain films, Frenct,anly French, is used as

the common language, even on the street. It is after all a persooige by the
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filmmaker, but at the same time, it is important to remertitagrthe choice of language
plays a major part in the creation and performance of national identity infilhese
The Role of the Filmmaker

In a lecture given by Tunisian filmmaker and screenwiitetri Bouzid® he
very eloquently states the questions North African flmmakersraiteir films in terms
of searching for a national identity. He first asks thgsestions: “Are we Arabs? Are
we Tunisian? Where do | come from? Why have | always been r@edM it be that
there was a time when | was not ruled? Are we Berbersté=e mixture?® By asking
these questions, he presents the layers of identity definitionghts#t flmmakers deal
with in their attempt to represent their own identity. He doesdeny any of these
layers, but highlights the problems that filmmakers face in tegiresentations, or what
filmmakers must do in order to represent these different layées his question “Where
do | come from?” stresses that this identity is still inghecess of development. Not yet
at ease with their status as postcolonial nations, with this qoeste presents the
dilemma these filmmakers face, given the fact that mostenf €ducation came from the
culture of France, their former colonizer. He then explains tthede films are not
necessarily searching for a national identity, but in fact, #ieysearching for a cultural
identity. Yet, he fails to explain what the difference isn@en these two identities. For

the sake of definition, | will define national identity as the gigniof the pedagogy of

18 Bouzid, Nouri. “On Inspiratiofi (This is an edited version of a lecture published as
Sources of Inspiration-Lecture(Bmsterdam: Sources, 1998irican Experiences of
Cinema.Ed. Imruh Bakari and Mbye B. Cham. (London: British Film Institute, 1996) 48-
59.
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the nation, or as Gayatri Spivak puts it: “representation as ‘speéiki, as in politics,*°
and cultural identity as the signifier of the cultural productiontlzdt nation, or
“representation as ‘re-presentation,’” as in art or philosophyiNational identity is the
representative of the pedagogy, while cultural identity is tyinaart, film, literature, etc.
National identity must be created while cultural identitgadly exists within the nation.
Can we separate the two? Which one of these identities encospiassgher? For the
sake of argument, let’'s assume that cultural identity falls uhgeambrella, or is one of
the elements, of national identity, so why is important to sthesdifference between the
two? In a way, it can be seen as his attempt to allow fitora Tunisia, Morocco, or
Algeria to represent the three nations, rather than limitrégsesentation to just one of
these countries, so the cultural identity becomes North Africanaghkébi, rather than
only Algerian, Moroccan or Tunisian. Given the shared languagtry, and struggle
of these nations, is he trying to erase the differences? plaiex that the major problem
that these filmmakers face, and through them, the rest qfeibygle, is that they gained
knowledge though a language that is not theirs, given their histoFyreanch colonies,
and the subsequent effect on their culture which makes them francopkengives
examples of films he’s worked on that deal with the subject ofitgientaiming that the
use of memory in most of his films resemble the struggleetharacters in their search
of their own identity. So most of these characters live inptst. The biggest problem,
according to Bouzid, is that most of these cultures in factliggllin the past, whether it

is their recent past as French colonies, or their memories iofglbeéous Arabic and

20 Spivak, Gayatri. “Can the Subaltern Speal®4rxism and the Interpretation of
Culture.Ed. Cary Nelson and Lawrence Grossberg. (Urbana: University of lllinass,Pre
1988) 275

21 Spivak 275.
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Islamic past, when the Islamic dynasties were the ststrigehe world. Their ties to
France, their former colonial ruler, are still as strong\as, as we shall discover in the
chapter dealing with North African diaspora in France. Anteastates, most of what
these nations learned was through another language, referring tacthéhat the
educational systems in these countries until very recenthyhtahg essential studies in
French. Yet, it is important to ask if he considers Arabic EBseagn language as well.
Given that most of these cultures speak different languages, dispBeider, Arabic
came to them through the spread of Islam centuries ago.thBuposes a different
question. How far do we have to go in our past and our memories in @mErdtruct a
modern, contemporary national (or cultural) identity? And with thekwebrfilmmakers
such as Bouzid and others, do they really aspire to create a hatemtdy, or in reality,
just a cultural one? The reason | make a distinction betweeonaktnd cultural
identities is that | suggest that national identity is the oljedtarm of representation of
the people, while cultural identity is the subjective form of @spntation. National
identity in essence is what the nation-state wants to producks ediural identity is
what the cultural producers, filmmakers in this study, strivepoasent. In other words,
cultural identity already exists, as a form of history and practibée wational identity is
being constructed as the product of what already exists, whedheadifferent elements
that bring people together to create the “imagined community”.

In one sense, | do agree with Bouzid that what is most neededprigpar
definition for cultural identity. The idea of a national identity imes the current
political powers and the borders that were in fact drawn bydlomial powers. Can we

say that in order to define a national identity, one mudbuolthe rule of the

29



governmental system of a given nation? What is national ideffitéy &l then? Bouzid
claims that to ask that question, one must ask in details. Whatitdoesn to be a
Tunisian or an Algerian? Yet at the same time, it is a parbdoause he himself comes
back and praises Tunisian cinema and its filmmakers, whileizniy Egyptian and
Algerian cinema. With that, he clearly makes the distinction tiiere is a national
difference, even though the difference is mainly in the distincof borders and
governments. In other words, he claims that the search for mtidefiof a national
identity must involve the association with a state, geography, ditagaalong with
culture. Language on the other hand can play a role in this definfimnone thing, all
these nations share common languages, Arabic, Berber and Frenchtie Toethe
colonial power varies between Morocco, Tunisia, and Algeria, Ibof ghem were at a
certain point colonized by the French. And even before that, they peereof one
nation, or under one political power, that of the Ottoman Empire. So ddesn one
begin to define national identity? In other words, how far backstoityi should one go
in order to define a national, and also a cultural identity? oHistn this case, plays as
the legitimate resource for a national narrative. As a commien Arabs until today
remember the glory days of the past, when the Islamic em@setine world’s most
powerful force. It still affects their literature, and evemswhat affects the politics of
Arab governments. This focus on glories of the past is tied t@ligeon the majority of
the people of these nations follow, Islam. According to Andersonptius fon the past
of these nations, joined together by religion and historical dynasti@atidsggiven the fact
that the modern nation simply replaces these religious and dyr@stimunities,

complicates the understanding of national thinking. He suggestthéhatodern nation
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was born when the divine was taken out of history, with the develdpofeprint-
capitalism and the economic changes that these nations went through. In theAcabe of
nations, and North African nations in this study, the focus on the glquamsisof Islamic
dynasties complicates the process of establishing national oratuttentities because it
insists on keeping the divine (religion and religious leadersnhastagral part of the
national dialogue.

Let us try to answer some of the questions Bouzid poses in hiseledtVhen it
comes to his questions about the layers of identity Tunisians pdssemdwer is that
they do posses all these layers; Arab, Berber, subjects of past coloniaf etiieach one
of these layers is just a fraction of the cultural identitg dfunisian, adding of course the
francophone aspect as well. On the other hand, is it the job Gintiheaker to create a
national identity or a cultural one? Should we hold them accoentédsl the
representation of reality? Their role in the definition of a natiem be vital, in terms of
presenting their audience with questions about their culture. Wetisi not held
accountable to represent reality, or expected to strictlyesept reality. It is after all a
form of art. And film is not a journalistic recording of life atfig news, so in that sense
it does have the freedom to portray life as it pleases. Fkars are in a privileged
position as cultural producers and participants in the narration of tio@.nd 0 Bouzid,
cinema is anything but reality. He stresses, “My duty aggunpose are to put forward
a new aesthetic that’'s not realistic. | have to sublimager#ality, transform it, give the
impression that it's true, that it's the realiy’.” Reality, according to Bouzid in this

quotation, is transformed by the use of the filmic medium, and egbas a possibility,

22 Bouzid 58.

31



as what can be, rather than a direct representation of wleatlisThis claim proves the
filmmaker’s freedom to choose certain aspects of daily life, tanansform them to
create a sense of hyper-reality, that by no means repredentsollective national
identity, but the filmmaker’'s own idea of what a cultural identioyild be. Therefore,
cultural identity can be seen as the subjective, individualistitifesation of what an
artist wishes his or her community to be, using elements ohaagd, the written word,
and sounds to represent the nation, while national identity is morkeobhjective
construction of these same elements, along with the mateyrasentation of the nation,
such as political systems, the flag, and borders. National consessuthen becomes the
awareness of the other members of the community, while cuttarsiciousness is the
awareness of what these members of the community produceptesent their
ideologies. So, in other words, the difference between national andatidiemtities is
that national identity is directed outwardly, to represent the mesrdfethe imagined
community as a whole, in relation to the outside of that communityle vauiltural
identity is directed inwardly, to the elements that bring the begsnof this community
together.

Dealing with the idea of national identity representation, Kia@rir-Bendana in
her article titled “Ideologies of the Nation in Tunisian Ciraéf studies the question of
national identity as represented in Tunisian cinema. She clauats “hational
identity’...does not, mean the supposedly ‘objective’ criteria held toacherize a

nation--territorial space, language, and juridical considerations ardy just appropriate

23 Kchir-Bendana, Kmar. “Ideologies of the Nation in Tunisian Cinemation, Society,
and Culture in North AfricaEd. James McDougall. (London: Frank Cass Publishers,
2003) 35-42
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for the initial steps towards an insufficient definition with which we began. To ‘geton
a nation’ is to adhere, voluntarily or not, consciously or not, to aseptation--not to a
political regime, nor to a doctrine or a culture, but to the framewathin which all of
these are expressed, the ideological form of modern social comyritfni In other
words, she claims that the representation of a nation is whatsleftienal identity. So,
unlike Bouzid’s claim that cultural representation, or identitysdparate from national
identity representation, Kchir-Bendana insists that culturaksgmtation is in fact what
determines national identity, along with the political regina@sl the ideological form of
the nation. She goes on to raise the problem that Tunisian cieda@ng. As a start,
she compares it to the more developed cinemas of Egypt and Alggyiag that they
have achieved a coherent national cinema that gives a more ageyrasentation of the
ideologies of a nation, by following “nationalist” ideologies &agit main form of
representation. Tunisian cinema on the other hand still facgsrobéem of different
tonalities that do not produce an apt national expression, or antacexpaession of the
nation, evident in the different representations of what “being néitiom@ans to the
Tunisian filmmakers. By mentioning different types of films mawdeTunisia since
independence, she explains that within certain films, to answer #stiau of what it
means to be Tunisian, flmmakers represent prototype chardua¢iatk depth or even
any form of reality. She categorizes Tunisian film$he first one is the ‘official’
nationalist cinema. Secondly, she mentions that there are flemma&ho understood the
impossibility of representing ‘the national’ in their films. Taddmmakers focus on

studying the difficulties of “being Tunisian.” Another group offihakers focus on “the

24 page 36
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delicate question of biculturalism and plural idenfity” Even though most, if not all,
Tunisian filmmakers are trying to answer the question, so felea representation of
national identity has not been achieved in Tunisian cinema. Even thaggkd with
Kchir-Bendana in her overview of Tunisian cinema, | would extend halysis to
include both Algerian and Moroccan cinemas. Films that are noaid@dpaganda can
possibly claim that they create a cohesive expression ofi@enakidentity, but when
faced with multiethnic, multilingual societies, how could thesendilclaim that a
cohesive national identity is being expressed? Or in other warfilsnmaker can only
possibly work on one aspect of a national identity, his or her own wadensg of it as a
participant in the national dialogue, but never come up with tatglexpression of what
it means to belong to a nation. For one thing, cinema can neodjdmive, and nor can
a singular, static national identity represented in these filkghir-Bendana concludes
her article by saying that “The inescapability, in any evainthational’ classification, of
‘being national’, in whatever sense, and somehow expressing an ideology didheisa
perhaps a reflection of the overwhelming dominance of what Balidés the ‘nation-
form’ in global political and ideological organizatioff.” In other words, even if a
filmmaker tries to focus on personal representation of culture, wittefatring to a
national identity, his or her film will still be part of thational narration. The very fact
that this filmmaker belongs to a ‘nation’, with its political idegies, historical
experiences and culture, whether he or she is with or agaihg ar her films will no
matter what fall under the category of national identityes@ntation. It is a function of

the modern sociological thinking that we experience nowadays, satgihyng physical

25 Kchir-Bendana 39.
26 Kchir-Bendana 41-42.
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location with national identity expression. And this point is what Tami§immakers
are trying to deal with, in terms of cultural representatioheyTunderstand their role is
representing the nation, even though they do not always try tovacthes form of
representation. This can be seen in the distinction that is madeene‘nationalist’
cinema, and cultural cinema. Nationalist cinema encompassekhéhiat represent the
struggle of building a nation, or the struggle against colonialismeXample. Cultural
cinema can be seen as the representative of the nation’s culb@ther it's language,
daily practices, music, or customs. This point brings us back to dsuategorization
of cultural and national identities; national identity is the objectepresentation of the
nation, while cultural identity becomes the subjective representatiat cultural
producers use to represent the members of that nation. Nationdlyitetiie created tie
that brings the people of the “imagined community” together,emtuiltural identity is
what already exists, in history, traditions, religions, and culpn@ducts of the nation.
Yet, even though there are differences between these two egntitey are linked to
each other, and affect the definition of each other.

| want to focus on one of the films produced in Tunisia, as an exawhple
tension between national and cultural identities.Al8ummer in La Goulettéhe main
issue represented is the ongoing transformation of national tideadi a result of
historical and political changes. It also represents the esangnational identity as an
outcome of the changes in cultural identity. Cultural identity is thm is mainly
represented in religion and language, as elements of the c@leetional identity of the
nation. And as cultural identity is disrupted by change, it affdatsdefinition of

national identity.
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A Summer in La Goulette (1998)

A Summer in La Gouletis set in late sixties in a Tunisian beach town. From the
beginning, we notice the diversity of the society. The filmtstaith a group of young
boys waking up very early in the morning and meeting up for the &g notice that
every boy sneaks out of his house, walking through his parents’ bedroome Sinc
everyone’s asleep, we do not notice any physical differencég afttabitants. What we
notice though are certain things hanging on the walls of the robnmne apartment, we
notice a cross. In another apartment we notice the Staawdl, and in another one we
notice writing from the Qur'an. So we immediately realizet ttheere are religious
differences between the boys. This choice of showing theszatitfes in the first few
minutes of the film foreshadows the relationship between the maiactis of the film;
the three girlfriends, who turn out to be the siblings of the thogs we first see. Even
though they come from different religions, all three girls tdileesame vow. All three
vow to lose their virginity before the end of summer. It is ateresting choice,
considering where they live, a conservative Arabic and patebsdtiety. That being
said, each one of the girls speaks a different language, whicbtsefitee diversity of
origins of the people of the society. The Christian girl anddmaily speak Italian. The
Jewish girl and her family speak French, and the Muslim ajid her family speak
Arabic. Yet, all three are Tunisian by nationality, even though tregins might be
different. The filmmaker clearly questions the national iderdityhis characters. Are
they connected by religion, language (given the differences in &ogludge and religion

as previously mentioned), political ideology, or just the fact they all live in the same

2" Dir. Ferid Boughedir. Perf. Sonia Mankai, Ava Cohen-Jonathan, and Sarah Pariente.
Arab Film Distribution. 1996.

36



country? In a way, the film asks, what does it mean to be Tunigéh?he examples it
gives us, it raises the fact that maybe it is not possible ftoeda national identity in
these societies if we depend only on specific factors, like lgegoareligion, usually
used to define this identity.

There are many interesting choices the filmmaker made ipdnigayal of every
character. But before | get to that, | want to speak abeutetationship between the
girls’ fathers. They are the closest of friends and neighbdleir joys and woes are
always shared. The only time any conflict about their diffees happens is when they
catch the girls making out with three boys from differenigirehs during a wedding.
That’s when their differences come to life. Each fatherrizetp blame the other father
from the different religion about what his daughter was doimga Way, each lays the
blame on the others rather than facing his own mistakes, whidecsgen as a comment
on what the state does, in always blaming groups that are in eppasitvhat it does for
the problems that nation goes through, rather than admitting ¢mratscof corruption,
and oppressive uses of power. So the fathers’ reactions to éactstaind for the state’s
reaction to other states and/or religions. There are seveapaltamnt points in this film.
First of all, the filmmaker’s choice to place the story offim in the summer of 1967,
prior to the Six Day War between Israel and Effyptet the conflict in the Middle East
was never in the foreground. In fact, the only person who gavergroytance to what'’s

happening outside of La Goulette is the village idiot, who walks aroutidhig radio

8 1n June, 1967, Israel waged a six days war on Egypt, Lebanon, Syria, and Jordan,
which resulted in the occupation of the Sinai, Gaza Strip, West Bank, and Golan Heights
by Israel. Arabs as a whole regarded this war as a direct aggressienvamole Arab
community, and responded by forcing any Jewish people living within their border to
leave their homes, in response to the Israeli occupation of Arab land.
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desperately trying to catch the signal of a Cairo radicostayiet the conflict is always in
the background to the events of the film. Even when the conflict rises, he runs to the men
of the village trying to warn them, but they shun him away, more excited about Ha arri
of Claudia Cardinale in La Goulette. But when the war acts#ists towards the end of
the film, it marks a change in Tunisian society. The Jewsfaped to leave their
hometown as a result of the religious conflict in the Middle ,Bmaatking the change that
happens in the peaceful society. Prior to the conflict, the sslyeithat disturbed this
peaceful society was the young girls’ realization of thekxuak autonomy. In other
words, war and women’s sexuality can always disrupt the peaemyotonservative
society. Prior to the Middle East conflict, people of all faéhd religions lived together
as members of the same society, religion not being a faxtdisagreement, or at least,
it was not central to national and cultural identity as iafier the Egyptian-Israel
conflict. Yet when the war started, it created a sensegregation and distrust between
the religions.

On the other hand, one of the main characters of the film, who isdeoedithe
main villain, is Hadj Beji, an affluent Tunisian Muslim nd&who has lived somewhere
in the Middle East before returning to La Goulette and terrorizisgenants in the main
apartment complex in the film. He is the one responsible fogitteebeing discovered
with the boys. He also shows interest in marrying the youungliM girl. His presence

in the village contaminates the society with fear, worry, andlicanfin a way, his

29 Hadj Beji is played by Egyptian actor, Gamil Ratib. It is an interestiogce by the
filmmaker to cast a non-Tunisian actor to play the only villain in the film. His ehadic
actor stresses his belief that the outside Arab world is what caused tdrahaid
cultural identities of Tunisia to change from being tolerant and peaceful to being
intolerant and aggressive.
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character represents the Pan-Arabism of the time, and thef aderm of fundamentalist
nationalism. It is Islamic, fundamentalist, intolerant of diffexe and it ruined the
Tunisian peaceful society, idealized by the filmmaker as eesphtolerance, diversity,
and harmony. Hadj Beji's gaze at the naked Muslim girl saper of her childish
innocence, and for the first time, the flmmaker representsshan arotic image, rather
than a young girl discovering her agency and autonomy. It robs Her @gency, and
her ability to define her own sexuality. When we compare theattions (the vow of
losing virginity and the girl offering herself to a tyrannio#n) in essence, both are acts
that defy the tradition that demands a girl's chastity untilggte married. Yet, the vow
comes as a personal choice, while the other act comes as affsaarifice. The girl
chooses to sacrifice herself for the wellbeing of her famiBo the vow, in a way,
represents the girls’ realization of their independence, whiledhgfice represents the
girl's weakness against circumstance that she has to giventhehing she owns, her
body, in an act of selflessness, in order to save her family. cboisl be seen as the
filmmaker's comment on the tyranny of the conservative sociétyhile chastity is
mandatory, a girl must have a choice in the matter of whom she shimdde to be with,
for when she has no choice, she is deprived of her agency as an indianidiadhe
becomes an erotic object to gaze on, rather than a young woman with free will
Another aspect to consider when looking at the representation of wiontieis
film is the fact that they are represented within a patriarchadtsoci heir lack of agency
in the beginning of the film drives the three girlfriends to m#des vow, in a way to
realize their independence, and to gain recognition from thegriativho are busy with

their own lives, to the point that the girls’ existence does aotecto light until they

39



perform an act of defying the patriarchal order. Their chaicéose their virginity
without the fathers’ approval, by marrying them off to men ttieyose for them, is seen
by the fathers as an act of losing control over their property, i.e. thghtdss. The vow
can also be seen as a protest against their position withinrthly &8 marginal. By
choosing to lose their virginity, they are trying to change tldeintities from children to
women. And as women, they are trying to become more active memibthe social
order, by challenging a patriarchy that assumes control te@r bodies, and taking
control of their own bodies to gain some form of agency.

The role of women in this film is questionable. For one thing, they are the leading
characters in the film, and the three teenage girls’ actions andothsctseate the conflict
between the men. So the girls’ realization of their independeneéhat ultimately
creates this conflict. This stresses the nature of theudtal order of the society. In
that sense, the decisions women make foreshadow the conflict t@hg to happen in
the future between the religions. In one sense, they do not questionptet of their
decisions on their families, or their societies. On the other lhadgh, the actions of
one of the girls, the Muslim girl, when she decides to givedtieto the Hadj Beji, frees
her family and her neighbors of his tyranny. For when he seesmked body, he has a
heart attack and dies. So, is the filmmaker trying to comrha@bttomen are either the
cause or the solution of all problems? And how do these women weighein t
filmmaker’s quest for representing, identifying national idgfitiOne way to answer the
first question is that women’s independence and need for free cisoioeet with
opposition at first. Yet, when their independence is finally gdarte accepted, they

become active members of the society, and they help in the stringglehe whole
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society is going through. This is evident in the fact thaheteginning of the film, the
girls seek to find their own position in their community, and the only thay could
think of achieving that is to lose their virginity, to gain the agency of womanhood.r As fo
the second question, | believe that the achievement of agency fornwisnwal in
representing national identity. The film represents a turbuleiddoef Tunisian history.
For one thing, the change in the way people deal with the issukgudrreand the Pan-
Arabism that swept the Middle East and North Africa at thmae tis paralleled with
women’s struggle to gain sexual independence and more civil rigbtghisSfilm shows
the constant efforts of a nation to continually redefine its ndtiahentity. By
representing women'’s struggle in this film as part of the proockssdefining national
identity, the filmmaker comments on the vitality of including womerthe national
dialogue, and that by giving them agency, they become activecipartis in this
redefinition. This brings up an interesting point: national identity #hecomes a goal
that is always in the process of changing, growing, accordinghtd a nation goes
through at any given period of time.

In a film that deals with past events, or a period in historyt kimal of national
identity does the filmmaker try to portray? One the one handartbe seen as a
nostalgic look at a past when all aspects of diversity irsticesty were what marked the
Tunisian identity. On the other hand, the filmmaker tries to disishgthe difference
between Tunisians and all other Arab nations. Hadj Beji's sertsanshational identity
as connected to Pan-Arabism is the influence of the Arab worldy ginesfact that he
had lived in different Arabic countries, and taken their customs abdshdefore

returning to his home in Tunisia. So his identity, even though hepiegented as

41



Tunisian, has been corrupted by affiliation with other national ittt that is, he is
considered an outsider. The filmmaker is trying to show that he maiesepresent
Tunisian national identity: even though he speaks Arabic, he hathéosther elements
of Tunisian national identity, which can be seen as his lifestydg, of thinking, and in
tolerance of difference, which are the main elements of Tunis@ional identity,
according to the filmmaker’s representation. The diversitpmgliages and religions are
seen as a positive representative of Tunisian society. Sintineaker is trying to stress
that the “real” Tunisian identity is a combination of all thiegiens and cultures that live
in Tunisia, and not solely the shared values, language, and beliefs,Aaglerson’s
argument about “imagined communities”. So when the change happéma the
Tunisian society, it does not happen because of any internalctobiit as a result of the
conflict that happened in the Middle East. In a way, the filmmd&es admit the tie that
his society has with the Arab world, whether they like it or rgy. showing the change
in Tunisian society after the Six Days war, which did not direaffgct Tunisia as a
nation, but affected its perception of religious tolerance, the fdkemrepresents the
historical and cultural ties that Tunisia has with the reshefArab world. Even if the
war did not affect Tunisia geographically, it affected itcpption as a weak state by its
own people and the state, incapable of defending itself from outsidersamyr just like
its neighboring countries. So, the only solution it had in order to defezitlig to get rid
of any internal subjects that could raise a threat to itsefdaexistence. In that sense,
Jewish presence in the society was seen as a threat, sineeidgie have some possible

communication with Israel.
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In this film, the main representatives of national identitytlaeecultural traits that
the characters of the film have; language and religion beingnéne elements that mark
the cultural identity of the characters. The national idewfitthe people changes when
the diversity of the society is forced to change. This provesnidabnal identity is
always in the process of redefinition, in accordance to whatssaiéty goes through at
any given time. This goes back to Bhabha'’s idea of the changmaptal pedagogy of
national identity.

L anguage

Réda Bensmaia argues in his bdbtperimental Nation® when discussing the
development of a common national identity in Algeria after its inddpece, and
according to the Algerian historian and former Minister of Etanathat “If in fact
something like a national trait did indeed exist, it was onlg geal yet to be attained, in
constant dialectic with what remained alive and active in thegrabsinot simply based
on the past® In Algeria’s case, the interaction between the past and prigseital in
the creation of national identity, given its history as a colonlfrahce, and its current
status as a postcolonial nation dealing with different issueshié&eeconstruction of the
nation, the emergence of Islamic fundamentalists who try to amgsrm of influence
French and Western culture has on the nation, and the fact thams d¢élanguage
usage, French is still widely used in official circles, amditerature, along with Arabic.
This bilingualism reflects the split in the representation ofonat identity. It is a

struggle between francophone postcoloniality and Arabic authentititg.important to

%0 Bensmaia, Réd&xperimental Nations: Or, the Invention of the Maghf&fans.
Alyson Waters. (Princeton: Princeton University Press, 2003)
31 Bensmaia 13.
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note the effects of Western culture that was an element giagte and the current state
of the nation, as an Arab state. Just as in Algerian liteafdgerian films still use
mostly French as the primary language. That might be atdbuat the fact that most
Algerian films are made by filmmakers who were educateé#rance, and that most
Algerian film production has been funded by French agencies. ddleo§ finding or
creating a national trait, as mentioned by Bensmaia, ise$pomsibility of the artists,
filmmakers, and writers of this nation, along with the politiGatd religious
organizations. With that in mind, Bensmaia argues that the mosttanptactor in the
process of creating a national identity is to discover whiclguage to use in this
creation. This point reminds me of Anderson’s argument about thaoorezt an
imagined community. In order for the fantasy of an imagined community torbglete,
the use of one language to represent the form of communicatioedretwembers of
community separates ‘us’ from the ‘others’. Bensmaia wondeishwanguage should
be used in writing, flmmaking, in the government and in the schools.raides the
importance of the choice of language in a developing nation like iAlgdor these
artists, each creative act is a matter of life and deatiaulse each of their gestures, each
of their choices, lays the foundation for things to cofieBetween the official language
and the spoken one, which language should one use? Which language should be
emblematic of national identity? The problem that most of thessisaface, whether
filmmakers or literary writers, is the choice between tingl@age they were educated in
during colonial times, French, or a mixture of languages betwedmeBeArabic, and

French, as a reflection of current reality and practice, or goirlgtbacsing Arabic as the

32 Bensmaia 14.
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official language. The problem that these artists find tlebras up against is the search
for audience to their work. For one thing, after the end of colemalmost Algerians
were illiterate in both French and Arabic so that most v#ritesorted to writing in
French. This choice of language comes from the fact thafdbeg audience in France,
and in the Algerian elite. “Not only were ‘products’ (or producésking but so was the
actual terrain where such products could come into being and takeaminm&® For
example, if a writer were to write a novel solely in oficiArabic right after the
independence, he or she would be faced with the lack of an audienceuldatead his
or her book; that was one of the reasons that most writers contmwerte in French
even after the national independence. For one thing, most of the educateahslgere
educated in French, and also, given the fact that the level efatliy was very high
within Algeria at that time, these writers were able twdfan audience outside their
territories. This is an ironic point because, if they chose ti@ wr Arabic, they would
have found a wider audience in the Arab world. Growing up, | never disgheg
between Egyptian and Saudi literature. In my mind, and in ¢th@ssume, the books |
read were all under the category of “Arabic literature”. tBeir choice to use French as
the main language of writing could be seen as having a cleser France as a former
colonizer, still feeling that they were part of the French world, more than baingf plae
Arabic world. Yet when it comes to film, the choice is more cacaf#d. For one thing,
an audience does not need to know how to read to understand the language that is spoken,
provided that they speak that language. Therefore, in the beginnthg cofeation of

Algerian film industries, both French and Arabic were used asatifguage of the film.

33 Bensmaia 12.
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In more recent film productions, it became the choice of the filmmakehvdamguage to
use. In a way, their choice depended on which audience they wierg tv target.
Some filmmakers chose French, for its accessibility to intemal film festivals. | find
that the choice of language also depends on where the fundifdnofcame from. Yet,
we must ask a very important question when it comes to the chioamed@nce. How
would a non-national audience be important in the construction @nahidentity? To
whom is the construction of national identity important? Is thstsirheed for creation,
no matter who the audience is in the end, more important than the a&®li€an the
work stand on its own as an element of construction of national idewtttyput the
participation of the national audience?

In order to answer these questions, we must go back to the role fiifrimaker,
or the author in the creation of the work. In his essay, “Wharising?’3* Sartre
distinguishes between the different artistic forms and createguideline for
understanding the function or purpose of each art form. A painteesreaaginary
objects, which are not signs of the objects themselves. A musitalbecomes the
emotion itself, not a sign of the emotion. The author deals with meanatgle the
prose writer deals with signs of these meanings. Sartrethmitsoet on the side of the
painter, sculptor, and musician. A poet does not utilize languageoisiters words as
objects, things, and not signs of objects. The poet considers languagstrcture,
which he or she is outside of. The word to the poet is an imagjdje color is to the

painter. As Sartre says: “All language is for him theramiof the world.*® The prose

3 sartre, Jean-Paul. “What is Writing®hat is Literature? and Other Essays
(Cambridge: Harvard University Press, 1988)
% Sartre 30.
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writer’'s instrument is language, which acts like an extensioheftriter's body. The

prose writer records the world and by doing so, he or she changes it. For the piemse wr

words are tools to express meanings with his or her discoMv¥seds are the signs that
reflect the world as he or she sees it. With the choice artisy each prose writer
represents the world differently, and by doing so, he or she chdngesiits original
state. According to Sartre, the author is the creator, is ifji@ of his work. The use of
words is highly dependent on the author’s subjective existence, amebtkecould not
have existed without the existence of the author, even if he 0s siseng language that
pre-exists himself. In short, Sartre believes that the author precedestthe

On the other hand, Foucault believes that the systematic aspeahbts author’'s
existence from culture, style, language, and values precedexthwith that the author’s
role is minimized to a mere function to the text. The work ofahthor serves the
purpose of effacement of the author’s individual characterisfite author disappears
into the text. The two notions that disguise the disappearance rol¢h& the author are
the notion of the work, and the notion of writing. For the former,dkk of criticism is
to analyze the work through its different aspects. Foucault hekguestion of what
makes a work? For the latter, “the notion of writing seemsauspose the empirical
characteristics of the author into a transcendental anonyfiitiihe importance of the
author’s name, which refers to the author function, is that it séovgsoup texts and
works together and allow comparisons to others. The author at this pguntia

function to affirm the text’s credibility.

3¢ Foucault, Michel. “What is an Author?The Foucault ReaderEd. Paul Rabinow.
(New York: Pantheon Books, 1984) 104
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Barthes, on the other hand, believes that the receiver of thgitex the meaning
to this text. He examines the role of the author as immaterial, as the teatesdhe end
of this role. He places the importance of the text on the reddergives birth to the
meaning of the discourse at hand. The author serves as the higtqugsd of the text,
which perishes as the text is written. The identity and impatasfcthe author
disappears with the birth of the work. The author at this poirdgrbes a subject within
language, not the object of the text.

In an effort to apply the three different theories to the ofléhe author to
filmmaking, this leads us first to investigate the nature oftledium before we attempt
to find the importance of its author. Although film employs sound, cateage, and
music in its content, it does not create imaginary objectspliteting, nor does it make
an emotion become itself through the medium. Film can be placed Semeecw the
middle between poetry and prose. On one hand, it places itsetfeotlie world of its
language. It uses visual language of film as an object umif, it®t as indicator or a
sign of an object. In other words, the visual language of film condtsedf with the
aesthetic of the image, the use of framing, cinematographyinbgland composition of
a shot in that sense is more important than what this shot eslwéthin a story. On the
other hand, the filmmaker deals with meanings, which he or she usa®é&b the world,
and by doing so changes it. On the side of the poet, the flmmaksrthe medium to
create an object, which stands outside the world. The film becosdsgective mirror
of the world, not a sign of the world. On the side of the prose wiiterfilm becomes

the tool that reveals the world that is projected within it.
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For our own purposes in trying to answer the question of the importdribe
national audience in giving agency to a film trying to represenatenal identity, |
would take Barthes’ argument as the most applicable. Barthesigipestance to the
reader, in this case, the viewer of the film, in making akywwhether it may be a text or
a film, in deciphering the meaning of the work, or in the roleieihg it birth. “The
reader is the space on which all the quotations that make up agwaite inscribed
without any of them being lost; a text’s unity lies not iroitigin but in its destination™
So what determines the meaning of national identity in a fillhasaudience. In the case
of films made for non-national audience, a film cannot claimwegther it succeeded or
not in its effort to represent national identity, for a non-natiandience does not know
the intricacies of a foreign culture. Therefore, only theonali audience can give
national identity representation in a film affirmation of itiset meaning. This does not
disqualify the non-national audience as givers of meaning to fibuisjt affirms the
importance of the national audience in the efforts of giving mgaeimational identity
in any given film.

Bensmaia explains that there were three stages artiststiwengh with the
choice of language in order to create a national narrativdéhas in defining the nation
and what it means to be Algerian with the use of literatureaaindThe first phase was
the few years before independence. During this phase, no mh#ethe artists did, the
nation was still called part of the French Maghreb. The secors# ptes the years right

after independence, when “all compromise, all reconciliation wotbngal France was

37 Barthes, Roland. “The Death of the Authgkuteurs and Authorship: A Film Reader.
Ed. Barry Keith Grant. (Malden: Blackwell Publishing, 2008) 100
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rejected.®® He claims that the main motivation for writers and aristhat time was to
create a myth, or a narrative that would signify the Algerithe making. This phase
was one of the most productive periods since artists and wfegéirghe need to
participate in the building of a nation after many years of subatidim to a colonial
power. The third phase is the most contemporary one. It is a phase when the illusion of a
unified nation and unified community was shattered. It is a phase \hen
disillusionment of the artists, as a reflection of the disillusieminof the whole nation,
makes the idea of creating a unified national identity seem infypp@ss With the
problems it went through, Bensmaia explains that this disillusiohnepresented “the
demystification of a country that had been reduced to nothing morehihatobge of a
State that would never rise to the task with which its peogleeh&rusted it* Algeria
during that phase went from struggling against the colonial, to pdspéndence dreams
of building a strong nation, and ended with internal conflicts betweemraupt
government, and the rise of terrorism activities by Islamic fundanmgstaSo the people
were disillusioned by the lack of progress, and the constant terror thaioiveelieved by
the end of colonialism, but reignited by the internal conflicts betwaifferent groups
within the nation, which made the idea of nation-building extremelg, lzard in a way,
created the second wave of immigration of those who could, to Framteother
European countries.

Going back to the idea of choice, one wonders what today's adisis
filmmakers think when choosing a language for their work. The natmodél has been

demystified. Yet the desire for the creation of a unifiedonati identity still remains.

38 Bensmaia 23.
39 Bensmaia 26.
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The hope of a great nation or a great state was killed, saotits af today in an effort to
try and explain their problems returned to the language of their cetsnizvet, it has
become more of a personal choice in the end. In other words, ttenasti more than
ever has the ability to choose a language according to his atdmdogical beliefs. The
belief in a unified nation no longer limits them in the making oirthlens. So language
is a choice, not an obligation. In the examples of films in thidystpersonal ideologies
become more and more apparent with choice of language. | must thdmin the
beginning, that concept bothered me. | believed that it was a adlgwanoice to use
French and only French in certain films, that it didn’t repretenteality of daily life in
the Maghreb. | also believed that it is in fact a choicenfitkers make just to find a
larger audience in the West, in film festivals, and espedialirance. But the lack of
local funding forces the filmmakers to seek it from mdfii@nt countries; in this case,
their former colonizer, and because of the financial obligationg, dbmetimes choose
French as their main language. This also comes from thaggstr with what their
country is going through, especially in Algeria’s case.
Viva L’aldjerie (2004°

The story of the film follows the lives of three Algerian womenthe early
2000s. After all the commotion and struggle with the Islamic fundahsingroups in
the 1990s, Algeria is trying to settle into its own normal lifeerly one of these women
has her story. The first is a modern girl who works in a phote sted has an affair with
a married doctor, whom she still wishes would marry her. Thetliatthe’s not always

around to take her out does not stop her from going out, partying, and revilogr sex

“? Dir. Nadir Mokneche. Perf. Lubna Azabal, Biyouna, and Nadia Kaci. Film Movement.
2004
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with strangers. The second woman is the girl's mother. She’slawed woman who
spends most of her time in their tiny hotel room. Slowly we zedhat she used to be a
famous belly dancer. Spending her time between dreaming of $ieamé feeling sorry
for herself, she decides that she wants to save an old c#foanebeing turned into a
mosque. While in the process of searching for the owners of blagetashe meets a club
owner who asks her to get back on stage to either dance or sing.rdhgdiman is their
neighbor, a prostitute who entertains important clients. All threeemolme in an old
hotel turned residence that is run by a family with lots ofdcéil. In this setting, the film
shows examples of people who live on the margins of the Algeriaatgom contrast
with the more “respectable” society members, like the doctor and his fanfdwily that
is celebrating a wedding, and the police force. Yet, one thisdilm focuses on is the
lack of compassion between the different levels of the society.reflects the
disillusionment that Bensmaia mentions in his study. Stuck in batwaditions that
compel them to wear the Islamic dress on top of their modetied, and their
unconventional lifestyles, the film asks questions about what is tommof these
women. It clearly highlights that these women do not follow the dambioulture and
customs. Therefore, they are destined to a form of disgrace and shame. Vibdenisie
the fact that in the end, the prostitute gets killed by one ofllets when his gun goes
missing in her room. The mother becomes a successful cabaget, and the girl finds
out that her lover got married to another woman from his gay sen sife saves him
from getting beat up by a man who hates gays. She decides lacg home to the
village they came from, only to stop when she spots a guy thabdeas pursuing her

throughout the whole film. This guy is a bi-sexual who hides hystgadencies, but she
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accepts him the way he is. And as such, he accepts her asalpeasiiscuous woman
living in a conservative society.

This film is an example of a filmmaker’'s choice to use Hneas the main
language in the dialogue of the film. It highlights sevesslies that are vital in the study
of the artist’s freedom of representation of national iden#tgo, the characters’ biggest
concern, or conflict, is the effect of Islamic fundamentalisislam is not shown in a
positive light. In fact, it is the main reason that most of tleensuffering. Especially
the widow who explains that her husband was killed by Islamic functaires in a
bombing. The girl's biggest concern is tradition. Defying tradgiin everything she
does, from having an affair with a married man, to having pramisc sex in public
places, to the way she dresses, to her friendship with a prostftateat a certain point,
she admits that what she really wants is to marry her lovieo supports her and her
mother financially. Her friend tells her that she can find soméetter, but she states
the fact that no man would want a twenty seven year old womarhadhéwo abortions
and a dancer for a mother. In this statement she recognizesltine® she comes from,
and the fact that she has defied it with her lifestyle. She bgeomes the cause of the
prostitute’s death. One night, frustrated by her lover’s disappearshe girl walks into
the prostitute’s room while she had a secret service clierteinshower. She looks
through his stuff, finds his gun, and steals it. The following daynwigediscovers that
it's missing, he comes after the prostitute. When he kidnaps her in frontlodus, she
panics and runs out of his car and blends in a wedding group getting intaareei
When they realize that she’s not one of them, and she begs thestptber, they stop

their cars and throw her out. She runs away, but he finds her. Towifhg/lday, her
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body is found washed up on the shore. The only person who worries about her
disappearance is the girl. She identifies her body, and asks to take it so she could bury i
There are a lot of things that bothered me about this film. Of epthre film is
co-produced by French funding. The quality of the filmmaking is imgge. But |
could not help but feel that I'm watching a French film, not anbi&rdilm, from the
language, to the nudity, to the topic. As for the language, the imereking is that
whole film is in French, except for the songs we hear, and ekmepnhe conversation
that the prostitute has with one of her clients. In a wayhiddaecomes identifiable with
eroticism and songs. Is it a conscious choice by the directbe?ttging to keep Arabic,
and tradition for that matter, as part of the erotic and the @list®t On the other hand,
nudity in the film is shown in different instances. If it werdy shown in a sex scene, it
would have been regarded as a form of realism, but | have tiegféeht the director’s
choice to include nudity is parallel to the topic of liberalism agdirest the Islamic
fundamentalists. This choice, along with the choice of languageysbme to question
the audience of the film. Which audience does the director intendtth the film? Was
this film made for European audience? Or was it made for ildlgeudiences? Another
important topic to consider is the representation of gays in the filhe lover’'s son is
first presented in the club, as he is shown with a friend trtgirfiognd a man for the night.
We see him again when he runs into her as she leaves a hidiagwlae young people
go to have sex. She sees him walking in with her neighbor, whd&temes somewhat
of her savior, to have sex. Yet, in the end, she becomes his savioshehkeails him out
of jail, and protects him from an attacker with the gun she stoln $he end, the gays’

protector is the outsider.
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The representation of homosexuality in an Arabic context (or by wb A
filmmaker) is considered taboo in that culture. For one thing, homdsedoianot have
any rights in these countries, and they normally have to beiseabbut their sexuality,
which is similar to the fact that women must hide that theséneually active, if they're
not married. Homosexuals then are represented as an exampleple who live on the
margins of society. This is evident in that the boy hides hisadigéy from his father, and
the only person who knows about him is his father's mistress. She end becomes
his savior. So in a way, the filmmaker is trying to comnanthe fact that only those
who hide their true identity, whether women, gay men or gay womerrgtae to each
other, since they share the common experience of abjection and appregsthe
conservative society. But how does the representation of homosexualityaelatenal
identity? How is national identity based upon structuring exclusibas®ne thing, they
are a group in society that has been silenced, even more thamwdine filmmaker’'s
attempt in representing homosexuality in a film that earthe name of the country and
the nation,Algerie, puts a spotlight on the issue of homosexuals as present, and as
members of the society. It shows how they are treated aadslea because of who they
are. It allows them to have a voice, even if only marginal, $eaat they are no longer
silent. In the process of national identity representation, thenfiker is trying to
include all members of the society, and in this film in particdlarchooses to represent
those who are forced to be silent, and to critique how hegemonictidesnof national

identity are based of exclusion and oppression of the marginal groups.
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Women and National Identity

When it comes to incorporating women in the discourse about nationatyidaemti
certain developing countries, and especially those in North Atheasubject of women
after independence was not initially a central focus. The deantrere facing many
problems, so the subject of women took the back seat in terms otamg®r This fact
created the foundational problem: women’s issues and their struggle®ppression
were not seen as central in the establishment of a new natentity. What was more
important was the re-building of a nation, finding a new meaning tal#dseof a nation
and developing an official national identity free from the influencksheir past as
colonies. Yet, as Liat Kozma explains in her article “Moroc¢éomen’s Narratives of
Liberation: A Passive Revolutiorf?” women in Morocco only recently started to
guestion their role in the definition of national identity, given certzhanges in their
rights as citizens under Moroccan law. As a start, “nationaistbriography ascribed
agency in the struggle for independence mainly to the male é¢asants, women and
minorities were not included in this narrative, or were describddtave, but lacking any
political importance** This fact troubled women activists in Morocco, as it deprived
them of any political power. As soon as the new constitution dvafted after
independence, they discovered that many rights had not been given to ridethewn
found themselves second-class citizens, rather than equale cotistruction of their
new nation. So, the question of national identity no longer poses thethmaat to

women. It is deeper and more severe than just the question ofgdakpresentation.

1 Kozma, Liat. “Moroccan Women'’s Narratives of Liberation: A Passive Réoof?”
Nation, Society and Culture in North Afridad. James McDougall. (London: Frank Cass
Publishers, 2003) 112-130
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Women had no rights in a nation mainly ruled by Islamic lawstaedonarchy. They
were not allowed to become part of the national narrative, and thddieuof the
nation, so they were deprived of any agency, and therefore, ulffeyesl from lack of
representation. The other problem was that feminism in geneaal perceived
negatively. “In Morocco, as in other societies, feminism is predeat a foreign
element. It is associated with sexual liberalism and withdisenantling of family
values, as an ‘anti-men’ ideolog$?” This perception of feminism is very common in
societies like Morocco and other Islamic nations, solely becausdows them to
“delegitimise feminist demands for equalif{f.” Ascribing feminism to the West inspired
feminists in the Islamic world to look for roots for feminismtie religion itself. And as
they began to do that, during the early 1980s, “Moroccan feminist austarted
rewriting Moroccan national history as part for their struggle dquality.”> They
argued that women had a stronger role during the struggiedependence than what
was given to them in the ‘official’ national history. In fact, enadependence was
achieved, women became more marginalized, to the point that womemdec
completely absent from the national discourse. In response to ehahidt authors
started to search for examples and evidence that women weretipdd of the
nationalist struggle against colonialism. Of these, Kozma menti®agis Lamrania, a
77-year-old grandmother and a former participant in the strugglenasdigenous

feminist. Unlike the divas of women’s liberation movement...Lamrenan example of

43 Kozma 118.
44 Kozma 118.
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feminism ‘anchored in our culture. Feminism the way weitike’® What she means by
‘the divas of women'’s liberation movement’ is that as a recaorly effort on the part
of the Monarchy, historiographers gave some agency to women limelite who, as a
result of their status, were able to participate in the praokessuggle, and deserved a
mention in their discourse. Yet women’s lack of participation witiie national
dialogue still persists, and feminists in Morocco are stillggling with the problem of
incorporating women within the representation of national identity.

So, what feminists in Morocco found themselves against is the damina
hegemonic history that excluded them from the national dialogue, and ptatethe
nation’s achievement of independence signified the defeat of women.hdnwords,
their participation in the struggle against colonialism was drdsem the historical
narrative of the nation. Yet, even when they were finally includighin the national
history, they were placed within the private sphere, rather tbpresenting them as
active members of the public sphere. By allowing them some dbrparticipation in
rewriting the historical narrative, their other feminist deuas were undermined and not
answered. As Kozma explains: “The partial recognition of femdesands, however,
served only to weaken the Moroccan feminist movement. When Kinghidisagreed
to change the Personal Status Code he did so by presenting henbefiaitiator of the
reform, and the interests of women and those of the throne ascadetiie women'’s
movement, as an independent expression of women themselves, was gresente
redundant*” By ascribing the reform of women'’s status and participatiithin the

national dialogue to the ruling party, women lost their ability tgotiate their demands

46 Kozma 121.
4" Kozmal2s
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for reform. For even their movement towards change and demandgufaitye were
taken as part of the hegemonic process of change. Therefordatigedn their status
did not give them agency; in fact, it deepened their maigatain, because it ascribed
the desire for change to the ruler, not to women themselves.

Door to the Sky(1989)*

Dealing with women’s emancipation from a different perspecbwo®y to the Sky
represents the issue of identity and belonging. The film is abNadia, a young
Moroccan woman with a French mother who comes back to her father&tdwm Fez,
to visit him before he dies. During the funeral, Nadia hears Eaameligious recitalist,
as she reads from the Qur'an. Amazed by Karina’'s teaghWagiia begins a process of
cultural and self discovery, which results in her decision to turrfdtieer's old palace
into a shelter for battered women, leave her French lover, andipalsdam in general,
Sufism in particular, as her own way of emancipation. With tiye dleKarina and a
lawyer friend, Nadia succeeds in convincing her brother and her sister to alltovdles
on her project. In a series of religious reflections and incidents deatimgtiver women
who come to stay in the home, Nadia uncovers some of the problems wealevith in
their relationships with men and their place in society, and sla¢esrder self identity
through the use of religion as her chosen path for emancipatinooe $he achieves the
stability of the home, Nadia begins to question her future andokesiirr society. She
meets a young man whom she ends up marrying and the film emdthevitvo traveling

their country in a state of Sufist contemplation.

“8 Dir. Farida Belyazid. Perf. Zakia Tahri and Chaabia Laadraoui. Arab Ratriliition.
1989.
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The main theme of the film deals with the role of religion in the lives of “modern”
females. Nadia is a hybrid figure who chooses a more tadltpath in her search for
her national identity. Her hybrid identity is challenged by bothbrether and sister.
The brother chooses to take on a French identity. He marrienahiroman, and lives
in Paris. The sister, on the other hand, chooses the traditional ddaratentity: she
never leaves Fez, and lives with her husband and children closeféoniigrhome. The
two figures represent the two most important aspects in Nad&isity in particular, and
the whole of Moroccan society in general. The three siblings ¢mne an interracial
marriage, for their mother is French, and the father is Moroccdherefore, both
identities are facts in their lives. Morocco’s history asewvipius colony and protectorate
of France is also a fact, and French identity, no matter hovih mus fought, is still a
part of the national identity of Morocco. Yet some argue ithdahe construction of a
national identity, we must make a distinction between its nature as a postcalenidy/j
or a national identity that represents the current nation, withaitions, rather that its
history. As Mona Fayad, in “Cartographies of Identffystates: “[T]he very category
of ‘postcolonial’ in Arabic literature implies a crisis, a Kaof closure that prevents
identity from being fully inscribed within the terms of traditiand modernity that are so
much part of constructing the concept of national identftyBut to forget one’s history
is to eliminate an important part of one’s identity. It is tthet to hold on to the
postcolonial aspect of the national identity, one might lose the oppgrtonadvance

with the changes that are happening around their nation, but the veryptcohdbe

9 Fayad, Mona. “Cartographies of Identity: Writing Maghribi Women as Postcolonial
Subjects.’Beyond Colonialism and Nationalism in the Maghrib: History, Culture, and
Politics. Ed. Ali Abdullatif Ahmida. (New York: Palgrave, 2000) 85-108

*Fayad 85.
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nation, i.e. boundaries and borders, was a direct result of the colanial'kberefore, in
this film, Nadia still struggles with her identity as a pokinoial subject. This is apparent
when she meets her lover after her father's death. She aduusex only showing
interest in her as part of an exotic culture, just like the Rrembhen they colonized
Morocco.

French influence still persists in the postcolonial Moroccan gocidlo matter
how much traditionalists try to fight it, or minimalize it, thegnnot deny that it does
exist and is still an important factor in the makeup of moderrobt@n national identity.
When asked in the beginning of the film, Nadia proclaims thatdsi®s not want to
choose between her identity as either French or traditional iemothat she wants and
believes that she is both. Her choice to then adopt a moreouslitiie, and leave her
French lover, for example, is justified by the fact that shedds to turn her father’'s
palace into a shelter for women, and with that, she welcomediffdient kinds of
women in her social circle. She thereby takes different tsmécboth cultures and
makes them her own. As an example, a young pregnant woman corheshtunte to
seek shelter. Nadia’s more traditional sister asks her ve,léar being pregnant out of
wedlock is not accepted in the more traditional Moroccan socidfdia, on the other
hand, takes the pregnant woman in and accepts her in spite of beridta acceptance
of others’ differences could be indicative of Nadia’s “modern”s#m emancipation.
Nadia also accepts a woman ex-convict into the home. While thewstimeen in the
home protest her presence, Nadia invites the woman to stay among tNadia's

generosity in welcoming women in her home can be ascribed pothaar belief of the
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hospitable Arabic culture, and her tolerance to difference casdréded to the Western
concept of tolerance to difference.

The ex-convict in particular is an interesting example predentthe film. She
is dressed in Western clothes, speaks fluent French, lived in Framdewithin her
interaction with Nadia, rejects religion. Yet the fact tehe is an ex-convict raises
guestions. Is the filmmaker trying to argue against takingoee iVesternized path by
Moroccan women? The ex-convict is the only example, other than Nadtae
beginning, of a Moroccan woman who has lived in France most of aerSifie does not
present her in a positive light. While Nadia was saved byn|sknd therefore she
becomes a good example of an emancipated Moroccan woman, the other nefuses
Nadia’s path, and by insisting that she remains as she istéviized), she is not
accepted by the others, and in the end, she refuses Nadia’s kindanvidather to stay
in the shelter, and leaves.

Another example of Nadia’s effort to retain a firm hold on bothFrench and
Moroccan identities is her use of both French and Arabic when coroatimg with
others. The use of both languages also indicates the histoeichétiveen the two
cultures, from colonization to continued dependence of Morocco on Frangen Bis
fact, Nadia’s character could be seen as a symbol of the natiensty of Morocco as a
hybrid nation of many identities, whether Arab, French, or Berber.

Nadia’s relationship with her French lover also presents an stitggereflection
on her state of emancipation. After Nadia’'s father's deathFthach lover comes to
visit her. Although she refuses to kiss him and cuts off heraakdtip with him, Nadia

continues to write him letters as a way of explaining her flamstion and realizations.
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Nadia’s continued communication with her lover could be seen as Né@liarscco’s)
desire to explain to her former lover (France) her need for indepee and for her own
culture to continue the path of development and creation of her own mhatentty.
Yet at the same time, this relationship represents the dbatlgeen the two cultures.
The French lover's attempt to kiss Nadia in public comes into conflith Nadia’s
realization of her traditional religious values. In a way, fa¢ire lack of knowledge and
ignorance of custom and tradition, from a Western figure alldadia the assertion of
her Moroccan heritage. Nadia’s realization represents adomomen’s liberation and
creates a space of representation within national context. Shaék indicates Bin Al-
Yazid’'s goal in makingDoor to the Skyas “Another rare view on the gender
issue...[that] reflects on Western-oriented ideas of womdresdtion. For her [Bin Al-
Yazid], female self-realization is not achieved by submittong national project, nor by
destroying traditional structures, or by escaping abroad. Instdedsearches Islamic
culture for ways to emancipate women.”On the other hand, Nadia’s emancipation
through religion represents a different possibility within fentidscourse in North
Africa. Facing Western feminist issues and Orientatisai$ in postcolonial era, North
African feminists strive to create their own concepts and ig®a@f feminism. As an
example, Bin Al-Yazid dedicates the film to Fatima Al-Filasiyfounder of the first
university in Fez in the tenth century. This dedication strabgelistorical role women
played in North African societies prior to the introduction of Whesteminism, and prior

to Western colonialism, into the lives of women in these sociefi¢sss dedication also

>l Shafik, Viola.Arab Cinema: History and Cultural Identit§Cairo: The American
University in Cairo Press, 2007) 206
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negates Orientalist theories of the importance of Western famiriberation, thought,
to save “brown women from brown méf” Shafik argues: “On the one haidDoor to
the Skywants to support native feminists by reminding them that women imgldriant
social positions in classical Islamic times. On the other hardauthor takes a position
on Western feminism by illustrating that such ‘progressive’ tuistns as shelters for
battered women have a long tradition in Islamic culture and thaléeself-realization
can take place in a traditional frameworR.”

At the same time, Nadia's choice of Islamic teachings, feminand traditions
could be an indication of her understanding of the importance of the inner Iffetging
on the outer life. Joan Wallach Scott, in her bddble Politics of the Veijjuotes Saba
Mahmood when describing Islam as follows: “There is no distindi&iween the inner
and outer, she says; rather, ‘the outward behavior of the body tatesstboth the
potentiality, and the means, through which an interiority is rehliZ8 Nadia’s choice
then is a direct reflection of Islam, or what she believes Vgl is. Her acceptance of
different kinds of women in her shelter reflects Islam’s toleea Yet at the same time,
she creates a matriarchal social space, which is différent the reality of life in
Morocco and the rest of the Islamic world. How does that amgpthe creation of a
national identity? In a way, could we say that the director wamtssist on the
importance of the role of women within the society, yet by segregatingftbenthe rest
of the outside world, does that make for an accurate image obcrety® On the other

hand, although Morocco is an Islamic country, it is not a conservislaic society.

2 Spivak 296.

>3 Shafik 207.

>4 Scott, Joan Wallacfhe Politics of the Vei[Princeton: Princeton University Press,
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Sufism is part of their beliefs, which is more the followinglsiémic teaching to reach
spiritual fulfillment. Sufism does not bother with the daily pi@edi of the rest of the
religion; as a result, other Islamic scholars have créctidufism as being a frivolous
approach to Islam, and sometimes an incorrect interpretatidn &fet, Nadia chooses
Sufism as her path to follow Islam. This might fit within teecial order within
Morocco, for it is still a secular society in many waysnd to have a film like this get
produced in the early 80’s, right after the Islamic revolutionram,lin a country with
very close ties with France, is worth discussing and investggator to compare it with
any other film produced in North Africa since then, it is sutk/ only film that sheds a
positive light on Islam and Islamic feminism.

Another important aspect to consider when studying this film ictéation of
feminine space within the society. The palace, which has becshwdtar for women, is
the safe haven from the outside society, where women could grodeagrbtbp in a safe
environment. Men are not allowed to enter this space, no mditdrthae relations are.
Yet this feminine space is not an eroticized “Harem”. Ihifact a place where women
can learn and get spiritual support from each other. Nadia isehae tries to create an
example of an ideal society. Yet, the more she learns, theshenealized that women
and men have to live together and work hand in hand with each otheate tns so-
called ideal society. The director in this sense repred&adm as the figure representing
Morocco. It is apparent in the way this feminine space is @iln@n the outside, it is not
very distinct, yet on the inside, it is filmed almost like at mdrheaven. With its lush

colors, beautiful Andalusian architecture, and wonderful passagedemhiisine space
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represents the spiritual inner life of Moroccan culture, whighars of its identity. Islam,
and Sufism in particular, is an integral part of this identity.

The film presents different kinds of women from different partdvieiroccan
society. First, Nadia, the hybrid modern woman who carries bothidraadiand French
identities; second, Layla, Nadia’s sister, the traditional spteely who comes from a
wealthy background and who conforms to the traditions of society, tkarina, the
Islamic teacher and scholar; fourth, the servant girl who gegm@né and claims that she
did not have sexual relations with any man, but that she got pregaantér visits to
the local Hammam, fifth, an abused wife who seeks shelter inaNaldome, sixth, a
mentally disturbed woman who does not have any other place to go, sdVadif's
lawyer friend, who is an educated Moroccan career woman, and fitredlyWesternized
ex-convict who finally refuses to stay at the home. The filnteseats in showing us a
wide spectrum of different examples or identities of Moroccan evonEven in its study
of these different types of women, the film does not criticimg @ne of them. Even
when the ex-convict refuses Nadia’'s kind invitation and leaves#ites Nadia asks the
others to let her do what she pleases, for she has the right t@ drevoswvn path, or her
own destiny.

National identity in this film is seen through the eyes oWaman, and is
represented through the identities of women. In a patriarchatgothis film makes
women the main example for a developing nation. Its nature as a postcoltioia| avad
a heavily Gallicized Francophone nation, yet choosing Islam as the foa@n of
emancipation for women, rather than Western feminist ideals, comnuntthe

development of national identity in postcolonial societies dependant ovotts dating
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back to pre-colonial time. In a way, it tries to remove alhtdaof modernization from
the influence of the West, yet at the same time, it does not deny the influghed/éést.
Conclusion

Throughout this chapter, | have investigated the role of filmmakers i
representing national identity. For one thing, | chose film asnikdium to study
national identity rather than the written word and music, for exarfgléts accessibility
as a more popular form of art. As a start, we realizedltles¢ are arguments that try to
determine the difference between national and cultural identitidccording to the
theorists studied, we concluded that national identity strives ta b®ore objective
construction of the representation of the nation, while cultural igergitthe more
subjective representation that cultural producers use to represantndtions, by
incorporating elements of their daily lives, or their own undeditey of the nation. But
by studying films from the three nations in our study, TunisigeA&, and Morocco, we
realized that there are different issues the filmmakens fthese nations deal with, in
their efforts of defining their national and cultural identitida. Tunisia’s case, it is the
fact that the film industry is still in the process of developmamd that flmmakers from
that industry are struggling with finding a unified form of expi@ss In Algeria’s case,
the concept of language plays an important element in the re@senf national
identity. Having yet still strong ties with their former cologm, France, veers many
Algerian filmmakers, and other cultural producers for that maitethe direction of
using French as the language of production. This choice of languegges the nation’s
past as a postcolonial, Francophone country, and it troubles its cuateist & an Arab

nation. In Morocco’s case, the subject of women’s role in the conetruzt national
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identity refers to the initial writing of the history of thetioa. Having their roles
suppressed, and almost erased from the history of the nation, Morecaiasts began
to rewrite their history, in order to affirm their role and tebuilding of their nation, and
their national identity. Using Islamic feminism as their maleology, Moroccan
feminists try to negate the concept that feminism could only bbw#d to the West,
therefore, they legitimize their struggle and their ideologies, and try t@fsticbonger role
for themselves in the representation of national identity. Yel; éfforts to become
active participants in the national dialogue are still fraugith whe hegemonic ruling
party.

As a final point, we realized that the role of the audience in ascribing mearing
legitimacy to the films created in these nations is the nimgtortant factor in
determining the national identities represented in these filnas.ellninating the role of
non-national audience, we realize that national audiences arempo#dant, in the end,

in affirming what is national identity in every film.
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Chapter Two: North African Cinemas Between Third and National Cinema

In the discussion of national identity, we have concluded thagibing through a
constant redefinition reflected by North African filmmakesday in relation to the fact
that they belong to postcolonial nations dealing with new strugglethe face of
globalization. In addition, we have realized that there is a diftexr between the
representation of cultural identity as represented by the fikaraaand national identity
as a desired representation by their governments. Along tinese llihave considered
the argument that cultural identity is a more subjective septation of the collective
identity of the people, while national identity is more of an objeatougstruction always
in the process of creation. It is what governments strive tablesh as the official
representation of the nation. In other words, there is always iartdretween what the
artists/filmmakers are trying to expose and articulate heirtwork and what their
governments try to represent to the people, and to the world outsite mdition. In this
chapter, | will discuss the location of North African film industries in camspa to other
film industries around the world, rather than their location withirr thidkiure/society in
order to change the discourse that involves the reception of thewe ifil Western
academia and in international film festivals. Mainly, | will invesiégie theory of Third
Cinema by discussing the issue of national cinema represastati \WWestern discourse.
| will argue that Third Cinema theory and practices must feetexl, because of their
limitations in defining developing national cinemas, and instead, I waistress the
importance of further developing a national cinema in these courtaesvould allow
filmmakers to develop their own voice in discussing the issuebenf hations, rather

than always being perceived as native representatives of anr“@ttaic culture in
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Western film circuits. | want to argue that instead of usingdl@inema theory to
discuss the national cinemas of North Africa, and other natianalmas around the
world, it is better to develop an international film theory that galkeo account the
development of national cinemas in countries that still have a wé&aktructure to their
national film industries.

North African cinema is still considered a developing cinemeergthe fact that
the amount of production is minimal, for instance, if compared witheighbor, Egypt’s
cinema. At the same time, these cinemas are also mimnpabduction in comparison
to the production of films in the world as a whole. Another reason thesendustries
are considered still developing is the fact that they still depanfdreign aid in funding
their productions. This dependence also extends to the area afgranmd education for
filmmakers. The majority of North African filmmakers weradaare still being educated
in Europe. When looking at the three film industries in North Afrvea also realize that
their foundations were created only recently, after the end of chonia This factor
puts a lot of pressure on these filmmakers to try to prove theessak professional
filmmakers and cultural producers who produce films that can cempgainst
filmmakers from other major film industries around the world, withigir countries on
the one hand, and globally, on the other.

The main argument | will present in this chapter deals withdT@inema theory
versus national cinema. | will argue that Third Cinema, and wthelaims in its
definition of what national cinema should be, as a cinema in whidmglkers are in the

process of fhaking films that the System cannot assimilate and which are foreign to it
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needs, or making films that directly and explicitly set out to fightSysterti®, is not
impossible, but very hard to achieve within North African cinema, gikerfact that the
development of a national cinema in these countries depend on the liedpstdite (the
System) and on foreign funding. What's at stake is the developrhaational cinema
is the main objective of these filmmakers, a cinema that woldd ahem access to the
tools and funding in order to make films, for without the help of the stafereign
funding, they would not be able to make any films, and national cinesuld wease to
exist, as in the case of what Algerian cinema went through ir1988s. During the
Algerian civil war in that decade, national cinema collapsed, dgdrian filmmakers
were forced to migrate to Europe in order to continue their wbdtso will discuss the
role that international film festivals play in the definitionraitional cinemas as a whole,
and their claim that global cinema can be summed up with &Hevacteristics. | want
to argue that Third Cinema theory can be applied as a conceptam ¢éms produced
globally, just like other film theories, like thiuteur theoryfor example, yet it cannot be
the only definition for any given national cinema, or as a definitenThird World
Cinema. | believe that what only exists is a group of uniquemsdtcinemas that take
from their own given cultures and strive to create their own unigigubge, through
using the medium of film. And what creates this differendfesconstant need for the
“Other” in order to define one’s national identity, nation-ness, atidnaism. In other
words, in order for us to understand the location of North Africann@sewithin the
global production of film, we must understand the unique circumstandesatttanation

went through in order to create its own national cinema. We canntteigxample of

%% Solonas, Fernando and Octavio Gettino. “Towards a Third Cinévima/ies and
Methods Ed. Bill Nichols (Berkeley: University of California Press, 1976) 52
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Latin American cinema, for instance, and apply it to what’stake in the creation of
Algerian national cinema. | also will argue that the mogtartant topic that these film
industries deal with if we were to assume that they mighufaler the category of Third
Cinema along with national cinema is the topic of gender equaldyfeminism, for this
topic is the only topic that can be considered revolutionary within thmeerg film
industries of North African nations. This becomes more evident wétlamalyses of the
films in the chapter.
Questions of Third Cinema

The term “Third Cinema”, according to some understandings, méarss that
are produced in “Third World Nations”, only in the sense that itt®xmsopposition to
the general practice of entertainment and popular cinema of thst. W¥et this
understanding of the theory is incorrect. For Third Cinema thedme seemingly and
easily identifiable with Third World nations, is not reducible tocgpepolitical entities,
economic positions, or geographic locations. Third cinema, accordiBglamas and
Getino, corresponds to the political consciousness of liberation andsewctivit is a
“militant” cinema that creates films outside the “systerihe system in this sense is any
authority that opposes the creation of these films, and oppréssesmsses, whether it is
governments or other dominant film industries. This cinema als&ipatés in the
struggle against Western imperialism. Its main objectiveoistart the process of
“decolonization of culture”. In other words, it tries to freeetira from the ideas that
have infiltrated these cultures as a result of Western domir@ncmema, especially
Hollywood and European cinemas, which is equated with Westerniahg@: Third

Cinema is also used for national self-determination. This obgeievident as Third
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Cinema tackles subjects that concern the people of the nation,hamdcommon
struggles against oppression, whether it comes from within thenisateaders, or if it
comes as a form of colonialism, or neocolonialism. Moreover, in Thinen@a, the
filmmaker is only one of the ingredients in the process of matkiagilm. The other
ingredients must include the masses, the audience; for they avaebevho give these
films their meanings. For without its audience, the film does xist.eIn other words,
Third Cinema would not exist without the people for and with whomtitiudates its
revolutionary ideas. Third Cinema strives to function similarlgnéss print news media
in Benedict Anderson’$magined Communities.As Anderson claims, print-capitalism
helped in making communities imaginable because it createdstefisyof production”
which used common language as the main form of communication, anibtbeceeated
a sense of familiarity and unity within a group of people, who forthedidea of the
nation. In Third Cinema, the common language is the strugglehiatation is going
through. The filmmakers take the issues that the people dirabnd discuss them in
their films. Its subject matter is the problems that peoplé wigla on the daily level,
whether political, cultural, or social.

According to Paul Willemen in his essay “The Third Cinema Qu@siNotes and
Reflections, “[tlhe term Third Cinema was launched by the Argentinean filkersa
Fernando Solanas and the Spanish-born Octavio Getino, who had_enétiga de los
Hornos (1968)nd published ‘Hacia un Tercer Cine’ (‘Towards a Third Cinema’)...This
was followed by the Cuban Julio Garcia Espinosa’s classic -gaadist manifesto, ‘For
an Imperfect Cinema’...which argues for an end to the division betart¢@md life and

therefore between professional, full-time intellectuals sudiirasnakers or critics and
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‘the people’.®® The definition of Third cinema, within Latin American cinemathis
cinema that antagonizes professional intellectuals, who are tininfdopposition to
colonial and imperialist intellectuals” Professional intellectuals are the professional
artists/ filmmakers. The Third Cinema manifesto, writtenSeyanas and Getino, calls
for the abolition of this category. They claim that filn®gld be made by the people,
for the people. Artists and filmmakers should not be held in a gedleosition of
geniuses. This idea of having a class of privileged professioe#kattals is a result of
the ideologies of the bourgeois class, and it is one of the elertgaut help in the
oppression of the masses. The appearance of the professional tudkltzane as a
result of the end of colonialism, when colonial and imperial irtelkds, those who
worked closely within the colonial powers, left the stage for gwcessors. Their work
within the colonial power helped them gain the trust of the colonizeysder to achieve
power. Professional intellectuals, the successors of impertellectuals, are thus
condemned because of their close ties with the central aytbbthe state. Professional
intellectuals are those who found themselves in a position to be ftocede the
language of the colonizers, whether it was English or Fremclgain some kind of
agency for their own work. This point mirrors Réda Bensmaia’stiqueabout the use
of language in literature and film by Algerian intellectualéer the end of French
colonialism in Algeria that | previously discussed in chapter o8elanas and Getino
suggest in their manifesto to go back to the use of one’s owgudge, to gain more

credibility in their own nations, and to start the process ottticail decolonization”. Not

*6 Willemen, Paul. “The Third Cinema Question: Notes and Reflectignsestions of
Third CinemaEd. Jim Pines and Paul Willemen. (London: British Film Institute, 1989) 5
>" Willemen 6.
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limited to Latin America, Third Cinema theories were also dge in relation to other
Third World studies of cinema. For example, “in Morocco the jouiaema 3
founded by Nourdine Sail, also published Third Cinema argum&ht&ut what does
Third Cinema practice entail? What aspects of cinema constitatat as such? What
makes any cinema a “Third Cinema”? Solanas gives a commmigbedefinition of all
three cinemas:
First Cinema expresses imperialist, capitalist, bourgeoiss.idddig monopoly
capital finances big spectacle cinema as well as authanglirgformational
cinemas...
Second cinema is often nihilistic, mystificatory. It runs ircles. It is cut off
from reality. In the second cinema, just as in the firstnameyou can find
documentaries, political and militant cinema. So-called authan@noften
belongs in the second cinema, but both good and bad authors may be found in the
first and in the third cinemas as well...
[T]hird cinema is the expression of a new culture and of sob&ige. Generally
speaking, Third Cinema gives an account of reality and historyg also linked
with national culture...It is the way the world is conceptualizedrextdhe genre
nor the explicitly political character of a film which makéselong to Third
Cinema...Third Cinema is an open category, unfinished, incomplete. alt is
research category. It is a democratic, national, popular cindimad Cinema is

also an experimental cinema, but it is not practiced in theudelibf one’s home

%8 \Willemen 6.
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or in a laboratory because it conducts research into communicatidmat %/

required is to make that Third Cinema gain space, everywhere, in all its fdrms...
Given the idealist nature of this definition of Third Cinema, one mmasistwhere does the
audience configure in these classifications of cinemas? Audiendeigaion is
highlighted as one of the important ingredients of Third Cinema,Hod Tinema films,
according to Solanas and Getino, are films that generate amtiorg form of revolution
within the spectator; films that make the spectator a participant in thigocref meaning
for the film. But, one argument entails that if the Third Cindinais about a specific
social situation, certain audiences who are not familiar withsitwétion, depending on
where they come from, might see it as part of the seconthaindhat can be attributed
to the fact that this specific situation is cut of from thesality, according to the
definition of second cinema, so it mystifies the situation, but doesxpdain it to the
outside audience, nor does it allow them a chance to participatethdnwords, the
issues discussed in Third Cinema are perceived differently depeowlittte audience.
So, Third Cinema films speak to audience differently, depending aauthence’s social
economical, political, or cultural ideologies. Yet, even gattrays revolutionary ideas,
the effects of these ideas are different. “Is it possiblsee a First Cinema film in a
Third Cinema way?° If a First Cinema film contains issues of social strugmie
guestions of liberation, can it be viewed as a film about liberateality and history?
The strict definition of the three cinemas becomes blurred. TohsayFirst Cinema is
only about entertainment and imperialist ideas, and that it onbngelto the strict

geographical location in the West, is to discredit all the fitkens who work in the

9 Wwillemen 9.
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West, and who have given us many important films that dealt widreht social issues,
even if they're not about colonial struggles. According to theiindiein, Second
Cinema loses its credibility as a cinema that promotesugwepbry ideas, because of its
concentration on personal expression, or “autorism”, and not for itdcavidues. Can
we define under which category we place films just based on vineyecome from? Is
there a better way to define films other than geographicalldison or location of their
production? In a way, the definition of Third Cinema puts it soielynon-Euro-
American location. | find this definition problematic in the setisg “militant” cinema
about liberation and struggle exists in a variety of global logatijust as do films made
for entertainment and that are filled with imperialist ideolsgidésn’t it better to define
films based on the subject matter, the aesthetics, and the méamoduction?
According to Teshome Gabriel, “Third Cinema includes an infinitguifjects and styles
as varied as the lives of the people it portrays...[its] principal charactésisgially not so
much where it is made, or even who makes it, but, rather, the ideology it espouses and th
consciousness it display®-” This discussion, then, assumes that Third Cinema is more
global, and should not belong to, or only be seen as ascribed to émeasirof Third
World countries. Yet, if that's the case, why is it that Ti@idema is still defined “in
terms of its difference from Euro-American cinemi&”Euro-American cinema in this
definition encompasses all the films that are produced in thed)States and Europe.
This definition is too general which ignores the complexity aneétyaof films produced
in the United States and Europe, and places all the films maeehele under the

category of Third Cinema. If we conclude that the categboiz of cinemas are as
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previously mentioned, what can we do with examples of films coifmorg the Third
World countries that oppose the definition of what Third Cinema is supposed to be?
One of the main points that define Third Cinema is that it@n@ma made
against the oppressive “system”. This automatically plaagsdiér the category of films
that are made in nations that are characterized by oppressigenments, and that one
of the oppressive qualities of these nations is that they do not éedom of speech.
These nations, naturally, are those that are ruled by totalitarian andppregimes; in
other words, certain Third World nations that suffer from corrupt owents and lack
of citizen autonomy. On the other hand, colonial and neocolonial ideologie®@es
are also considered oppressive. Again, this puts this cinema in postalations.
Therefore, artists and filmmakers working in Euro-Americamntries do not fit into this
category, only for the sole reason that they have freed@pesfch and other individual
freedoms that Third World and postcolonial nations only dream of haviftys is
problematic because it negates the works of Euro-Americatsaatisl filmmakers who
are trying to deal with issues of struggle, reality and histdtydoes not recognize that
there are populations within the Euro-American nations that are oppressed and tho mig
make films about their situation. It is true that we could atgaethe “system” in the
Euro-American nations could be seen as the developed industrial nativesetinemas,
and that certain rules must be followed in order for certamsfito be made. For
example, the Hollywood production and distribution system that in®stairt elements
be present in order to gain funding for films, limits certain rfilakers from making their
films. Even when these films are made, they must gain some kimdcognition,

whether in film festivals, or by appealing to Hollywood executiwesrder to gain any
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form of distribution. That being said, there are films made outsidee Hollywood
system and are gaining wide recognition for their issuastrgrand powerful messages.
For example, the films that are made by minority figurabiwithe dominant American
culture, like Spike Lee, and documentary films that discuss sssia¢s and problems,
like the documentaries made by Michael Moore. If we follow tHaitien of the three
cinemas, these types of films would be placed under the cate§@gcond Cinema,
rather than Third Cinema, just because these films were produeed/ést. These
definitions define the types of cinema simply based on the geogiaghion. So, no
Third Cinema film can be made in the West, even if it had T@ingéma qualities; it will
always be Second Cinema, while no First or Second Cinemascimbe made outside
of the West; they will always be Third Cinema. On the other hang look at the idea
of working against a system, we have to ask the following quedgtithere is no system,
then what are the artists working against? Or, is the productiennattional cinema
considered an action against the neocolonial and Western sys&mi essence, is
national cinema Third Cinema only because it works against neoalobomd Western
Cinema? And for our concerns in this study, what is the productiorNaofrth African
national cinema working against? The concept of the “systemineam many different
things. It can mean ideological, religious, economic, industyistems. Before we can
realize what North African filmmakers are working against, must question what is
meant by the “system” in relation to the creation of Northc&h national cinemas, and
not the “system” generally in theorizations of Third Cinema.

During the decades of French colonialism, North African film studiod

production were developed in order to serve as locations for HollywoodrandhHilms
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to be shot in the Maghreb. Moroccan and Tunisian locations have been used as
backdrops of foreign films since as early as the beginningroffaking. And most of
the time, the North African character was viewed as “Otharig as part of the
landscape, rather than an active character in his or her own colfign to the point
that when early efforts to establish a North African film induby the state, the films
funded by the state focused on European film producers, and thesehdithigtle or
nothing to do with the realities of life in North Africa. So fiivst obstacle filmmakers
faced, before independence, was the lack of any recognition ofathiéties to make
films. With that lack of recognition or any opportunities for jggration “emphasized
the disparity between Maghrebian film making and that of thetVf&Subsequently,
movie theaters were established in metropolitan centers to tberentertainment needs
of European settlers in the Maghreb. These theaters manmdgnsd Hollywood and
French films, for a national North African cinema did not exighat point. According
to Roy Armes, “The physical infrastructure of 560 or so 35mmntaseinherited from
the colonial state at independence was predominantly urban, rejléuo# location of the
settler communities for whose entertainment needs these cimemaseen built®* In
order to maintain profit from these cinemas, at least 300 feflionee must be screened
annually. Yet, when we see the figures of film production in NAftica, we realize
that only a little over 300 films have been made since independencd| three
countries. Given the fact that the demand is a lot higher thasufiy@y, there is still

huge need for imported films to occupy the screens of the theatdmsth Africa. This

®3 Armes, RoyPostcolonial Images: Studies in North African FilfBloomington:
Indian University Press, 2005) 6
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fact has “created an audience with a taste for the consunydtifumeign movies with
alien structures and values, which local production will never be able to matamsnaier
production values® These alien structures and values are ascribed to theediféein
cultures and ideologies, and the obvious advance production values of Eurcakmer
films. So the “system” that North African filmmakers anarently working against is
that of supply and demand. For one thing, in order to keep the filnethgabfitable,
films must be imported from other regions to fill the film e This point also raises
the question of why people want to watch film and why are filngortant to those who
watch it. Being the most popular form of entertainment, people wamatch films as a
way of escaping their realities. Film also servesasmdow to other cultures that might
not be easily accessible to all. One of the biggest issuebntitatthe number of films
being made in North Africa is the pressure they face froin gogernments, whether it's
censorship, receiving state approval for the subject matterstio®ge in their films in
order to receive funding, or the fact that funding is scarce ias iFurthermore, North
African filmmakers are under a lot of pressure in their oreadispirations, because, as
Armes explains, “we find the flmmaker occupying an ambiguousesemtative role, ‘a
middle ground where originality is compromised by speaking on behaithers’.”°
This is a result of the control the state has on the production of national cinema.
Another “system” that can be an obstacle that North Africanniikers are
working against is the education they receive in Europe. MoshMdrican flmmakers
studied in Europe, before coming back to work in their countries. Dtivasg formative

years, these filmmakers cannot help being influenced bydiheagon they’'ve received,
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whether in France, ltaly, or Russia. The reason this educatiobecaonsidered an
obstacle is that these flmmakers lose their ability to hias®e own indigenous voice that
would allow them to create films not influenced by the dominant hegerfilomicultures
of the countries they studied in. Therefore, they must go through asprot “cultural
decolonization” when they come back to their countries. Givenatttetiat the level of
production in European countries, in which these filmmakers studied, swpakae
their national film production facilities could ever offer thened# filmmakers keep on
trying to create their own work with the minimal resourcesy tbeuld find in their
countries. The biggest problem they face, though, is the fadh#hatannot maintain an
active film production industry. This is evident in the fact thrtst North African
filmmakers have one film to their credit, or have to wait fareay long time between
their first feature and the second film that they can makeis fact is ascribed to the
bureaucracy they face in trying to realize their filmss Mouri Bouzid states: “[w]hen
they returned home, they were full of hopes and dreams. But leailgk hit them in the
face: no resources, no market, no freedom of expression--in additiom &oray of
defeats.”” This quote sums up the basic ingredients of the “systemNibrah African
filmmakers are working against.

Another “system” North African filmmakers are working agéiissthat in the
global market, North African cinema is grouped under the categoryhoél World
cinema, or the cinema of the “Other”, rather than a strugglitignad cinema that is still

developing.
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If we were to assume that Third Cinema practice helps irdéhrelopment of
indigenous national cinemas as revolutionary cinema that works agfansgominant
systems, as cinemas that represent militant ideas and pditications, what do we do
with films that do not necessarily belong to any specific naticinema? Can we claim
that it is only part of Third Cinema, or do we need to specify umdech national
cinema it belongs? An example of a film that has been argued to be part of ifleintbC
is The Battle of Algier§1965f2. Its aesthetics, subject matter, and production values
puts it the category of Third Cinema. Yet it is argued thatet are many factors that
might put it under the other two cinemas, not only Third Cinema. TdtetHat the
director comes from a First World country, Italy, presents a probiehe categorization
of this film. In addition, the fact that the director is Itallmakes us wonder if we could
place this film within the category of Algerian national cinentfawe were to argue that
the core of the theory of Third Cinema deals with national cineshéise Third world,
then this film would not be considered part of the Algerian nationaheca. Yet, as Paul
Willemen argues, “if any cinema is determinedly ‘national’, reveegional’, in its
address and aspirations, it is Third Cinefffa.50, given the fact that we cannot place
this film under Algerian national cinema, can this film di# placed under the category
of Third Cinema or Italian national cinema? | will argue thaannot be placed under
Third Cinema, if we follow the rigid definitions of Third Cinema, &ese first of all, the
director comes from the First World, secondly, the financing optbduction of the film
came from the West, and thirdly, once it was screened, ineraasr screened in Algeria

itself. Also, given the fact that the film deals with the scbm the struggle against
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independence that the Algerian militant group, FLN went through i1358s, and the
fact that the film was made years after independence was achieved: datewnine that
the film has historical accuracy, since it is a film thatlslewith past events, in
accordance to Third Cinema definitions? Mike Wayne argues inolois, Political Film:
Dialectics of Third Cineméahat “..The Battle of Algierss not the best depiction ever [of
a struggle for independence] and only Eurocentric arrogance couftledgnorance of
other cinemas could suggest that it 15."So to limit the categorization of this film to
Third Cinema only, or to insist that it is not Third Cinemagally not fair for this film.
So, in order for us to determine whether or not it can be placddr the category of
Third cinema, we must list the different factors that canepiaander this category, and
those that cannot. By doing so, | will argue that Third Cinemaoisan all-inclusive
category, and that it is an intriguing theory to discuss, but it matsbe limiting (as it
already is) in its definition of films about political struggle.

The Battle of Algierss a film about political struggle. It borrows some of its
production values from lItalian neo-realism, given Pontecorvo’s assocwith that film
movement. It uses non-professional actors to play the main nales film, and its main
subject matter is the guerilla war that the FLN waged agaoienialism. On the other
hand, when the film was shot, it was after independence, and it wds with the
blessing of the Algerian government at that time. Yet, if weavio bring the concept of
working against a political system, then the fact that the Was banned from being
screened in France or Algeria when it was first relg#aseworth mentioning. It was

banned from being screened in France because it exposed the estrtieiti French
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colonial power subjected the Algerian people during its colonizatiéigafria, while in
Algeria, it was banned because the current political powerseatime were trying to
maintain a friendly diplomatic relation with France. The fheitt the film’s production
team was mainly European leads us to believe that it is hdtyaAlgerian film, and
cannot be considered as part of Algerian national cinema. In faotakles more sense
then to locatéThe Battle of Algiersis a European film about the Third World."and as
a result, it stresses the point that “European” is not a homogea®gory, and that there
is a critique that happens from within Europe, and not just outsiderop&u This point
further complicates the definition of Third Cinema; if a “Europedith can be
considered part of Third Cinema, the stress on the geograpben@ats of cinemas is
no longer valid. Furthermore, if one of the most important factorBhofli Cinema is
that it seeks to define national cinema, thii¢ére Battle of Algiersails to fall under that
category. But, if the production values, subject matter, and audpartieipation is
what's at stake, then it must fall under the category of Thingma. So, if film theorists
had used'he Battle of Algierso clarify the practice of Third Cinema, | have argued that
in fact, this film is the best example that complicatestiieery, because of its different
elements, from subject matter, production crew, and location. Htroggan example of
Third Cinema, but it is absolutely not the best example of national cinema.

From all the previous discussions, | want to argue that the theami practices
of Third Cinema must be rejected when dealing with North Africinema, because of
its limiting definitions of the categories of cinema, as Fistema belonging to the First

World, Second Cinema to the non-mainstream films made in theVi#add, and Third
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Cinema as films made in the Third World. Instead, | want tone& the possibility of
developing national cinema as a theory that focuses on the receptiational films by
national audience. By doing so, national filmmakers will have meszlbm in choosing
their subject matter, and will be able to develop their own uniquee vbiat deal with
these subjects, rather than always being limited to culturageptations of their nations
to Western audience and international film festivals. With faguen national cinema
theory, filmmakers will be able to deal with social issues tledine their nations, and
also focus on the creation of a national identity free from thecism of Western
discourse. Now, | will turn to the study of audience and their irapoet in national
cinema theory.

Given that Third Cinema is defined as national cinema, filmdemander this
category thrive in European and American film festivals, focusingFirst world
audience. Without deep understanding of certain social struggteesef nations, there
is an argument that says that Third World filmmakers exploiigtiges of poverty and
misery at these festivals, rather than “approach their @safta tool for social
transformation.”” So what kind of representation are they aiming to give? ieoan
example of national identity, cinematic achievements, or pergpof? Yet, given the
nature of film production in these industries, especially the lacKun@ling from
governments, most of the time filmmakers struggle to get ti@is made, and without
the aid of European and American funding, most filmmakers would notbleeta

produce their films. So, the question is, is Third Cinema about sacdlnational

2 Gabriel, Teshome H. “Towards a Critical Theory of Third World FilQsiestions of
Third CinemaEd. Jim Pines and Paul Willemen. (London: British Film Institute, 1989)
32
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struggles, or is it about the struggle of filmmakers to actum#ke their films? Under
these conditions, the process of creating films in the Third Wertdmplicated by First
World influence. As a start, for a film to be funded, it has tahgough a series of
approvals from the organizations and governments that provide the fundingot®nly
do the filmmakers face objection and censorship from their own nhgionarnments,
they also face a different kind of censorship from the First wandganizations. In that
sense, filmmakers must submit ideas for films that appeal to Firet World
representatives. This fact might affect the authenticitheif work; an authenticity free
from Western perceptions of what their culture should be represasteédnd an
authenticity that participates in the creation of an autonomousnahitinema with its
own voice and characteristics. For one thing, they resortaking films that they
believe the First World audience would want to see. So, the iddardf Cinema might
end up being the depiction of social and political struggle in the Tiodd shown from
the First World perspective.

Paul Willemen explains that “Third Cinema seeks to articudati#ferent set of
aspirations out of the raw materials provided by the cultureradistipns, art forms etc.,
the complex interactions and condensations of which shape the ‘natialtatal space
inhabited by the filmmakers as well as their audiené&s30 we can argue that the
struggle is on two levels: production and consumption. If the aim oimfdkers in the
Third World is to create films that appeal to First World ancks, especially those in
international film festivals, the “national cultural space” does ea$t, because First

World audiences do not understand the intricacies of a culture foreitpem. In this

3 Willeman 10.
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way, the films under the category of Third Cinema become fitara the Third World.
The category of Third Cinema erases the differences in clietieeen different films
from different parts of the world, by claiming that it isiaternational cinema, a cinema
that is different from the cinemas of the First World, justebdasn the fact that it was
produced outside the West. When these films are screened imatrdeal film festivals,
they are seen as the cinemas of “Others”. So the evaluatibifieient. The audience
views the film as a window to an “exotic” culture, one that ttieyot understand, even
though there is a desire to understand that different culture. fathehat filmmakers
exploit the subjects of poverty and misery affirms the belidfidt World audience of
their superiority. On the other hand, the national audience of thenéikers’ nation
becomes ignored. This is problematic because one of the most imgactars in Third
Cinema practice is the participation of the national audiendeerefore, | still believe
that the categorization of Third Cinema limits developing nationaéncas from
achieving their goals. It is better to define cinemasatfoNal, and focus on the national
audience first, and other world audience second. If that happens, fddeimthe Third
world and screened in international film festivals would not have tesfoo representing
their cultures, and only that. This would give filmmakers moredoen in the choice of
their subjects, and the way they represent them. It would algorhitle development of
a homogeneous style for these national cinemas, rather thanngsortborrowing
different styles from the First world in order to be accepted in festivals.
Rethinking Third Cinema

The main objective of the collection of essayRRigthinking Third Cinemas to

redefine and reorganize the theories of Third Cinema, arghatghese theories, when
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they were first introduced, compartmentalized filmmakers asmet and cultural
“spokespersons” and ‘native informants’ of their nations. This compatatization is
the core of the creation of the distinction between First, Second, laral Jinemas, in
Solanas and Getino’s manifesiowards a Third CinemaThe first categorizes western
and Hollywood cinema. The second is independent or “auteur” cinemaheiird is
radical and political cinema. One of the main points that thisobogy raises is that the
rigid distinction between the three different cinemas fails ddress the interactions
between the three cinemas, and that by following this rigidndigin, theorists and
critics of Third Cinema do not recognize the varying forms ofehisee different
cinemas within the different national film industries.

The problem with such definition is that Third Cinema becomes araene
category that subsumes vastly different cinemas within @wadefinition that ignores
the different issues, styles, presentations, and narrative tpopgssnted in these films.
By introducing different issues within the theory of Third Cinerha, @ssays introduce
sub-categories that redefine the concept and create a broader farittendiscussion of
this cinema. One of the interesting points the introduction emritty Anthony R.
Guneratne stresses is the idea that Third Cinema theoryivedldrom Eurocentric,
Anglo-Francophone film theory. This point acknowledges the facthlatea of Third
World film is a result of the colonial era, still viewing the fwogonial, non-western
nations as “Other”; the other is in need of a separate frameaddrstanding, therefore
creating a separate film theory in trying to deconstituetworks of these nations. Even
though Third Cinema theory was a product of the postcolonial era, tlyisheory still

enforces theoretical displacement of these films from the generakdslddin theory. It
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enforces the notion of grouping all “Third World” cinemas under onegoage
Therefore, it neglects the differences that each cultuneation has, by enforcing the
difference between the West and the non-West boundaries. Thisrizdéion creates a
limitation in understanding the works of these filmmakers sinceedtes a new form of
imperialism, which takes away the authority and mastery of tlilese and places them
under a category “that at once exoticizes and homogenizes thetgrotitlus imaginary

terrain.”*

What's at stake is the neglect of what each nationalmanean produce, and
the different issues each national cinema deals with. In myoopia more general
notion of national cinema would be more fruitful on all levels, becausdlows
filmmakers working within a national cinema frame to produce aenmmmogenous
language that will be exclusively ascribed to their particutational cinema.
Furthermore, the notion that Third Cinema must create its own atieetanguage and
forms of expression neglects the language of film as a mednneglects the way
each filmmaker belonging to a specific national cinema carthis cinematic language.
It would be wiser to approach national cinemas using a gerlenghtory that keeps in
mind the difference of culture, but not the location of these indu$teisgeen the West
and other.

Along with the previously mentioned categories of cinema, a fourth wa
introduced, which is considered or termed Fourth Cinema. The loginisotategory is

that it focuses on the issues of the marginalized groups withicihemas of the Third

World. This category encompasses texts and works by the “indigencatyes,

4 Guneratne, Anthony R. “Introduction: Rethinking Third Cinenfethinking Third
Cinema.Ed. Anthony R. Guneratne and Wimal Dissanayake. (New York: Routledge,
2003) 10

90



women, gays and lesbians. In the light of the rigid distinctiathethree cinemas, one
of the main points Fourth Cinema discusses is that the main gbj@dtiThird Cinema
deals with the struggle of man against oppression, in seekira sqdality and justice.
The problems of gender inequality and representation do not figure issues of Third
Cinema. Therefore, Fourth Cinema, which was added as a resu#t ogid distinction
between the three cinemas, brings to light the issues of gepitesentation, especially
in Third World Cinema. As Ella Shohat discusses in her essast-Fhird-Worldist
Culture: Gender, Nation, and the Ciném#he representation of women in narratives
from predominantly patriarchal nations still undergoes critidisom Western feminists
and patriarchal nationalists. Western feminist discourse gaesfarther to ignore the
intricacies of their culture by claiming that “feministsokk to empower women within
the boundaries of their Third-World communities was dismissed aslyngationalist,
not quite yet feminist® In other words, Third World feminist work is perceived by
Western feminist discourse as only part of the process of nlastmggle, since they
have not achieved similar levels of autonomy that Western femiergts). What
Western feminists fail to understand is that they are usingi@éte$eminism as the
ultimate model for universal feminism, forgetting that they cdnoen a privileged
position and that “Feminists of color have, from the outset, been engagadlysis and
activism around the intersection of nation/race/gentfelhis criticism from Western
feminists argues that the role of gender relations withinnda@nal struggle in the

revolutions of postcolonial nations does not empower women because hatoésal

"> Shohat, Ella. “Post-Third-Worldist Culture: Gender, Nation, and CineRetHinking
Third CinemaEd. Anthony R. Guneratne and Wimal Dissanayake. (New York:
Routledge, 2003) 52

’® Shohat 52.
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with the specific issues of gender inequality, and does not queségratriarchal social
order. It also stresses the idea that women’s only struggledsheuimited to gender
equality, making social and national struggle, in nations dealitigosionial oppression,
more in the domain of men. Therefore, this criticism, as wedhirdned as it may be,
stresses the marginality of women within the national struggteer than empowering
them. Yet women filmmakers in Third World Cinema, especiallyghgsom Shohat

calls “Post-Third Worldist feminists”, embark on creating pasate discourse within the
national struggle. Their films stress both the role and lacledlhef women in their

national revolutions.

Taking Moufida Tlatli's Silences of the Palacas an example, Shohat explains
that Tlatli succeeded in representing the situation of women duhagTunisian
revolution. In the film, the role of women in the national revolution sfasvn to be
more domesticated, imprisoned, and silenced. Even during the post revohatjon e
women face the fact that there has been a distinction bethe@ation’s revolution, and
their own, realizing that they are still imprisoned by the aathal society and their
distinct role imposed on them by their gender.

Shohat argues that for the sake of national revolution any difiesanddentity,
gender, and goals had to be subdued in order to fight colonizers and tartsedefor the
sake of creating a modern nation, based on the Western model @raigownation, both
in reality and in film. In post-revolution era, after a peribdttdealt with the subject of
struggle against colonialism, Third World Cinema production begins towd#aimore
current issues that focus on the subject of difference, whéthgrgender, race, or

ethnicity. In a new postcolonial nation, flmmakers are deaditly trying to construct
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the national identities of their nations, and all the problems thaé cuith it, after the
end of colonialism, and in the face of neocolonialism and racisms.ohly in this phase
that Post-Third Worldist feminists are able to discuss the ssthad plagued them from
the first moments of the creation of the nation. They begin taiqoebeir role in the
struggle in the creation of the nation, and their location withé $truggle, by creating
films that not only represent women as subjects to men’s exmaitéut also as active
members in the struggle. They also try to show the injustiGdsthese women went
through during the struggle for independence and during the processating the
nation. As Shohat argues, “these texts...challenge the mascuwimistics of the ‘nation’
in order to continue a feminist decolonization of Third-Worldist histoaplyy, as much
as they continue a multicultural decolonization of feminist histosiolgy.”’ Through
using their own specific cultures and the nature of their nations;TRost Worldist
feminists are not using Western ideas of feminism, but by ukieig dwn situations,
they're trying to create an indigenous feminism that works béitetheir cause, and
within their nation. Post-Third Worldist feminist flmmakers, huit Fourth Cinema, are
dealing with their own revolutionary struggle to try to achieve gender equality
Marock (2005)™

One of the main reasons | chose to discuss this film is theéhcit gives us a
very good example of what flmmakers in Morocco are currentbgdycing to appeal to
First World audience. So, as a film produced in the Third Worldadésthetics,

production values, and subject matter, categorizes it more under thitiateof First

" Shohat 54.
"8 Dir. Laila Marrakchi. Perf. Morjana Alaoui and Matthieu Boujenah. Pan Européenne
Distribution. 2005.

93



Cinema, rather than Third Cinem&larock by Laila Marrakchi is a love story between
two teenage kids who come from affluent Moroccan families iralillasca. So far, most
of the North African films I've seen discuss hardships of povertyolitical struggles,
or have been period pieces about how life was before or during adioniz This film
stands out because it is simple a remak&ofmeo and JulietMoroccan style. The
conflict this time is religion. The girl is Muslim, and the heyewish. The girl, being a
free spirit and full of life, goes on with the affair, not caraimput what her family thinks,
until her brother comes back from overseas, and insists thatnceeaditions must be
followed. Looking at the brother, you can tell that he has gone threaigle kind of
transformation when he was traveling. Instead of going batlletdecadent life he used
to lead in Casablanca, he alienates himself from his famdyfriends, and his sister, and
begins to show signs of religious devotion. Contrary to other examoplem-Westerns
who normally come back to their homelands adapting more Westeaudeattine brother,
who was living in London for a while, comes back more in touch withetigion, Islam,
and his traditions. From his point of view, his sister and his frianelgnore Western in
the way they dress and their lifestyles. In a way, theniéiker is making a comment
about the effects of 9/11 on Muslims living in the West, and about toeirng
Islamophobia in the West that causes Muslims to hold on to thegrorelias a protest
against the Western hegemonic force that condemns them for an impantaaf their
identity as Muslims, by generalizing that most Muslims arene to fundamentalist
thoughts and might resort to terrorism. She does not paint a pasiage of the
brother’s religious tendencies though. For when he discovers hisssiste affair, all

hell breaks loose. He informs their parents, and her movemerdmédimited. The
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film ends when her lover dies in a car crash on the eve of thedugtion from high
school, and her family decides to send her off to university in Europe.

Unlike all the other Arab and Islamic countries, Morocco is prob#igyonly
country that still has a significant Jewish population. The idealo¥e story between a
Jewish boy and a Muslim girl is considered taboo; for a Musloman can never marry
any man from a different religious faith, while a Muslimmtzas the freedom to marry
Jewish and Christian women. In other words, if the roles weezsed, and the boy was
Muslim and the girl Jewish, it would not have been a major probldme.film shows the
cultural and religious conflict that these people deal with. Butt whanique in the
depiction of this love story is the choice of which social claggésent the story in. For
one thing, a girl from a middle or working class would not be abteatke the choice of
continuing a love affair with a non-Muslim man, given the fact that theggoedi groups
are mostly segregated in every day life. In the upper clagsesegregation is more
about wealth, rather than religious affiliation. Yet, this stemyot dealing with trying to
find a solution to a recurring problem, which is the conflict betwesigions in a
predominantly Muslim society, but it does show some kind of a strugglbe
representation of the religious struggle within an upper class obdhmty can be
considered radical, but can it still make the film fall underctitegory of Third Cinema?
So the filmmaker chooses to present a slice of life that isamdgssible to the very few
in Morocco. Given the fact that the country has the lowest leval/@fage income of
Maghrebi states, and poverty and unemployment are extremely toigbee these
teenagers riding their sports cars, wearing the highdsibfes and spending money left

and right, makes you wonder if the film is sensitive to what rabshe people in the

95



country are going through. Yet, one can argue that the filmirsgttp show another
aspect of national identity that is normally ignored; that of tihvl@ged classes. This
representation of the privileged classes as part of Morataonal identity can be seen
as a way of changing the general perception of Morocco as axaonméd in poverty
and misery, by showing that there is another face to Morocco, andstprivileged and
as liberated as other First World nations. This reminds me odrthenent that most
Third World films exploit their nations’ poverty and misery fostfeal glory. This film
was officially selected under the category “In Certain Rdgat the Cannes Film
Festival. This category at the festival means that the lfias won the esteem of the
judges, that it was considered to receive an honorary prize fachisvement. But |
want to argue that the appeal of the film comes from the fettit looks, feels and
sounds like any other film made in France, through its use ofrfgarainematography,
and especially the musical score. One feels that the fikema conscious of her First
World audience. Almost all the characters in the film speakdhireexcept for some
domestic help. Rita, the main character, answers her nanny in Frenghireeeshe asks
her a question in Arabic. The concept of language choice stresses that théoadpleak
French determines what class you belong to in Morocco, and #matofshone is still a
part of Moroccan national identity. That is evident in the faat the only time Rita
speaks in Arabic is when she answers the police officer in Anabihe beginning of the
film, or when she speaks to the boy who sells cigarettes in &@ftite night club.
Arabic, in that sense, belongs to the poor classes, signified bgothestic help, the
police officer, the homeless boys on the street, and the gravaftardlant that the

brother meets. The rich kids, Rita and her friends, speak Frerntleadh other. Even
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the music that they listen to is Western. This representatiowss some kind of
separation from their Arabic identity, and the fact that the sgiong generation
identifies more with their peers in the West, rather than tresrs from different classes
in the same nation.

Throughout the whole film, most locations are shot in the posh areasvof
except for one scene when the group of friends goes out to e#bcatl ghop. In that
scene, Rita and her friends watch the locals in amazement,im@n@bocking them, as
if the locals belong to a different culture. This scene showsvitie gap between the
culture of the rich and poor. Aside from knowing the language, theracacommon
characteristics between the rich kids and the poor localsther words, the focus on the
difference between classes in this film stresses the tampm® of including class as a
category of analysis in cinema, for an identity can be fdram®und gender, religion,
nation, and class as well. Deprived of any agency, the logalkshat from the point of
view of the wealthy kids, in a way, similar to the old coloniaisategy of putting the
natives or locals in the background. The girls make fun of the cbokclaps his hands
ridiculously to the sound of Arabic music. It makes me wonder albat kind of
“imagined community” these characters live in. The repreSentaf the segregation
between classes in the film makes their “imagined communied more by class
affiliation, rather than a shared national identity; it islass identity that ties all the
wealthy people together of the nation, and also ties thesehyeabple to others of the

same class around the woffdAside from occupying spaces of proximity, the gap

" The rise of social networks on the Internet brings an interesting caseirihaoi
supports the argument of class identity. A social network under the name “A Small
World” has been described as “MySpace for Millionaires” by the Wall Siaenal.
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between the rich and the poor in this film is wide, starting frdeology, language, and
lifestyle. When it comes to ideology, the first thing that cetwemind is religion. As |
mentioned earlier, a relationship between a Muslim girl and aslelboy cannot be
tolerated in middle or poor classes.

Furthermore, abiding to religious rules seems not to apply toigheirr their
representation in the film. For one thing, at the opening sequeexeio the car that
Rita and her former boyfriend sit in, an old man, probably the par&tragtendant, prays
between the cars. The only other time we see anyonerelgag in the film is when the
brother comes back from his trip. In that scene, Rita blastg iusughout the house,
and walks into her brother's room. When she sees him praying, &ketdahim in
complete disregard. She says: “What the hell are you doirdy¢dbifall on your head?”
Since of course he does not answer her because he is pragmngalgs right in front of
him, which is very well known to Muslims as a wrong thing to doctmesone praying.
When Rita’s nanny scolds her for not fasting during the month ofadan, she simply
tells her that she has her period. This answer shows that winte dweare of traditions
and religious rules, Rita chooses not to follow them, in the peoteftiat following
Islamic religion is a sign of backwardness, and her belief thaideetity as a liberal
woman does not allow her to follow that religion. This is cotddhsvith a love scene

between Rita and her Jewish boyfriend, Youri; she notices the Star of David reblfic

Membership to this social network is by invitation only. In its mission statenment
describes itself as the following: “ASMALLWORLD is the world’s leagliprivate

online community that captures an existing international network of people who are
connected by three degrees of separation. Members share similar backgroereddsint
and perspectives. ASMALLWORLD'’s unique platform offers powerful tools and user
generated content to help members manage their private, social and businéss lives
(http://www.asmallworld.net/aboutt connects well-traveled, rich people together in a
private and discreet network that not anyone can join.
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he wears, and she takes it from him and kisses it. So, as shaaddeow her own
religion, she shows appreciation for her boyfriend’s religion. fllhemaker in these
contradicting scenes might be trying to represent the youmgerations as fed up with
the strict rules of Islam, yet even if they don't follow it,yhrespect it, and respect other
religions as well. As for when she first meets Youri, heriskewover, the only person
that makes a comment is her driver, who scolds her for rexesttin a Jewish boy. Her
friends on the other hand, do not see that as a problem. Only whparéets find out
about the relationship does the problem becomes more evident.

So can we categorize this film as part of a so-called Timéma? As a start, the
film is shot with hand-held camera, with extreme close-upsiedls with a coming of
age story, and the struggle of a wealthy young generation toredretwo cultures, and
one that disidentifies with religion. The cultural clash in thlis s not between the
religions, which is not a problem for the young generation, but is a prdblethe older
generation, the parents, the older brother, and the domestic help.aiFheuttural clash,
in my opinion, is between a generation raised with extreme exptsWestern culture,
music, and aesthetics, and a generation that was raised afégrdtioé colonialism. The
generation that was raised right after the end of coloniatisnterned itself with the
rebuilding of the nation; nationalist ideals were more dominant, areduen to their
traditions, Arabic and Islamic cultures were part of the proogésseating their new
national identity. The older generation and the poor classesatillon to Moroccan
traditions and culture, while the younger generation wants to rt#jese traditions
because of its limiting elements on their movement, esped@lyomen. The film

represents the younger generations as suffering from the ditdoina, while they are
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trying to create their own individual identities. For examplee of Rita’s friends is
forced to an arranged marriage because her family hasolost sioney, and therefore,
she cannot move to France to study with Rita. Rita herself lesefseedom when her
parents find out about her relationship with Youri. The problem thesnexthe power
that older generations have on a younger generation that is wyfimgl its own place in
the world, and not only in Morocco. So in a way, what’s at stake irfilmss not the
creation of a national identity, but more of a transnational dinis.a reflection on what
is happening now in this generation, with the ability to connect toessteof the world,
through the Internet, music, film and television. It shows that ithmembBker is more
interested in identifying Moroccan youth’s transnational identitgeiation to the rest of
the world, rather than in relation to the dominant Moroccan cultureraddians. In a
way, the filmmaker is trying to prove that “we” are more like “you” than thinéd.

This fact makes the film far less appropriately placed unded Qinema. For if
one of the main points of Third Cinema is to seek “cultural decolomZathen the film
seeks to show that the colonization of Western culture is désgemve think. Another
point to consider is the fact that most of the qualities of the dite Western. Starting
from the language, to the production company, almost all funded francé; to the
subject matter, no regard for Arabic traditions, even to the pbattthe idea of the
villain is represented in the character of the brother who justswa show some regard
to traditions, culture, and religion, without being extremist in simgpe or form. If we
follow the classification of Cinemas according to Solanas anch&atiis film falls more
under the category of First Cinema, rather than Third cinetrdoek deal with women’s

issues, and the girl’s right to be equal to men. Yet, this right is very much gased of
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her class status and even at times, exploited, by the maectdraand her friends. Can
we then call it a feminist film? Considering that it repreésea marginalized, even if
privileged, group of people, the children of the wealthy, can vaeepit under the
category of Fourth Cinema, as a sub-category of Third Cinefather still, can it be
part of the developing Moroccan national cinema? In my opinion, it doefall under
the category of Third or Fourth Cinema, but it is part of Moroccdiomed cinema, for
reasons | will explain shortly. It is a film made for purgdegtainment, and throwing in
the problem of religion, | believe, was just an excuse by thetdirexshow the posh life
of a group of spoiled teenagers, who should be worried about their stuadiess than
when to have to the next party, and where to buy the latest drassfilm proves that
the idea of a Third Cinema should be rejected for national citteeh&ocuses on subject
matter, aesthetics, and ideas.

If we take the concept of audience reaction, we must look anit hoth the local
audience reaction, and the Western audience reception of the fiéna sfart, the film
was celebrated in France, especially at the Cannes Filiwdteto the point that it was
selected for the award of “In Certain Regard”. Locally, ondier hand, the film has
created a controversy among local audiences, flmmakers anéctitels. The film was
first screened in Morocco at th& 8lational Film Festival in Tangiers. The reaction to
the film was extreme, from denouncing the filmmaker to the pairquestioning her
Moroccan nationality and patriotism, and denouncing the subject raati@n attack on
religion and Moroccan traditions, even to the point of accusing senfing a “Zionist
cause”, to welcoming it as an example of freedom of artestiression. This uproar

caused the debate to be taken up in official politics, to the point thas discussed in a
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parliamentary session:Ir'an all-out attack oMarock Benkhaldoun asked the Minister
of Communication and spokesperson of the government, Nabil Benabdallalmefor t
reasons why films bearing provocative and offending scenes reagprebation from
the Moroccan Cinematographic Centre (CCR)."In its defense, the minister made it
clear that the film was given clearance in respect fostartexpression and to show
different kinds of Moroccan cultural identity. Yet, the reaction dfeotMoroccan
filmmakers, especially those who have dealt with the subject ana&tidentity when
resorting to the help of foreign funding, has been extreme. “Nalbilou, Moroccan
director, condemned Leila Marrakchi&arock and said ‘the film has nothing to do with
Morocco because it serves all kinds of cultural colonialigth.The cultural colonialism
he refers to is the excessive use of Western music and théaepicthe characters that
have no respect for religion and traditions. This opposition comes dtder, more
experienced filmmakers who might not accept the changes thabthety is currently
going through. But when it comes to the supporters of the filny fraised the
filmmaker’s freedom of artistic expression. They suggested that thedié®s show some
kind of Moroccan reality, and to shy away from reality does not thelsociety to grow
and to face its own problems. On the other hand, some viewers sdgiestdhe topic
of the film, and the lifestyle the film depicts, does not showwthele of the Moroccan
society, but only a small percentage of the Moroccan population, antheéh@ipic is not
important to the Moroccan people in general. Some have suggestédetfidmmaker

should have chosen a topic that affects the whole of the nation, tehdess than five-

80 http://riadzany.blogspot.com/2006/01/marock-debate.html
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percent of it. These varied reactions from the film’s audienggest that the film hit a
sensitive nerve, and that it might be a new direction that the ydongccan filmmakers
are moving toward. Yet, does this mean that it could be placed theleategory of
Third Cinema? | still don’'t believe that it is possible, forilenflike this might have
caused controversy, but it did not inspire the audience to rise and angkieind of
change.

In the end, | want to argue thMtarock can be attributed to the category of
national cinema. It is a film that shows a different aspestoofal life in Morocco, by
taking the subjects of religion and class as its main focus.orm®ithing, it represents
different religious groups, while other Moroccan films might not hapeesented Jewish
populations in Morocco. It also subtly comments on class issuegpbgsenting the
wealthy class from a different perspective, rather than fatiguihe dominant themes of
other Moroccan films that represent the poor classes in their pamtmisery. Even
though the film was largely funded by French organizations, litr&teded to get the
approval from the Moroccan Ministry of Culture to be produced and dilinethe
country. It can be seen as part of the new direction young Morditcanakers are
taking. Their struggles against traditions, and social struggkesa new phenomenon
that has risen within the society in the last decade. So, evie ifilm has certain
problems, it is still a good example of what is being producecemilyrin Moroccan

national cinema.
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Silences of the Palacg1994)%

Silences of the Palacemain theme is the oppression that women suffered at the
hands of men in Tunisia during the end of French colonization and the dibetde
followed. The film introduces Alia, the protagonist, who is a yourdding singer who
lives with her lover in postcolonial Tunisia. Dissatisfied with i@ and her lover’s
insistence that she abort their child, Alia hears about the de&aidfAli, who was her
mother’s master in the palace. Alia goes back to the pataeee she was born and
raised. In the palace, Alia remembers her mother and the way of lifies bleé fall of the
Tunisian royal family, and the end of French colonialism. Ufliegh-backs as a way of
telling the story, we learn that her mother was a servaheipalace. The servants in the
palace are not allowed to leave it, and their only form of comtéictthe outside world is
the radio, and one of the servants’ sons who brings them news of theticvol
happening outside of the palace. Serving in the palace medrnbdhaserve all their
masters’ needs, whether domestic or sexual. This fact troAb&s mother, as Alia
gets older and becomes increasingly beautiful. Alia watbbesnother’s daily routine
between the kitchen, dancing for important guests, and her nighilly to her master’s,
Said Ali, bed. The situation gets complicated when Said Ali'shierotapes Alia’s
mother, and she subsequently gets pregnant. During that time imiltdrood, Alia
befriends a young freedom fighter, Lotfi, who hides in the palate tive help of the
servants. Discovering her talent for singing, the mastensei Alia to sing at their
parties. In the end, Alia’s mother dies while trying to abertchild, and Alia runs away

with Lotfi.

82 Dir. Moufida Tlatli. Perf. Hend Sabri and Amel Hedhili. Capitol Films. 1994.
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Prior to Alia’s arrival to the palace, we are informed thla¢ is pregnant with
Lotfi’'s child. Her pregnancy draws a parallel between Ale®wsen life outside the
palace, and her mother’s forced situation inside, as both equally omgpbgsgeir status
as women. Alia, in the end, announces the similarities betwediferend her mother’s,
with that affirming the continuing oppression of women after the oéieol, and up to
this day. She blames this oppression on the fact that women chotse sdemit against
their oppressors and the culture that stigmatizes women whseanally active out of
wedlock.

One of the things that come to mind about the film is the relatiprizttween
man and woman, servant and master, slave and owner. Women in therdilm a
represented as enslaved within their domestic space. As thatm@vdiappens at their
doorsteps, women are forced to hear about it as outsiders, unagaraadfected by its
developments. Their only form of contact with the revolution is thrabghmen who
come into their domestic space. This separation from the natsinajgle is
problematized as women continue to deal with issues of autonomy annadgace.
So, the revolution has achieved national autonomy for the people of theycdowttit
did not address patriarchy, therefore, women of the nation had to gohthreugtruggle
against patriarchy in order to achieve their own autonomy. Even dthiagoost
revolution era, women face the fact that there must be a distinmetween the nation’s
revolution, and their own, realizing that they are still imprisobggatriarchal society
and the distinct role imposed on them by their gender. In thethikmational revolution
is set up in the public, male dominated space, while women were not able to participate in

the revolution because they were not allowed entry into that maléendmth space.
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Therefore, their participation in the revolution was silenced anited, based on their
gender. “Rather than privileging direct, violent encounters withrteach, which would
necessarily have to be set in male dominated spaces of HatlBlm presents 1950s
Tunisian women at the height of the national struggle asaiestrio domestic spac&®”
This film becomes an example of what Post-Third Worldist fertsingge trying to
investigate as the role of women within the struggle. Unable fmalteof the struggle
against colonialism, the women in this film are forced to encounudfferent kind of
struggle against the patriarchal social order that refusgs/é them agency to become
active members of the society. On the one hand, their positiomsasgys of their own
situation can be seen as a metaphor for what the nation was thoough during
colonialism. The palace in that sense represents the whole nionhabitants are the
citizens of the nation. The masters of the palace are the aalenizho exploit these
women on all levels. And just as women were not given agencgt,téha colonized
were deprived of agency during the colonial occupation. On the other twoking
specifically at their situation as women, whether they wereséineants or the ladies of
the palace, the filmmaker is trying to investigate the gendsguality that women are
struggling with, even in post-revolution Tunisia.

The body of the woman i8ilences of the Palaase exploited by the desires of the
corrupt, colonial affiliates, the royal families. Women aggesented as passive in front
of the desires of these men. Unable to protect themselvestfre patriarchal social
order, women in the film form an alliance of their own. Theiergjth is represented

through a sisterhood that, albeit limited in effects, allows thefnt ways to survive

83 Shohat 59.
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their enslavement. The woman’s body in the film is eroticizednwiepresented in
connection to the male’s gaze. Even after the revolution, womestilarsprisoned and
eroticized by traditions and men’s desires. Although the nationré@sved its
independence, women are still struggling to get their own. Unabkképart in the
achievement of national independence facilitates the lack ofgabliepresentation of
these women. Seen as bound to domestic space, women’s only formolgEément is
through the singing of national anthems, and aiding threatened rebARer
independence, women still sing and represent the desires of meris dak#sion to keep
her illegitimate child serves as the filmmaker's commenthenstate of women as equal
partners in both social and political contexts. Instead of fednegeproach of society,
Alia decides that she would keep the child as an indication of merepship with her
freedom fighter lover, an indication of her sexual emancipation anpldss as an active
member within the nation building context, rather than a mere voatesitngs to men’s
desires. In her investigation 8flences of the Palac¥jola Shafik argues that Moufida
Tlatli “disconnects national liberation from women’s liberatiohpwing that the one
does not necessarily result in the ottér.”

In trying to place this film within the context of Third Cinermg& can argue that
one of the main concepts of Third Cinema is the central theroétstruggle for
liberation; the struggle is for gender equality and women'sdtimn in a patriarchal
society. But would this film be better served if it were placed under tagargtof Third

Cinema or national cinema? In an attempt to locate this filmll largue that this film

84 Shafik 206.

107



gualifies as an example of Tunisian national cinema rather thgbimd Cinema, to be
true to my original claim that Third Cinema as a theory andtipeadias not been
successful in the study of national cinemas. The film i©nakj because it deals with a
specific part of Tunisian national history in the struggle for inddpece, and the more
specific issue of Tunisian women'’s issues of gender equality.dDthe main factors of
Third Cinema is that it is a cinema that works against thersysSilences of the Palace
was made using funding and support of the Tunisian government. The etdynsy
might be working against is the patriarchal social ordet itharisons women in their
domestic roles. Despite the fact that Tunisia is one of the lihesal states in the Arab
world, with laws that establish social and political autonomy famen, gender
inequality still exists on a traditional level. Another importtadtor to consider in the
definition of Third Cinema is historicity. As the film dealsthviflashbacks of the
colonial past, the present time of the film is still in the pakich is the 1960s, while the
film was made in 1994. It can be argued that the film’s premisenen’s liberation, is
only recounting the process and the path women had to go through in cgdetddheir
present reality as liberated and equal to men. So, the PodtWairdist feminist has
somewhat achieved her aim for equality, in relation to what heatgin was in the past.
Another factor is the reception or the audience. The film has Wohad international
awards in several film festivals, and received a lot of atteritom the local audience as
well. It was seen as an effort to describe what women insieumient through in the
past, and not as synchronic issue of Alia and her mother. On thenhatitrin a review
by theNew York Timesthe film was described as the following: “In many wadyse

Silences of the Palacis an exotic foreign film. Set mostly in Tunisia in the 1950's,
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during the reign of its last monarchs, it tells of life for hen servant and her daughter.
Yet in other ways this is a universal coming-of-age stori wifeminist twist, a tale that
translates effortlessly*®> The use of the word “exotic” is troubling because it clearly
indicates the attitude First World viewers have towards ftlms come from a different
culture. It stresses on the point of “otherness” of these culturesshort, the film
qualifies as Third Cinema because it deals with the issuesermmdeg equality and
women’s oppression, but it is national cinema, first and foremost.hém wtords, | want
to argue that Third Cinema can only be part of national cinertteerrthan a category
that national cinema falls under. And what makes it Third Cinentlaei subject matter
of oppression, and what makes it national is that it deals with a specific laistodment
that is uniquely Tunisian. Next, | will discuss another Tunigiam that deals with yet
another moment of Tunisian history, but by using the male gattegrrthan the female
gaze as irsilence of the Palaces.

Halfaouine (1990)%

While watchingHalfaouine, | could not but compare it with Moufida Tlatli’s
Silences of the Palaam all levels. While the latter is told through the gaza gbung
girl, the former uses a young boy’s gaze in the telling of thigy.stSimilar to the latter,
Halfaouineis a film about a teenager growing up in old Tunisia of the 1866%0s. It
is a film about a boy’s discovery of his sexuality in the mufsé patriarchal society.
The film starts with a scene at the local Turkish bath with &lotlne young boy, sitting

in the middle of naked women and young children. His apparent shoclotdie

%http://movies.nytimes.com/movie/review?res=9900EEDB1F3AF933A0575AC0A9629
58260

8 Dir. Ferid Boughedir. Perf. Selim Boughedir and Mustapha Adouani. International
Film Circuit. 1990.
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inappropriateness of his presence in the women only bath, becausefaiftttieat he is

reaching the age of sexual maturity, which means that he’s tdo bllin a women only
bath. The film follows Noura as he observes the sexual behaifitinge people around
him, from his father's advances towards his divorced maternal auhgrtlove affair

with the neighborhood’s shoemaker, to his spinster paternal aunt’s psyabavior

because of her sexual deprivation. Noura’s sudden interest in sekipuin trouble

when he visits the bath with his mother on the day of his young brettiecumcision

party, when he is caught watching a young woman bathing herdelfalso begins to
follow the young beautiful maid until his mother catches them iavekward situation,

and tells her that she in no longer welcome in their home. Tin Inéjore she leaves,
Noura gets what he wished for when he walks into his room and finde®tmg maid

naked in his bed.

The main similarity between the two films is that each @inthem investigates
the domestic feminine space in a patriarchal society. V@ildaces of the Palags told
through the gaze of a young girl who sees sexuality as an orirugio her and her
mother’s lives, which is metaphorized as the female domestice splathe palace,
Halfaouineis told from the point of view of a young boy who sees the feminine body as a
place for pleasure and sexual fulfillment, making the domesticespere of an erotic
fantasy, rather than a safe haven for the child. Everything bscoeteted to the
sexuality of the child irHalfaouine even during Noura’s young brother’s circumcision,
Noura hides as he hears his brother’s cries and holds on to hisrpanisact of a pure

fear of castration.
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The film depicts the domestic space through the gaze of the Bmyone thing,
the domestic space is eroticized and the female body is showe,fapgquently, as a
pleasurable space. Even the mother is shown as an erotic figmgewath the aunts and
the maid. Furthermore, when the patriarchal space is shown, it is bland and umgteres
in contrast to the female space, which is colorful and full @fder. This is also shown
in the clothes of the women. They dress in colorful and revealingesidhat always
enhance their sexuality. This erotic presentation could béw#d to the fact that the
film is directed by a man, who still views the female bodyhvan erotic attachment
rather than objectively try to display the female body haraan living a role within the
society. Does he try to insinuate that the female body isyalaiaeady eroticized, or is
this his way of seeing the female body? One of the maineelsnof the film is its
excessive use of nudity. Almost throughout the whole film, a nudaléera shown,
whether in the bath during the preparations for the circumcision, perturing Noura’s
advances towards the maid. Comparing th&ikences of the Palaceshich shies away
from showing a kiss, except for a two scendalfaouineinsists on presenting Tunisian
culture from a purely sexual standpoint. With that it affirms@hnientalist vision of the
erotic East. It can also be seen as a demonstration of Tuflibenation” in Western
terms. It is not surprising that it is one of the most cetetdrBlorth African films in the
West, according to the following review, “A source of wonder. Extglisisensual,
packed with humor® One wonders if the flmmaker was aware of the Orientaitsn

that he is presenting in this film. The film can be considesea good example of Non-

87 Jonathan Rosenbauifhe Chicago Reader
(http://lwww.chicagoreader.com/chicago/halfaouineandmdashboy-of-the-
terraces/Film?0id=10522%4
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Western films made with First World audience in mind. For one thinggfilm was co-
produced by a French company, and was screened at the Cannes sfilral leader
Official Selection award. With that in mind, we must turn backhe question of Third
Cinema and National Cinema. This film can be seen as an exampl&irst Cinema
film made in the Third World. It proves that Third Cinema is not bdmundeographic
location, but rather by subject matter, style and political @gol For one thing, the film
is a non-political comedy that reflects on a recent past; even if it is postdplbrs more
social than political commentary. It can be seen as an attengpeate an entertaining
film using the exotic features of the national culture. laisational film, with First
World tendencies. The only attribution it has to national cinentiaeisise of location,
culture, and language. Yet, a film like this foregrounds the prabl@Third Cinema
theory and practice. This film is a good example of the needvelagea theory of
national cinema that would engage with the film in terms ofsitsject matter, the
representation of culture, and the reception of the film by the lmaedience. As |
mentioned earlier, the film seems to be made in order to esgré€anisian culture to the
First World, rather than focus on the local audience. Nationaineirieeory can see the
film as an example of what young boys go through during their torengears, rather
than focus on the Orientalist representation of the film. Fronest&h standpoint, it is
an “exotic” representation of an “Other” culture. From a loeational standpoint, it can
be seen as either offensive to traditions, or as a representaseruality in the society

as a subject matter that needs to be addressed.
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Rashida(2002)%

Rashidais a film that deals with what was happening in Algeria dutitegfew
years of violence caused by Islamic fundamentalists in the 19B@s.main character,
Rashida, is a young schoolteacher living and working in Algiels et mother. She is
subject to an assassination attempt from one of the religioupgjronly because she is a
modern woman, who works for a living, and does not wear the traditidaali¢shijab.
After nearly dying, she and her mother move to the countrysideder tw find a better
and safer life. Not being able to teach at first, she begidsstover the small town and
meets other women who had suffered, like her, from the violence amitsl
fundamentalists. Yet, her search for a peaceful life does stotolalong, when another
group of Islamists raid the town, and almost capture her as a hosdags she give up
on life, or does she continue struggling? The film ends as she toalksds the town’s
school, opens it, and begins to teach the children.

This film is a very interesting critique of the situation worfumd themselves in
during the political upheaval in Algeria; they become the victiamel sometimes the
cause of violence. For one thing, in Islam, women are required tothednjab, the
head cover, as a sign of their religious devotion. So a woman who dieaothe hijab
in Algeria during the civil war was attacked by religious famentalist because she
represented the direct opposition of their beliefs. In a waygclh@ce not to wear the
hijab signified her political affiliation. This represents warnes the representatives of
the religious conflict; their choices of how to represent therasetllirectly affected the

way they were treated. Throughout her discovery of the town, Rastadis a young

8 Dir. Yamina Bachir. Perf. Ibtissem Djouadi. Global Film Initiative. 2002.
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girl who has been previously captured by some of the religiaugpgr After her release,
her family learns that she was constantly raped by her captwdsher father disowns
her. The girl, pregnant and rejected by her family, liveshenoutskirts of the society,
since according to patriarchal logic she brought shame intoanatyf A very bold
statement, but this is a real problem that still occurs inynw@mservative, Islamic
societies. The family prefers that a girl gets killedhea than raped and dishonored.
The girl being the symbol of her family’s honor is alwaysahatl and accused. And
once she fails to protect her honor, she is rejected, imprisoned, andargixen. The
family refused to see that the girl was a victim, and sherbes the cause of shame.
Rashida’s situation is different. Yet, having been attacked, stemas imprisoned in
her own home. Fear of more attacks comes first to women tateimen, because of
the hijab as representative of women'’s beliefs, while men do edttoedress differently
in order to show their political alignment. This enforces the afegender essentialism
in the context of religious affiliation; a woman must changevibg she dress to prove
her devotion, because of her gender, while a man is free to mfpreseself as he
pleases. After being part of life, as a teacher and gmd member of society, she is
forced to go back to her feminine space, which becomes smallee loay. This is true
with the other women whom she encounters. In a way, the film isimsfpahat the
fundamentalist violence took away their own freedom from beingeantembers of the
society. Yet, her last effort to fight this position ends the film on a positive Métenen
will continue to take their place in society, and they will noféetr of persecution deter

them from their duties and citizens of their nations.
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Just like women’s fate in this film, which is the struggle adaistamic
fundamentalism, Algerian national cinema has been struggling lagasva result of the
conflicts in the 1990s. Looking at the small number of Algeriansfithat have been
made since the 1990s, the subject of Islamic fundamentalism hamdodite main issue
that flmmakers try to address. This film represents thectlon Algerian national
cinema is going through. It discusses the problems of the natiotrjemtb give hope to
the people. If we take the factors of Third Cinema into considetatis film would be
the one that fits mostly, in comparison to the other films previalishussed. In a way,
it is trying to engage the local audience into participatingirsg the oppression they
suffer from the terrorists, and tries to show a solution to the problems. On thbanbder
given the fact that the film was produced in association with akwench film
production companies, it shows the major problem that the Algerianiridiustry is
going through. Having no infrastructure as a result of the turtheilcountry went
through in the 1990s, Algerian filmmakers could only produce films thighhelp of
foreign aid. So this film becomes an example of a nationaimanéat is trying to re-
emerge, or a cinema that no longer exists. So, this film caedreas both national and
as the closest example of Third Cinema. Yet, Third Cinemaitieh should become
more flexible in order for it to be more accessible in the discussion of national film
Palitical Film

In his book,Political Film, which studies the “Dialectics of Third Cinema”, Mike
Wayne argues, “Third Cinema is a political cinema about mugie than politics in the
narrow sense. It is a cinema of social and cultural emarompand one of the

arguments...is that such emancipation cannot be achieved merelypwiitival realm of
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the state He argues that in order for Third Cinema theory and isEatd exist, we
must study the relations and boundaries between First, Second, addCirtemas, for
one cinema cannot exist without the other. He claims that Thireh@ essentially takes
its tools from First and Second Cinemas, and that Third Cinemeotisbound to
geographical distribution. “"Third Cinema and Third World Cinemaratthe same
thing.”®® While studying its beginnings as a theory, Wayne makes aisnpa between
this cinema and First and Second Cinemas. His method is to sheimtlzgities and try
to conclude that Third Cinema “seeks to transform rather than ysinepgct these
cinemas [first and second]; it seeks to bring out their stl@e@ntialities, those aspects
of the social world they repress or only obliquely acknowledge dT@inema seeks to
detach what is positive, life-affirming and critical from CiresmOne and Two and give
them a more expanded, socially connected articulatforit’is a cinema of the people,
for the people. It is a cinema that is more involved with culhgeause it comes out of
that culture. It is the politics of the people that dictates whiat cinema portrays.
Therefore, | can conclude that what Wayne simply wants teeasgthat Third Cinema is
a cinema that is not necessarily against the state, but ibengg. So, how can we place
North African cinemas within his definition of Third Cinema? Ondhe hand, we have
the films that are made by North African filmmakers, yet fuhder co-funded, by
European governments. Aside from certain films in the 1980s and 90s mamg films
received government support, most of the films made nowadays depdadgrapean

funding in order to be produced. So, according to Wayne’s definition ofl Tirema,

8 Wayne 1.
'Wayne 9.
%1 Wayne 10.
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funding from outside states can still put these films under tegaat of Third Cinema.
On the other hand, do the films made in these nations right now seekksahof social
and political change? What constitutes a political film? Caragree with Wayne that
all films are political, in one way or another? In his categion of political films, if all
films are political, especially those in the Third World, themasnegating himself by
proving that all Third World films, being political, are part of fthiCinema? This
reference bring to mind the notion that all Third World filmmakeaise on the role, or
burden, of being “native informants” and “national spoke-persons”.

Right after the revolution, most films produced in all three natitwadt with the
struggle against colonialism, and the heroic acts by the peofileetthe countries from
the oppressors. But as the decades came and went, this issue Esaimportant for
the subject matter of the films. New themes became mérearg in most films. In
Algeria, the struggle of the people against violence in the 1990sdcdnysdéslamic
fundamentalist groups became a more predominant issue. In Tunis#,isaes led
the way. In Morocco, with its very minimal film production, povertgsna main theme.
All these are struggles of a political kind. Yet, the dominaette common to all three
national cinemas is the assimilation of Western culture morenanel into the culture of
the nation. It is seen in the use of language, sometimes in the usesl in the film
scores, also in the way people dress and interact with each dtharway, these films
show the effects of the globalized world that we live in todayt, &ach filmmaker from
these nations tries to maintain certain aspects of cultureistigely places their films
within their own national cinemas. Wayne explains, “Fanon warned against theahcrit

celebration of the native’'s culture as much as he warned agesturicritical
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assimilation of the culture of the coloniali§t.”"But what we have here is neocolonialism.
Western culture is more dominant in these films than the culfufeemation. Is this a

result of how life is really like in these countries, or itas a result of the funding
received from European nations? As an examplévianock, Rita wears jeans, eats
McDonald’s food, and listens to David Bowie throughout the whole film. ofthg time

we hear any kind of Arabic music is in a very short scene irkitoken, in which the
maids dance to Arabic music. So, is native culture only enjoyed by the masses now? And
the elite, whether financially or intellectually, prefee®t#ern and European culture over
their own?

As mentioned above, according to Wayne’s argument, Third Cinema artd Thir
World Cinema are not the same. Yet, as | discuss the filatke nim North Africa, given
the fact that these nations have dealt with colonialism, | héack tb place them under
the category of Third cinema. In my opinion, if we try to apply ttheories of Third
Cinema to films made in North Africa, then we have to looklatsfimade by and about
women. Women'’s issues in North African cinema are represamnigifferent ways, but
one thing remains constant: there is a movement among feministaiers in North
Africa to try and influence the laws that concern the location @m&n within the
society, and their struggle for equality and emancipation. Thewarking against the
patriarchal social order that complicates their efforts tor gegency. The social
patriarchal order does so by using Islamic religion, in gertestances, or by depending
on the nation’s laws that determine women’s dependency on theirrefateres and

places them as a minority. Since the struggle against catoniahded decades ago, the
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struggle for equality, and to have a voice for women in these nadistif going on. As
much as | disagree wittlarockand its representation of female youth in Morocco, it still
has some important points that it brings to light; for examplefaittethat a girl is still
controlled by her family, and her freedom is taken away solegdan allegations from
a male member of the family. Girls at a young age in Maratitl have to go through
arranged marriages, which we see in the character of one &fidrels whose parents
change their minds about sending her off to college in Europe, whertsha gparriage
proposal she cannot refuse. So if we were to say that Third Cioeal@ be found
within national North African Cinemas, then it is within the Slrmade by and about
women, gays, and other minority groups. In other words, Third Cinema»ast, but
within the context of national cinema, rather than a categotycthdd stand on its own.
It can describe a part on national cinema, but not the whole. “Thiméma is
characterized by its intimacy and familiarity with cultlnr@th in the specific sense of
cultural production (for example, song, dance, theater, rituals, cjrigenature) and in
the broader sense of the world (the nuances of everyday livihg)te subject of gender
inequality is still an intense topic that Post-Third Worldist ifest are dealing with.
Given the conservative nature of these cultures, and as libdr@yamay seem, women
still maintain an inferior position in the patriarchal social ordén the films | have
discussed above, the most controversial issue any filmmaker couldntagkeéhe issue of
women'’s liberation, and ideas of feminism. So as Third Cinema aa#i issues of
political revolution, North African cinema’s only claim to Third Qmm& would be within

the issues of gender equality.
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Conclusion

From all the discussions above, | have concluded that Third Cinemahasry
and practice is problematic because of the rigidity of thenes that constitute what
Third Cinema is taken to be. For one thing, it is a theory thatd@aeloped in a time of
conflict and turmoil in Latin America, yet several theorists taying to claim that it can
be applied to all Third World cinemas. | have argued that Heiger to focus on
developing a more international film theory that takes into accountddee that the
development of national cinemas better serves the developing industries Third
World, or the developing world. As the term “Third World’ becomes obsatetour
contemporary world, so should the distinction between First, Second amdCihema.
What we are currently dealing with is the struggle of natiomemas to have some kind
of presence in the world stage, in the face of the excessive-Afnerican film
productions. What North African national cinemas struggle withascompetition they
face from Euro-American films within their own nations. At g@me time, they are
struggling against these same industries in internationalfddtivals. Rather than being
seen as examples of their nations, they are grouped under thergadédOther”.
Furthermore, the idea of Third Cinema stresses Eurocentric gyealoen viewing these
films. Rather than trying to free these films from their Third World statusyiopmion,
Third Cinema theory and practice limits them as the cinerhéiseo“Other.” Finally,
given the fact that Third Cinema focuses on the idea of rewaolutihe only factor that
could be Third Cinema within North African national cinemas is tligest of women
and gender representation. This topic, and issues of feministnekastaking center

stage in a lot of recent North African films.
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Chapter 3: Approaches to Feminist Representation in North African Cinema

As discussed previously, one of the main objectives of North Afrodd@emas is
national identity representation and the building of a national film indiistcompete
with the dominant Euro-American film industries, both locally anérimdtionally. In
this chapter, | will discuss the representation of feminist theughtl politics in North
African cinema, and how feminist filmmakers deal with the issoésfeminist
representation in their films. North African feminist filmkess are ultimately trying to
gain agency and positionality within the national dialogue, and to dksertole in the
building of the nation. One of the biggest obstacles North Africamnfst filmmakers
deal with is the fact that they are placed in a position thaplcates their efforts to
assert their agency in their patriarchal social order on hara, and in relation to
Western feminist criticism, on the other. | will discuss lihetations these filmmakers
suffer from on both sides. As a start, within their culture aridapehal society, these
feminist flmmakers are accused of blindly following Westeemihism; feminism in
these cultures is perceived as a dirty word, which goes agead#ion and religion.
Patriarchal nationalists “perceived feminist ideas as Europeéantified them with
colonial rule and saw them as contradictory to cultural authentféitfrhey believe that
these feminist filmmakers are affected by Western thoughengihe fact that North
African societies’ histories entail their access to andianfte by Western thoughts and
ideas, given their nature as postcolonial nations, still dealirth Wie effects of

colonialism. Aside from their geographical proximity to the WHBsirth African nations
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still deal with the effects of Western culture through the atioical system that follows
the educational systems of their former colonizer, France, arfddhtnat there is a large
North African immigrant population in France that still maintagnslose tie with their
home of origin, therefore allowing more access to French culiuteeomembers of the
nation. Given the limitations these societies put on these womethentpolitically,
socially, or critically, North African feminist flmmakersytto represent their issues of
oppression and demands for equality and emancipation using elements cliltioee
and religion, in order to prove that feminism does exist within these cultures aitdgh
not only influenced by Western feminism. The other limitation cofr@m the position
they are placed in by Western feminists’ critique. PladNath African feminist
filmmakers in the position of Third World women, or as an “Other,” umndegs their
messages, and their efforts for feminist representation. Itsobyg claiming that North
African feminists’ efforts for social and political reforisi merely nationalist, since they
have not yet achieved the same level of autonomy that Westernnwawe. Therefore,
their efforts are undermined in the sense that they are not causifdsninist, in the
Western sense of the word.

In this chapter, | will analyze the role that film plays in gemrgting women’s
struggle for equality, social status, political ambitions, and tipgesentation of a
feminism that pertains to their issues and struggles withitota and national contexts.
At the same time, | will analyze the different approachese feminist filmmakers take
in treating the subject of feminist emancipation, expression, gprégentation in their
films. | will study the approaches that these feminist rimkers take to include

themselves within national discourse, as well as the processaifaldiuilding. For, as
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Ella Shohat explains: “Any serious discussion of feminist cinemaat therefore engage
the complex question of the ‘national”” The national in that sense determines the
efforts feminists make in order to engage in the national dialogspecially in nations
still in the process of developing their national identity. As gl see, one of the major
obstacles these feminist flmmakers face is the limitatmrison them by the patriarchal
social order, first as women (i.e. minority and underprivileged), acdnslly by the
hegemonic nation-state that limits their right of freedom pfession. On the discursive
level, these feminist filmmakers are trying to assert leeninist politics and their ability
to represent themselves and the women of their nation without thatialéste
classifications put on them by Western feminist critical tiesoiThe films these feminist
filmmakers are producing, as Shohat explains, “challenge the nmasicobntours of the
‘nation’ in order to continue a feminist decolonization of Third-Wotldlistoriography,
as much as they continue a multicultural decolonization of femirssirligraphy.®® So
the main point that North African feminist flmmakers are wogkfar is to decolonize
themselves from the controls of a patriarchal social order, amaszulinist Western
thought that puts them in the position of only and always oppressed subjects.
Before we begin to analyze the feminist thought and politicesepted in this
cinema and these films, we must consider the roles and socidl@gidapolitical
limitations of women in these societies. In Algeria, women Hmeen struggling with
trying to get some of their rights, especially after thansc fundamentalist rising in the
1990s. This comes as a result of the oppression people, and espemiadiy, dealt with

during these turbulent years. The oppression women dealt with includéackhef
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physical movements (they were forced to stay within the domgséice), and constant
violent attacks on them if they didn’t wear the Islamic tradai dress, the hijab (as we
have seen in my analysis &ashidain chapter two). Women’s movements were
suppressed to the point of violence against those who didn’t follow strict Iskansgc In
Morocco, feminists have been fighting to rewrite history to proeemen’s participation
in the struggle for independence, and their role in the building of tlenakidentity, in
order to gain more presence in the political sphere, and to be ntimes @articipants in
the their conservative society. Tunisia’s history as a aecalciety gave women more
rights politically, yet culturally, women are still struggling assert their identities in a
patriarchal society. Suzanne Gauch explains the current ciarest within these
societies in the introduction to her bookiberating Shahrazad: Feminism,
Postcolonialism, and Islam
In Morocco, independence was followed by the ratification of the Gudde
Personal Status, which affirmed men as the head of the householdrdeded
the status of minors on women. Tunisian women, by contrast, waareedrliegal
equality with men in the post-independence Personal Status Coddthyatthe
private domain they continued to confront pressures to subscribe to wermat
feminine behavior. Algerian women long struggled for the recognition of equality
between the sexes but saw the defeat of their efforts in 1984, wigenaA

instituted a conservative Family Code. In all three countries but mosaiiagn
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Algeria, the decades since independence have seen a sharp redgious

extremisms that challenge nationalist governméhts.
For one thing, the Personal Status Codes and Family Codes mdnslboee restrict
women’s political rights, in comparison to men’s, and limit worsempolitical
representation outside the domestic sphere. In these padtiaodieties, which can be
taken as indicative of other Islamic societies, women’s partioipan the national
context is constrained and limited, given their minority status@sen, even though
each nation deals with the issues of women'’s rights differenflyus, women in these
societies were made silent and oppressed. What feminist filmmakenggedrdo is to
give voice to these oppressed minorities within their own sochtgrking within their
political constraints, these filmmakers deal with three mainestdj First, national
identity and women'’s involvement in the creation and development of thennand
their participation in the national dialogue, second, religion anld¢ation and influence
in their lives, and third, social roles and the limitations pafnar societies put on
women. Through the films I discuss in this chapter, | will dematesthow feminist
filmmakers have developed their own political voice, one that plduwss issues of
oppression and marginalization within the national discourse. By shothigig
participation in the struggle for independence, and that they agrahpart of the social
order that needs their participation in order to develop the processtiohal identity
creation, these feminist filmmakers are trying to challenge thein@osis minorities and
as the silent oppressed. Yet, along with the national problem, tteafdifferent kind

of oppression from Western critical analyses of their filmg timaits their messages

9 Gauch, Suzanngiberating Shahrazad: Feminism, Postcolonialism, and Islam
(Minneapolis: University of Minnesota Press, 2007) 12
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based on their gender, race, and nation. In other words, thete Afocan feminist
filmmakers are still trying to decolonize themselves fromrtlséatus as Third World
Woman.
Third World Feminism

In “Under Western Eyes: Feminist Scholarship and Colonial Disestfs
Chandra Talpade Mohanty questions Western feminists’ scholarship HhioditWorld
Feminism. In the examples she gives, she argues that theofayppression Western
feminists commit is that they place all Third World women undersame category, that
of “Woman” and “Third World Woman”. In doing so, Western feministd fa
recognize the agency of these women in their struggles, byimtathat all women
struggle with similar issues generally, and all Third World worstruggle with the same
issues, just because they come from the “Third World”. By doingVestern feminists
ignore the differences within each one of these Third World, or dewglcgucieties.
With that, they commit what she calls “discursive colonialis®tause they focus on the
similarities of struggles, rather than the idea of diffeeemt reference to the culture, and
the micro-political, micro-national differences. The problenmhwiitis generalization is,
as Mohanty explains, that “[tjhe assumption of women as an already constititegrd
group with identical interests and desires, regardless of eldwssc or racial location, or
contradictions, implies a notion of gender or sexual differenceesr patriarchy that can

be applied universally and cross-culturalfy.” Mohanty admits that Western feminist

% Mohanty, Chandra Talpade. “Under Western Eyes: Feminist Scholarship and Colonial
Discourses.Dangerous Liaisons: Gender, Nation, and Postcolonial Perspecties.
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Press, 1997) 255-277

% Mohanty “Under Western Eyes” 258.

126



discourse and political practice varies and, as diverse asd#ie gf Western feminist
discourse in this topic may be, she introduces the possibility ‘tfeamhinist
writing...discursively colonize[s] the material and historical togeneities of the lives of
women in the Third World, thereby producing/representing a compesitglar ‘Third
World woman’- an image that appears arbitrarily constructednbuértheless carries
with it the authorizing signature of Western humanist discodP8eWithin this singular
image representation, Western feminists group all Third World emomnder the
category of a monolithic “Other”. The contradiction of what t@dher” struggles with
reflects the self-presentation of these Western feminisa@erior and as having already
reached the ultimate level of emancipation. The claim thatfdw®y similar issues and
struggles reflects Western feminists’ understanding of their issunes, forgetting that
they come from a privileged point that at times makes them kdirmehait other women
are dealing with. The simplistic representation of Third Worlsmen as a singular
category creates a “cultural reductionism” that ignoresrtreacies of the cultures and
societies of Third World countries.

The issues that Third World women deal with, according to seveestai
feminist writings, are “religion, family/kinship structures, tlegal system, the sexual
division of labor, education, and, finally, political resistant’e.”Mohanty stresses the
fact that by highlighting that Third World women are the only omke deal with these
issues, Western feminists ignore that even in the West, women dadltwith the same,
and are still dealing with these issues, or else, there would wethieen any need for

political struggle and discourse by Western feminists. \WWhatexplains is that Western

19 Mohanty “Under Western Eyes” 256-257.
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feminists impose a Western understanding of these issuesg filsee the difference in
culture and history, to the point that these Third World women becdess advanced
version of them. Furthermore, these simplistic categoriestdajortray the wide
difference of classes within these societies, and fail to dhewdifferent ways these
categories are dealt with by these women. In their repeggembdbf Third World women,
Western feminists create the predicted binary image: us versog the West and the
“Other”. By showing what Third World women lack, Western feministsraffvhat they
have. If “they” are oppressed, “we” are liberated. If “theye illiterate, “we” are
educated, and so on. Yet, the common denominator between all these isghe
concept of gender. By failing to see the differences withéncategory of “Woman”,
Western feminists reduce all of the problems Third World womea $ately to their
position as women. The idea of Woman fails to see women in gesamlahistorical
subjects who suffer from other issues like racial, politicalionat, as well as sexual
oppressions. This approach creates a problem because, as Mohansy dfgine
struggle of a just society is seen in the implication in fernigiiscourse that structures
sexual difference in terms of the division between the sexesthkenew society would
be structurally identical to the existing organization of powations, constituting itself
as a simplénversionof what exists.®? In other words, this rigid categorization of Third
World women as a group based on their gender disregards all thesstnes that these
women deal with, and therefore it does not achieve what they aamhteve, equality
and a chance for self-presentation. By only focusing on gendes,s&estern feminists

do not create a constructive understanding of the other issuesnwesn are dealing
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with, like race, sexuality, and class, and therefore, another formegfiality will come
into focus, since these issues were not addressed. What shessigygefocus on the
structural transformation of practices of power and institutioninvithese nations.
What | want to add is that with this discursive colonization of Thitdrld women,
Western feminists might also put themselves under the santatilom, that of gender.
To assume that “all Third World women have similar problems aedsie Thus, they
must have similar interests and go&l§”is to assume that the same might be true of
women in the West. Western feminists need to remember thatijasthey have
different goals and interests when it comes to their own poliies,same should be
applied when it comes to dealing with issues of Third World women.

Mohanty wrote this essay in 1986, but she recently revisited thg tesgaestion
whether the same issues still apply to feminism in the Twentydé@rgury. She explains
that her aim was to relocate the discourse on Third World womereandism from the
Eurocentric, to be able to deconstruct it more cross-culturally. ale is to stress the
idea that if the focus is on the universal, we might make thé&akeisof erasing the
particular in these issues. Acknowledging the changes that ppened in the last
decades, Mohanty brings to light the new challenges femimsidealing with. Some of
the challenges she discusses are the political and economgeshhiat have happened
in the last decades, along with the current rise of religious fuentafism with its racist
and masculinist ideologies that threaten feminists’ scholarshipautice. She states:
“While ‘Under Western Eyes’ was located in the context of ¢heque of Western

humanism and Eurocentrism and of white, Western feminism, a siestay written
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now would need to be located in the context of the critique of glolmtabam (on

antiglobalization), the naturalization of the values of capital, andutiaeknowledged
power of cultural relativism in cross-cultural feminist schdélgrsand pedagogies™ In

other words, the main focus for feminists around the world shoulthéberitique and
activism against globalization and capitalism, since these qeacthave created
situations of harm and limitations for mostly poorer, underprivilegéidms and within

those nations, women and girls are the largest groups that thdéfenost. Mohanty
explains, “[P]Joor women and girls are the hardest hit by the datjpa of environmental
conditions, wars, famines, privatization of services and deregulatigovefnments, the
dismantling of welfare states, the restructuring of paid and dnywark, increasing
surveillance and incarceration in prisons, and so'%h.Having that in mind, Mohanty
wonders, and given the fact that the field of Women’s Studies is established now
than ever, what are the methodologies used in trying to interni@mrdeminism and
feminist thoughts and practices? She explains that in ordérfonists to deal with the
new challenges that face them globally, new ways of stgdgnd applying feminist
thought must be developed. She analyzes the different methodologiegjeantb t
explain the shortcomings of some of them in the process of internaaial. These
methodologies are similar to her earlier point about Westermifgs categorization of
Third World Woman. The first pedagogy she discusses is the ifiras-Tourist

Model”. This model stems from a Eurocentric women’s studies. gdbe focus is on

the victimization of global women, while leaving white, Westerrm&a out of the
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picture. This approach creates a distinction between the locdi@igibbal, just like the
old understanding of self and other. The “Other” is the global, reteofvorld, while
the local is the white, Western, Euro-American. Mohanty explains, “[tjiategy leaves
power relations and hierarchies untouched since ideas about centenaagid are
produced along Eurocentric line¥® The second pedagogy is “Feminist-as-Explorer
Mode”. In this model, the “foreign” woman is the main focus of keamge and the
study of women is placed outside the United States. The interridtienaexists outside
of the Euro-American sphere. So, “the local and the global are biotledias non-Euro-

American.?%’

The third pedagogy she discusses is “The Feminist Solidarity
Comparative Feminist Studies Model”. In this strategy, thalland the global do not
have distinct borders that define where each stops. The relaisrisdtiveen the local
and the global are highlighted and they become the focus of the sgraxfe
internationalization. “Difference and commonalities thus existelation and tension
with each other in all contexts. What is emphasized areamtabf mutuality, co-
responsibility, and common interests, anchoring the idea of fersligtrity.”% Given
the different approaches to the issues of feminist representanid studies of global
feminism, Mohanty points out that even if some of the old discursivenizalion
processes still exist within Western feminist dialogue, tteee new approaches and
efforts to deal with the new challenges feminists around the world are cy featig.

Noting the above points of discourse, then, the analyses of films lmyademen

from North African film industries, even though these analyses degpetitk geographic
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location of these industries, an analysis of a film must use paramtive approach to
understand the feminist representation this film is trying tueae. In other words,
rather than applying a Eurocentric gaze and becoming crititteesé films, by applying
Eurocentric signs and signifiers to the language of filmstedesn non-Euro-American
industries, we should try to understand the uniqueness of their issties,saime time,
not forget that similar issues can be applied to our own lives Wdst. As we shall see
below, the films | chose for this discussion vary in terms of togicsumstances, and
treatments, along with the differences in origins. As a,gtstNorth African countries
in this study, even though they share certain cultural simdayitdiffer in many ways so
that sometimes these similarities are much less important in theddttedginist thought.
Especially in the postcolonial decades, these societies developedwheunique issues
and problems, whether political, social, or economic. The subjeanaohism is no
different. Within the geographical terrain of a predominantly Ar&wrth Africa, these
nations also fall into the category of Islam. The geograplocation, when it comes to
the subject of feminism, is as important as the subject aflsind religion. But as we
shall see, the way the subject of Islam is treated changeslydtom one country to the
next, but from one filmmaker to the next. But with all of thesteminces, one thing
remains constant, or similar; what these filmmakers aregny achieve, in the end, is a
definition of identity as North African women, as representativahef identities of
women from their culture and society, and a representation of ties, problems, and
different issues in their societies, using all the tools theydigpose of, whether it's

Islamic thought, feminism, or at times, Nationalism.
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Postcolonial Women
In “Not You/Like You: Postcolonial Women and the Interlocking Questimins

% Trinh T. Minh-ha studies the different modes of

Identity and Differenc
representation of identity by Third World filmmakers, stating thide search for an
identity is, therefore, usually a search for that lost, pure, tes, genuine, original,
authentic self, often situated within a process of eliminatib@all that is considered
other, superfluous, fake, corrupt, or Westernized."Minh-ha criticizes this search for
identity, and claims that it is restrictive and enforces tbatlon of Third World women
as marginalized. Instead she suggests taking a differenttpobjeepresentation. Yet,
for our own purposes, | will argue that this is the ideal proitedds undertaken by these
filmmakers. But in order to achieve a real and genuine smiésentation, one must
consider to what extent filmmakers are given this authorityepfesentation by their
culture, nation, or government. This authority stems from the palitelgious, and
moral boundaries each culture maintains. The importance of questibaiagthority of
representation affects these filmmakers’ ability to show asagenthat corresponds to
their issues and struggles. These filmmakers are mostlingowithin a system of
censorship that might limit their ability of representation. hasic binary relationship
of representation (according to the colonial mind) is between the outsidifirs|f and

the “Other”. According to Western standards, the lack of rezognidifference in

culture and approach to issues of representation, except for tive differences of

199 Minh-ha, Trinh. “Not You/Like You: Postcolonial Women and the Interlocking
Questions of Identity and Differencédangerous Liaisons: Gender, Nation, and
Postcolonial Perspectivekd. Anne McClintock, Aamir Mutfi, and Ella Shohat.
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gender, race, sexuality, us versus them, fails to see thecese€ these differences,
which refers back to Mohanty’s argument of the colonization of Thiodld\feminist
discourse, discussed previously. To explain this point further Idmgtduss Minh-ha’s
discussion of the three examples of practices of the notion of aliffey more
specifically, how these differences are represented genemalyestern or Western
influenced discourse. “First, there is the example of theageikality and metaphor. If
the act of unveiling has liberating potential, so does the act lafigzeilt all depends on
the context in which such an act is carried out or, more prgciselhow and where
women see dominancé™® This brings to mind the Moroccan filldoor to the Sky.
Nadia’s choice to wear the veil and return to Islamic teaclasgsform of emancipation
rejects the notion that claims that the veil only signals a foirwomen’s oppression.
“Second, the use of silence...Like the veiling of women, silenceocnbe subversive
when it frees itself from the male-defined context of abselack, and fear as feminine
territories...Silence as a will not to say or a will to unsay as a language of its own has
barely been explored® In Silences of the Palacéhe most powerful sequence is a
dream sequence in which Alia runs to the gate of the palateclases in on her, and
while she tries to scream, no sound comes out. She is silencedhale to speak, even
if subconsciously. Yet, this silence is the ultimate displayhef struggle and her
frustration with her life. “Third, the question of subjectivity. Tdwmain of subjectivity
understood as sentimental, personal, and individual horizon as opposed to objective,

universal, societal, and limitless horizon is often attributed to evo(the other of man)
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and natives (the other of the West)*” This is apparent in many analyses conducted by
Western critics, even audiences, of native or Non-Western. fililngir subjectivity and
sentimentality does not have the power to speak for all. “Wonmah™[dative” do not
have the power of knowledge and reason; therefore, they need the guiddhe more
sophisticated (Man and West) in order to “elaborate concepts.” Jiigectivity comes
from emotions. They cannot think or reason, they feel and react. fdifeerd/oman and
Native cannot lead, or create meaning; they can only react, and be led to reason.
These three examples serve as historically common filmic fidmd critical
practices when trying to understand the representation of iddmityrhird World
filmmakers. Yet, “An insider can speak with authority about her owture, and she’s
referred to as the source of authority in this matter--notfidcm@maker necessarily, but as
an insider, merely. This automatic and arbitrary endowment ofnsider with
legitimized knowledge about her cultural heritage and environmentexelys its power
when it's a question of validating powet* So a filmmaker from Algeria or Senegal
loses her position, or agency, as a creative creator, to the outsilde(the West) and
what remains is her insider position as an Algerian or Senegaldss is apparent in
several International film festivals and their categories.fillAmaker from the West,
whether French or American, for example, is judged by hestiarskills in storytelling
and her mastery of the film medium. Yet, this form of natiana the Third World
woman filmmaker comes from the fact that “Third-Worldist#l are often produced
within the legal codes of the nation-state, often in (hegemonitynah languages,

recycling national intertexts (literature, oral narratjvesusic), projecting national
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imaginaries. But if First-World flmmakers have seemed to float ‘abp&ty nationalist
concerns, it is because they take for granted the projection oficmalapower that
facilitates the making and the dissemination of their filM3.” A filmmaker from
Morocco will be judged on how closely, or authentically in Westeasymptions, she
shows her culture to a curious Western audience. This distinctionheut®n-Western
filmmaker in a position of cultural informant, or a native speaker, and withhilseor her
identity as a filmmaker will always be hyphenated by thional identity, always in
need of definition, while the Western filmmaker’'s identity isvaJs assumed as a
filmmaker (Western women filmmakers still suffer issw#sdiscrimination based on
gender). This can be attributed to the over exposure that Euraeamdiims have
around the world. Given the fact that Euro-American films sauradst world film
theaters, Western culture does not need definition or explanatiorfactinit is this
cultural imperialism and colonization of cinema that most non-Wedtenmakers are
working against. This point is what created an industry of Thicdlfilmmakers eager
to focus on their difference from the West, and sometimes tingiasties for the sake
of sympathy, in order to gain acknowledgement and fame in thedkesiticuits. On the
other hand, this eagerness for showing one’s culture can be anatyaguressure from
the West on these Third World filmmakers to be cultural speakepresentatives, in
order to show the difference between them and the West. Hongsas there is a
distinction between Western culture and other cultures, there aysive West, and the
“Other”. As Trinh T. Minh-ha explains, “Many of us still hold on ttee concept of

difference not as a tool of creativity to question multiple forofisrepression and
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dominance but as a tool of segregation used to exert power on theotbesisal and
sexual essence$™ In other words, the notion of difference, as understood by non-
Western filmmakers, is used as a form of always placing thehe position of “Other”
or outsider, rather than understanding that difference as a form of eaprasdias a tool
for representation. The fact that there is difference betw&®astern and non-Western
identity on the basis of race or sexuality, for instance, shouldentite foundation of the
critique of artistic work or films. “This concept of differencan encompass differences
as well as similarities**’ In other words, the mistake that some Western critics and
audiences make is to focus on superficial differences, from smpejal behavior,
religious practices as so on, as seen in different Third Witnlenbkers’ work, rather
than see this difference as an effort to deconstruct the lséste ¢ultures are in, and as a
form to verify their creativity. Just as in the exampleéshvha has given us, there is an
inherent preconceived understanding of different cultural codes, dyskhird World
filmmakers, from the West (the concept of the veil, for instartha},becomes a code of
difference in terms of inferiority, rather than a powerful tool expression and
representation. In the end, difference does exist, yet what Mimatres against is how
these differences are used to create conflict, rather than tamdktkat “difference is not
what makes conflicts. It is beyond and alongside confiiét.”
The Subaltern Speaks

In her intriguing essay, “Third World Women’s Cinema: If théb&8ltern Speaks,

Will We Listen?, Gwendolyn Audrey Foster re-introduces Gayatri Spivak's famous
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guestion, “Can the Subaltern Speakdy giving us examples of subaltern women
filmmakers who are trying to represent themselves, yetaaexl with opposition on the
grounds of a Eurocentric critical theory and categorization faowariety of different
groups, whether Western feminists, or Western intellectuals aademics. This
opposition “locates an inherent anxiety in representation (andegpgsentation) of the
postcolonial, non-Western, woman filmmaker. This representationsis extends
beyond the language of the speaking subaltern, and is embedded in emerging palstcoloni
criticism.”™® So as these women try to speak, they are faced with thiendged of
limitations in understanding and criticism. For as they areyawwat in the category of
“Other”, their self-representations are problematized by their gerat@al, and historical
differences. In Foster's estimation, the subaltern, or Third Wwdthan’s crisis of
representation stems from the notion of creating the categot@tber” in order to
define difference by the Western critic, rather than allowtiimg subaltern herself to
define her own difference. So the problem is not that the subaltesmdbspeak or try
to represent herself; the problem is that Western audienceadademics, critics, and
audience) do not listen, or take on the position of the outside gazetiqrrather than
the position of the listener. This is achieved by locating tibaltern flmmaker within
the limits of gender, race, national context and so on. In other weodter claims that
Western critical theory does not see the subaltern womamékear as a socio-historical
subject, or an individual speaker of her own generation, for examplehdus slways

criticized and gazed at as an oppressed “Other”. Thereforgisenaf her work will
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always be influenced by the assumption of her position as a minamier-privileged,
and at times, national. Her positionality as oppressed can onlg h&ka silenced
subaltern stuck in relation to her circumstances (racial, semaabnal), therefore she
cannot universally represent other women, which is more desirablbemanuniversally
represented. Forster argues that “[tlhe subaltern is challebhgethe limits of
subjectivity and inclusivity*® She explains that the major problem with the issue of
subaltern women’s cinema is not in the films they make, as mai¢hea“Eurocentric
power struggle of meaning and sign ownership.’She suggests that the problem lies in
the objectification of these filmmakers that takes away ausesf their authority as
speakers in general, stripping away their agency as critiggéters and creators, and
putting them in the position of cultural informants of their postcolomiations.
Therefore, their strength lies in their position as insidang, only as insiders, and their
messages lose importance if they do not comply with the presumptigaro€entric,
Western, or their own cultures. She instead suggests “We elapavbetter serving the
needs of the critical questions of postcolonialism by assumingutiecs position of the
listener, rather than the dominant position of the gazer/critjoigen we are listening to
the Third World woman filmmaker** The critical questions of postcolonialism she
alludes to are the questions about national identity representaiibthe location of
women within the national discourse. In other words, a better stadding of subaltern
and Third World women filmmakers’ discourse can be achieved whetekiVesitics,

academics, and audiences allow these filmmakers to show tHenedife within their
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work, and not have a pre-conceived notion of that difference on thedbasiere they
come from. Assuming an authoritative position (by Western audiemdes) dealing
with subaltern and Third World women filmmakers’ discourse, and matem as
subjects of criticism, within the category of “Other”, rather than faxguen their work as
a form of showing difference, undermines the messages theyiing to/portray. Homi
K. Bhabha explains: “Critical theory often engages with Third [d/atithin the familiar
traditions and conditions of colonial anthropology whether to ‘universatizeir
meaning within its own cultural and academic discourse, or to sharpen its interpad cr
of the Western logocentric sign, the idealist ‘subject’, or eéddhe illusion and delusion
of civil society.™ So, Western critical theory commits a form of criticarfminment”
of the works of subaltern and Third World women’s cinema, by platiag tin a rigid
understanding of their positionality as “Other”. Therefore, #tidg's the essence of the
difference they're trying to convey in their work, by assumsgmore universal
difference, that of race, gender, and national contexts. THerafite stresses the
Western superiority as the “ideal” universal image, while otbatg mirror this image
by proving their inferiority.

Keeping all the above points in mind, analyzing the question of identity
representation in North African women'’s films must not locatéeihce solely in the
form of culture, nation, race and sexual behavior. Difference musidagéed in the
intricate approaches these filmmakers use in discussing tha#sis In other words, their
position as non-Western, Third World filmmakers cannot be reduced ttevbk of

singular “Woman”, too hindered in their cultural traditions to bpresentative of

123 Bhabha, Homi K. “The Commitment to Theor@testions of Third Cinem&d. Jim
Pines and Paul Willemen. (London: British Film Institute, 1989) 123
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“Woman” more universally, even though we cannot say that the incdgesmen in an
Algerian film are the same as a Tunisian film, and to go ewghdr, not one image is
similar to another. What | seek to analyze is how differemean filmmakers approach
the question of identity as unique, and also temporal, and at the iszané¢ot be able to
signify more generally the status of women as unequal. For thetydehts modern
Algerian woman differs greatly from that of the identity loé tsame Algerian woman in
the decade right after the independence. What | seek to find imafysas is the tools
that these women filmmakers use in trying to define their itlesitiwvhether it may be
with the use of memory, sexuality, space, politics, or religionshort, | seek to analyze
the techniques and rhetorical devises that they use in tryingfitte d@eir national
identity, and their role in the creation of this identity. Iths telationship between form
and content, the medium of film and what they can portray within that medium.
La Nouba Des Femmes Du Mont Cheno(#977)***

Taken as a poetic contemplation of the identity of women in postcokigatia,
La Nouba Des Femmes Du Mont ChenbydAssia Djebar is more of an experimental
filmic text that follows a female architect who returns fréaris after many years of
exile. The film follows Layla, who comes back with her paralybeisband and her
daughter, as she interviews the women of Mount Chenoud who tell her abwmut the
experiences during the colonial era, and during the long war of indemend&he film’s
simple technique of combining newsreel footage of the war, and kay&v/els, along
with occasional voice-overs from Layla as she contemplatesnmations about what she

hears from the women, serves to display the role that womerdplayee war, but as a

124 Dir. Assia Djebar. Algerian Television. 1979.
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form of memories, rather than active participation in theggies The focus on
memories in this sense is to stress the limitations on worpartigipation in the public
sphere, yet the fact that they own their own memories of thenderates that they did
have some kind of participation, even though their participation wasdefesm the
official histories of the nation. This retelling of storiesagd®rm of memories also serves
to show that even though these women have in reality participatéa istruggle for
independence, their roles were marginalized after independeaseddrom the official
history of the struggle by the post-independence government, becatrssrajender.
So, the only way they can prove their participation in the skeuggthrough their
memories, rather than the official documents of the strugglenttapiendence. Djebar
uses music, the spoken word, and the images of land to represent tbaasahthese
women as they tell their stories and explain their hidden involveimehe struggle for
independence. With the use of these elements, Djebar createlsl @ffeminine space.
While they stress their presence in the background of thenaastruggle, Djebar makes
their world in this film the national identity of the land, as wedl making them the
storytellers of the national struggle. Experimental Nations: Or, the Invention of the
Maghreb, Réda Bensmaia explainsL.d Noubais a film essentially geared to the
investigation of a world that was as yet virtually unknown in Algethe world of space
and time as perceived by women, the world of body and thought aseexpee by
Algerian women (and Maghrebi women in general) and of their sakdttip to the world,

to society, politics, morality, intellectual identity?®

125 Bensmaia 84.
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The film is a collection of fragmented segments that showaamn roharacter,
Layla, wandering through time as an observer of the world she'digatsg. She does
not participate in the telling of stories. She just allowswbenen to speak, taking in
their memories, and juxtaposing them to her own life with her hushashaiaughter.
The only time she speaks is through voice-overs, in a way, to amstgr position as an
observer, and a student of time and memory. The use of the fgazalés implemented
to try and understand the “reality” of the nation after the enaodbnialism, from
women’s perspective, especially because their participation iardaion of the nation
and the national discourse was marginalized after independenda. dbag not take part
in the actions. She is the audience, and guide to the audience, iorathaticould only
be seen in fragments, because it is still in the processeafi@n, and because it has
chosen to omit important elements of the national discourse, womeané&syvoAnother
important aspect to consider about Layla’s position as an audienice fact that she
takes on the position of the outsider, with the ability to infilttageinterior lives of these
women. She is an outsider because she was educated in the \Weshce, and lived
there for an extended period of time. She is also an insider besteisemes from that
region, Mount Chenoud, even though she left it at a young age. Theaptbgiiveen
the fragmented nation, and the sometimes-incomprehensible fragmerdatihe film,
stresses the idea of the isolation of the Algerian subject (wparal brings to light the
psychological life of the characters of the film. This soaénhanced by the temporal
fragmentation of the story. The film deals with “four sepatiate levels: the present of
the filmed exploration, the immediate past as remembered rhgldewitnesses, the

distant past evoked by the grandmother, and the retrospective noeddgatthe images
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by the narrator**® The use of time fragments stresses the importance of nenothe
telling of the national story in the film. For the present is as importaheasemories of
the past in the search for a location for women within the national discourse.

Layla’s paralyzed husband, and her desire to love him and run asrayhim
present the state of relationships between men and women. kingréae common
national discourse, as man being able, and woman dependent on man, Dietsrircla
the husband’s character, that the Algerian man has been parafi@ethe war, in the
process of rebuilding, when he did not allow the Algerian woman to bepamef the
rebuilding of the nation and national identity. Layla’s desire to away may be
considered as the modern Algerian woman’s desire to take cbérger own life,
without the dependence on the man, the family structure, and the corotasrthat
traditions impose on both men and women. Layla’s interaction with hé&ahdss
silent, defiant, as she tries to escape his gaze. In theéesthat bring them together,
Layla impatiently walks around and he silently watches her. ohhetime Layla speaks
in the film is to her husband, when she tells him that she is leéwing Here Djebar
comments on the patriarchal social order that keeps the woman under theingrgeaé
of the man, under which she feels suffocated, and paralyzed owheway. Therefore,
the ultimate form of liberation is for the women to leave the,nva order to find her
identity. And the only way a healthy nation can be built iswthe man lets the woman
find her own way.

On the other hand, Layla’s relationship with her daughter is thetiomywe see

her in an almost ecstatic mode. She tells her old folktalest@nd in a voice-over, she

126 Armes 121-122.
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asks what is the need to tell her about how many people died? Hoyhoases were
burned? She says that folktales and fantasy might be the onlyvweagse the memories
of war. This declaration could be seen in two ways. The fitsiaisDjebar parodies the
Arabic insistence on the retelling of the glories of the pelsile forgetting the problems
of the present. The second way it can be seen as the naturakphatestories come
into being; they start as memories; they become part of anaésit discourse, and as
time passes by, they become folktales. Yet at the sameettin telling of stories, which
become folktales, combined with the slow shots of landscapes, erewe space of
memories and present struggles, old and young women. Layla trathets this space,
but she does not interact with it. Her status as an observéesceeaew way of looking
at the national project through an educated woman’s eyes. Yet.ckeoflateraction
does not put her in a passive position. By placing herself as an audience, she aflews the
women to speak for themselves, rather than retelling theilestanth her own voice.
She places herself as an outsider because of her positionrascah Educated woman.
She denies herself the authority over memories by insisting og biéént and a listener.
She also stresses her position as an outsider by using the Fegahge in her voice-
overs.

By choosing to be a listener, Djebar succeeds in giving the ruraamwanchance
to speak and tell her story. She positions Layla, the educatediaklggoman who
represents both identities of the West (she has just come backfamce, and she is the
only one who speaks in French) and the East (she is Algeriairtbyand upbringing).
Her position as the observer, with scarce voice-over commentgsaitee indigenous

Algerian women to speak without interpretation. In fact, Layfarsilial struggle can be
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interpreted as the national struggle between the indigenous natieméty, and the
identity given to them by the colonizing West. Layla explains g@sition in the
beginning of the film: “I'm not looking for anything. But I'm listening. Oh, howve to
listen.”?” In this statement, Djebar positions Layla as the educateddisfthe Western
feminist) rather than the critical gazer who looks for preconceineabes of these
indigenous women. She stresses her position as an outsider. By not fookingthing
in particular, and listening to these women, she can allow themtitulate their
memories, and she can learn more about their roles in the natiogglest If she looks
for something in particular, she might risk using the preconceived natioAfyerian
woman identity, or risk looking at them as Third World women only, réatien women
in the process of telling their stories. In a way, while fhistg to the voices of women
while they tell their stories, and the sounds of nature, intertwinddstock footage of
the war of independence, Layla is trying to understand her ownitidentVith this
comment, Djebar stresses the point mentioned earlier by Gwendotdne\AFoster about
letting the subaltern speak without interpretation, and by Trinh ihhMa, about the
binary relationship of outsider/insider in the authority of reprediemt Layla is an
outsider, for she has left during the war of independence, so Her tdeknowledge
could be challenged. On the other hand, she is still an insider, fstilslbelongs to the
land, she speaks the language, and she is amongst her own peoples wetisten the
voices of women telling stories about the struggles of the pasitilvdo not have direct
contact with them. As Roy Armes explains, “[W]e hear the safnithese women’s

voices, clearly, but often they are speaking off-screen orthaiin faces turned away. At
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times the meditative, narrating voice in French intrudes, derygndirect contact with
the women, in order to give us the narrator’s thoughfs.This technique could be seen
as Djebar’s awareness of the power of the voice to tell thiestas part of the Arabic
traditions that are more verbal than visual. This technique meaffiheir identities as
Arab, and Berber, in the way they choose to tell the stories. Dgéleases the fact that
the tool of flmmaking still belongs to the West, which if shedusxtensively, she might
fail these indigenous women, and she could make the mistake of givingnuoo
interpretation to the West, therefore, not allowing her subalteredslip be heard. She
maintains the visual strength of the film in the sequencesitichide Layla (The
Westernized Algerian) who is more familiar with what the Waeans, and of Western
traditions and practices. In a way, “Djebar’s work foregroundsnthltiple obligations
of the postcolonial woman author, who is both a part of and outside thetictilebat
she publicly represents?®® So with the refusal to show women'’s faces in the film while
they're telling their stories, Djebar comments on the laclepfasentation in the national
discourse that these women have suffered. And by visualizing éstevilized Layla,
Djebar stresses her position as a representative of her restithe educated woman who
has a role in the building of the nation, yet by showing the probierer relationship
with her husband, she protests the fact that her position as a “Wa@ut'her in a
position of lack, when it comes to the argument for the representdtimation identity.
Her agency as an artist and speaker of her nation is challeygekdr lposition as a
woman in a patriarchal society, just as her position as a N@tevviewoman challenges

her agency as an artist. This is the problem that most wornemdkers from these
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societies face constantly; how to be able to speak and be heard, ethaneydealing
with two opposing forces, that of the local national patriarchi lthts their ability to
give voice and representation to their messages, and the secondfftireecriticizing
West, and Western feminists, that demand messages they understahsk, dhese
messages would be considered unacceptable.
Door to the Sky(1989), Revisited

While in her film Djebar chose the use of sound and oral stongdHaditions to
represent the identities of Algerian women in their struggle torbecsubjects of the
national discourse, and to show their own articulation of a femirsisbdisePoor to the
Sky by Farida Bin Al-Yazid uses Islam as Moroccan women’s whghowing their
participation and articulation of feminism within the national disaurEhis film defies
all Western feminist accusations against an oppressive Islaatiare, and introduces
the subject of Islamic feminism as a possibility for emanmpatThe film deals with the
issue of identity and belonging. It offers a comparison betweditidraand modernity.
It does so in an experimental storytelling technique that t#kesspiritual aspect of
Sufism, and tries to apply it to the visual filmic language. Tims, in its study of the
concept of female emancipation, is the only film from Morocco tidlets the institution
of religion, Islam in particular, as a form of emancipationcolnes at a crucial time in
Moroccan feminists’ struggle in the 1980s to redefine their rolésirwihe national
discourse, and to rewrite the historiography of the nation, which plaoenen in the
position of minority and tries to prevent feminists’ reform agefrdan gaining any
credence by claiming that feminist thought comes from thesmen’s influence by

Western feminism. This film is a clear answer to then@amade by national
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historiographers that feminist emancipation is a blind following/ettern ideologies. It
proves to them that feminist emancipation is embedded in Islagddions, and any
opposition to these traditions threatens the state of Moroccan catdneation. As Liat
Kozma argues, “When hegemonic narratives present patriarchy arekd¢hesion of
women as a natural historical continuity, and feminism as an unnhist@ilical rupture,
a deviation from ‘the heritage’, feminist authors present femimasntself ingrained in
this same national heritage. They try to present an indigenogslggy of feminism
and trace famous women in history and in folktaf€8.This point is evident in Bin Al-
Yazid’'s dedication of the film to Fatima Al-Fihriya, foundertbé first university in Fez
in the tenth century. In this dedication, she is trying to prove féminist ideology
existed in Moroccan culture even before the age of colonialismeftine, denying
patriarchal claims against feminist thoughts and practices.

The film questions the decisions postcolonial Moroccan women hawake in
the struggle or quest for emancipation. Western feminists wogle: @ahat for a woman
to be emancipated, she must be liberated from traditional digibus beliefs and
practices. This film argues precisely the opposite. Nstdids as a Westernized woman,
dressed fashionably, living in Paris, and dating a French man. SesteMV feminist
opinion, she is already emancipated. Yet she chooses Islam diidriras a different
form of emancipation. She lets go of her life in Paris, her]Jare her modern clothes,
to follow the spiritual teachings of Islam. Her choice to foensher internal life and
spiritual journey, and calling it a form of feminism, is a direcdmment on the

assumption, by the patriarchal society on one hand, and by Westeirmsts on the
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other, that feminism can only be ascribed to the West, and that @rdy mean living a
form of secular modern life. Choosing to let go of different etspef modern life for
the sake of re-evaluating her choices in life, and therefore, clgotsitive a more
spiritual and religious life, she makes a major step in trying to help otherrwome

The first half of the film follows a linear story formatn the first half, Nadia is
yet to discover Islam, and is still holding on to her Westertetoaind modern life. The
filmmaker, in a way, chooses the linear story format to repreNexia’s Western
identity. While during the spiritual journey of the main charadteg, film becomes
mostly episodes of different events that show the change she undergoes. Dupadg,this
the narrative becomes fragmented in terms of time and streby representing the
spirituality of Sufism, and insisting that this spiritualigpresents an important process
of identity formation, and process of liberation, that the Muslim ddcan woman is
going through. This choice comes in solidarity with Moroccan rfiests’ struggle to
change their status as minorities, as a result of the PeiStatas Code, which is “based
on the prescriptions of the Maliki school, one of the four schools @misl
law...According to the law, codified in 1958, two years after Moracowdependence, a
woman is legally considered a minor throughout her fifé.”By using Islam as the
source for emancipation in the film, which is the same solnaethe patriarchal order
uses to discriminate against women, the flmmaker is presenting a possibditange in
the status of women. In showing that the main characterhanddmen with whom she
interacts, are examples of the emancipated Moroccan woman, ghmeart against

giving agency and power to Moroccan feminists becomes less effective.
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By creating a feminine space in the palace, Nadia createfuge for other
women against the injustices that they still face in the outsiddd, therefore
commenting on the fact that the situation for Moroccan women mitigir societies is
still harsh and limiting. This feminine solidarity is a comment on the factrit@atler for
justice and change to exist within the nation, women of all class®svalks of life must
support each other in order for this change to happen. It can be seewas of
regaining strength with the support of each other in order to continuée struggle.
The only person who refuses to stay within that haven is the chlacdc Westernized
Moroccan woman who refuses to even eat with the others, andsatusecept their
ideologies as a form of emancipation. The filmmaker presentschi@gcter as an
example of Moroccan women who disassociate themselves from NMwmioccan
traditions, culture, and religion in order to claim their modernBy.becoming followers
of Western lifestyles and feminisms without a complete undetistg of what it entails,
this women refuses her identity as Moroccan, therefore, she sehes&indness of other
Moroccan women. Also, in her refusal of their religious ideologes seeing them as

backward and traditional, she represents the Western feminists atégoze Third

World women as oppressed, and underprivileged, and refuse to see the edfsence

difference as their own form of feminist representation.
Satin Rouge(2002)*%

As Door to the Skyleals with the creation of feminine space to create a $pace
female solidarity against a harsh patriarchal soc#yin Rougdoy Tunisian filmmaker

Raja Amari deals with women’s refusal to stay within the ddimepace and her desire

132 Dir. Raja Amari. Perf. Hiam Abbass and Hend El Fahem. Zeitgeist Films. 2002.
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to break the barriers between women and men’s spaces. sLdiforty-year-old widow
who is a mother of a rebellious teenage daughter. Boredheithife, Lilia spends her
time mending clothes, dancing to old music in the privacy of her raoih waiting for
her daughter to come home. One night, she leaves her homed feedrer daughter.
She finds herself in a men-only cabaret and befriends one of ligedbacers. Her
friend finally convinces her to dance in front of the audiencea fiilds great joy in this
new form of emancipation. She has an affair with a drumwieo, turns out to be her
daughter’s boyfriend. The film ends when Lilia realizes the paher has over the
drummer, who ends up marrying the daughter while Lilia contimue®ntrol him, and
lead her secret life as a belly dancer. She controls the dnubymesing the shame he
feels when he realizes that he mistreated his girlfreenabther because he thought she
was only a belly dancer, and the shame he feels for cheatimg gilfriend. In the last
scene Lilia dances happily in her daughter’s wedding, as the nuithiee bride, while
the drummer (the groom) sits awkwardly next to his bride.

This film takes Lilia, the domesticated female body who hidasdesires in her
altruistic existence as a “respectable” widow and motherwdmoddances secretively in
front of her mirror, and puts her at a center of men’s gaze anckslesThis sexual
liberation challenges the status of women in society and the thley must play
according to tradition. For in Arab conservative societies, spaetable” woman does
not flaunt her sexuality in front of men, nor does she wear rexggealothes in public.
Following Islamic teachings, which are ingrained in tradition, worr@ not supposed to
show their beauty to men, except for their relatives, husbantlergasons, brothers and

uncles. Of course these rules vary from one society to dke nin stricter religious
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societies, it means that women must wear a veil in frontrafhgé men. In Tunisia, and
other moderate and secular Islamic societies, where wetrengeil is not strictly
observed, this means wearing modest clothes that do not show women’s inodie
sexual manner. In the film, Lilia comes from a middle clssily. Her role (or
identity) as a mother and a widow prohibits her from showing heraigxand putting
herself in men’s desiring gaze. The form of sexual liberation she dllensslf to have is
reserved, in these societies, to belly dancers and prostitagés)ohd for mothers and
widows. This fact proves the hypocritical nature of the patmagrsociety. Men can go
anywhere, and enter any space, and still be considered respebtsblomen are
refused entry to certain men’s spaces, if they wanted to keépstatus as “respectable”
members of the society. Thus, the fact that Lilia continuesde her life as a belly
dancer from society, and from her daughter, offers an important eotron the power
of traditions and their continued control over women'’s liberation. f€hmle body is
appreciated by men as a form of entertainment in their pripagras, which they attend
without the need to hide from the society. That female, nevesthedll needs to hide
her body from the scrutiny of society. Although Lilia crossemfher domestic space to
the space of men’s desire, she is still forced to represesdglhas a domestic figure. Her
joy cannot be seen in public, except when she shows her happinegshduraelebration
of her daughter’s marriage. Dancing in this case, in “prop®ther’s clothes, not the
belly dancer’s costume, is accepted and respected.

On the other hand, the film shows the ironic separation of the glehtwomen
between the private and the public, the young and the old. Lilia's daugtiends

formal instructions on belly dancing, which is accepted and admitidd's dancing is
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not accepted because she represents the role of wife and mother. This aapubedatin
the difference in generations. Considered the most “modern” among@ MWbrtan
nations, Tunisian women lead a more Western lifestyle. Yetdihele happens
depending on class issues. An older woman is supposed to rejefcrangf sexual
representation and adhere to traditional values. Older women, Liligsicase, represent
the first generation that lived in postcolonial Tunisia. Liliasneration is still
recovering from the effects of colonialism, and still tryingdevelop a national identity
that is uniquely Tunisian, therefore rejecting any form of infleelnom the colonizing
West, and trying to hold on to Arab and Islamic traditions, while Lilia’s dauginésy up
in a more secularized Tunisia, which embraces Western cultureeggots any form of
backwardness attributed to old traditions. Another reason for thisadartion is the
space in which each woman performs her dancing. Lilia danc@sabaret, which is a
men only space, where men can show their desires to women, whdaugter dances
in a school, so it's considered more a form of artistic expressather than dancing to
entice men’s desires. Another point can be that Amari commentise strict rules of
marriage within Tunisian society. A married, or widowed, woman ranther cannot
dance for anyone other than her husband, while an unmarried dininstitached, still
has the freedom to express herself, until she finds the man for Wwieooais dance alone.
In an interview with Amari byThe New York Time#&mari explains the effect the film
had on the image of the mother. “I was expecting to be reprodchéuke love scenes.
But what really bothered people were that | had attacked the syanHaoimage of the

mother, who is a predominant figure in Mediterranean society inrglenghe’s the one
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who transmits values and morality. If you attack her, yolclattae whole society***
Amari’s choice to put the figure of the mother under a sexuhlizale gaze challenges
the rigid classifications of roles within the patriarchal siycieThe figure of the mother
in Arab societies is idealized, worshiped, and always saweed $crutiny. In Islam, the
figure of the mother is the most pure of all, to the point thaPtbphet Mohammed said
that heaven lies under the feet of mothers. Amari’'s choiceptinine the pure image of
the mother and present her as a sexual being with desires arati@spiruptures the
whole belief system of Islamic and traditional societies.

The film also brings to light the concept of sexual liberatiarshdws the female
character, whether the mother or her daughter, as sexuallg,amit of wedlock. In this
sense, it breaks cultural taboos of female sexuality. For incthiiare, women stay
sexually “pure” until they get married, and any form of sexadivity is shunned, or
ignored, if it happens outside the marriage bed. On the other hdmighgs to light the
issue of incest. Lilia, the mother, sleeps with her daughter’s boyfriendth&nheses her
sexual agency as a way to control him when he marries hehtgaugTheir sexual
relation becomes incestuous when she approves of his marriage daugter. Her
control over him comes from his knowledge of their sexual relationhenthability to
talk about it to anyone, for it will bring shame upon him and his fuife. By their
shared secret, she also guarantees that he will not be abteufmoacdis position as the
male figure in the family and therefore, stripping him from ¢ositrol over her, as a

female member of his family. She exploits his love towardsiaaghter to maintain his

133 Amari. The New York TimeAugust 25, 2002
(http://lwww.nytimes.com/2002/08/25/movies/film-an-initiate-in-thehtichythms-of-
tunis.htm)
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silence about her secret life as a belly dancer. With thi, i not represented as
feeling shameful or saddened. She embraces her sexualigcespls it as part of her
emancipation. Culturally speaking, this acceptance and lack aim&his seen as

problematic in traditional Arab societies. Nevertheless, Amlagis not shy away from

this issue and makes it as an example of feminist ideas. tNdithshe embraces the topic
of sexual liberation that most North African and Arab femintsssuss with extreme

caution, given the social implications it may have.

On the other hand, Lilia’s initial conformity did not protect henirthe scrutiny
of the society. In fact, in the process of her emancipation, aheeld how to reject this
scrutiny, and learn how to deal with it, rather than accegndt live in fear of it. The
judging figures are represented by her neighbors, and a nmaily faember. The first
time we see Lilia embracing her own desires, and finaljgyéng her life by going to a
chic boutique and requesting a taxi, imitating a stylish woman slesveasat the store,
we see her riding the taxi in a state of quiet content, only fadeel with the male figure,
who is an authority figure in her life. Instead of continuing withHegpiness with what
she bought for herself, she finds herself eager to defend her purchasas of him and
her daughter. In this scene, she and her teenage daughter becomeexymdsencing
the limitations of society. Her agency as an adult, a motleers not exist, when the
authoritative male figure is present. In this scene, Amari cemsron women’s position
as oppressed because of their gender, and the injustices thatridwehzdtsocial order
commits against women, no matter how old or how young they are.

Yet, the film shows Lilia’'s emancipation in degrees. At fisste is confined to

her domestic space. When she enters the private space of miadestesat first resists
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it, and even fights it. Little by little, she becomes moreauis;i and continues to revisit
it. The moment she chooses to become part of it, by putting on adbeltyng costume,
and dancing in front of an audience, she becomes wild and erratidakisx moves are
clumsy and ridiculous. In a way, her ecstasy in this initial fofralmost exhibitionist
emancipation overwhelms her. As she continues to dance, and tiree pgsshe learns
how to perfect her moves, and becomes more of an expert. In this thleddseration is
internal. The concept of internal liberation means that the cleaya@r the subject, for
the first time becomes aware of the possibility of change. Ikingahe distinction
between internal and external liberation, | suggest the sevepal that a subject takes in
order to achieve emancipation. It starts with the subject’s lack akaess of possibility
of change. Secondly, the subject undergoes an experience that opeyessherher own
condition and the possible injustices she’s experiencing. Third,naltdiberation
happens when the subject takes the first step toward emaneipdti that phase, the
subject is still not sure of the possibilities, yet she twegsychologically adjust for the
change. Finally, when she psychologically accepts the chamggrna liberation
happens, when the subject begins to voice her emancipation in differgnt Ba, for
Lilia, when she goes through the internal liberation, her setxedd a belly dancer still
does not affect her domestic life as a mother, and a respentabiber of the society.
Slowly, she begins to show interest in things she has never donme.b&hbe begins to
buy herself new clothes, high heel shoes, and accessories.béfatiin becomes more
and more external. Even the way she dresses changes. Shearswnwee colorful and
revealing clothes, she even gets a stylish haircut. Thenektmancipation leads her to

finally realizing her sexuality and allowing herself to bé&hwanother man, after her
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husband. Yet, she never forgets her role as a mother, and everoveshéhe drummer,
she allows him to marry her daughter, because she notices her happiness with him.
Conclusion

The issue of feminist representation changes from one fikanta another, and
from one film to another. From the films analyzed above, some egppresomen’s
emancipation through religion, others see it as allowing women &k sped be heard.
Others still see that sexual liberation is the ultimate fofnr@emancipation. All these
forms of representation are important to understand, but what's m@artant is to
allow these subaltern filmmakers to find their own voices in sgprieng their messages
in their own way, in order to achieve their ultimate goal,clwhg to become part of the
national discourse, and become part of the universal dialogue on fembysbringing
their own ideas, rather than adhering to Western “critical coddion”. The question
then becomes the way we view these films, not why these dilenbeing made. Western
feminists need not analyze these films based on Western standard®alize that
difference exists on a micro-level related to culture andnatidialogue, rather than
attribute difference to gender, race, religion, and sexual behavidrelieve that the
images represented in the films discussed above managed tenghathe national
discourse and allowed women to represent their desires farcgration, on all levels,
and to seek equality, whether political, national, or dialectiGilien the fact that their
presence in the public sphere is recent, and sometimes limited, wloenen have so far
succeeded in diversifying their presence, and by challengingaime, they are finally
allowing the patriarchal society to think about their issues, lm@bming part of the

creation of national identity.
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Chapter 4: North African Diaspora aBéurCinema

In previous chapters, we have discussed the issues that NohrAfitmmakers
tackle in their films. From dealing with national identity e@ntations in their films,
especially after the end of colonialism, to situating North Africinema in the global
context, to feminist representation in these films and the praeblencerning these
representations. In this chapter, | will discuss the filmsdbat with the issues of North
African diaspora in France. The North African diaspora manEe involves the
previously discussed issues, from a hybrid national identity baseldecdiadt that they
belong to two different locations, to issues of feminism, intensifechuse of the clash
between the two cultures they belong to, to the fact that they are codsadEinerd world
population within the First World. Given its history of colonizing thertN African
countries, France became host to a large number of North Afincanigrants starting
after WWII, and multiplying after the independence of the NorthicAh countries.
According to some claims, there are over 6 million Muslims en&e and most are of
North African origin®* Yet, it is difficult to have accurate census of exactly hocanyn
French are from North African origins, “the INEDn¢titute National d’Etudes
Demographiqugis unable to produce statistical information relating to the ethnic igentit
or immigrant origins of French citizens... In 2003 Michele Tribalaggested that the
population of Maghrebi origin was ‘about three million out of a totdbafteen million
immigrants or people of immigration origin’ and dismissed thamege of five million

Muslims in France as having been ‘pulled out a hat’. Cleaithout accurate statistical

13%\www.state.gov/r/palel/bgn/3842.htm
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information it is very difficult to formulate effective polici¢argeting inequalities:®*
This inconsistency of accounting for North African immigrants fian€e indicates the
severity of the political problems these immigrants facéeéir new home, from a lack of
representation in the political sphere, to a lack of acceptanbeioptesence as a part of
the makeup of the new French nation. Yosefa Loshitzky explains, istindy of the
image of immigrants in European cinema: “As forms of transndismnadiaspora and
exile constitute domains of political and cultural otherness th#ieolge the nation-state
and its claim to the exclusive representation of some ‘essentll€ctivity, which
manifests a national ‘self.” The fact that the formation aliceand diasporic ‘others’ is
currently on the rise, on a global and historically unprecedentdd, stakes that
‘otherness’ all the more menacing to the western liberal natate.**® That being said,
the inaccuracy of statistical information about the number ofiNafrican immigrants
living in France can be seen as a form of minimalizing thié&ct on the whole society.
Therefore, issues of inequality and lack of political represiemt will be articulated on a
smaller scale the fewer immigrants that are officiedlgognized. In addition, the smaller
the number of the immigrant “Other” within the society, the legsortant the need for
representation there is, and it ensures the supremacy of themdjdsty. This is also
evident in the French film industry, and the lack of representationmmigrant
populations. Carrie Tarr explains, “Mainstream French cinemab&as notoriously
reluctant to perform a critique of France’s role as an exgtie& colonial or neo-colonial

power but instead has narrated the nation in ways which shore up atmomsanse of

135 Tarr, CarrieReframing Difference: Beur and Banlieue filmmaking in France.
(Manchester: Manchester University Press, 2005) 21-22

138| oshitzky, YosefaScreening Strangers: Migration and Diaspora in contemporary
European CinemgBloomington: Indiana University Press, 2010) 7-8
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white France’s cohesiveness and cultural superiority. It8riezd of decolonization and
immigration has tended to contribute to the stigmatization and othering of firsegene
immigrants from the Maghreb and their descendarifs.Therefore, in this chapter, the
films | will discuss will range from films made by North ridan filmmakers about
beurs*® living in France, and films made by non-North African filmkees that
incorporatebeur representations in their films. The common theme that théss fi
express is the North African experience in France, told froferdiit points of view.
The reason | chose to analyze films from different filmmakerso show the high
visibility of North Africans in France that can no longer be tmaked by French
mainstream media and politics. Today, almost all films mad&ance will have one or
two North African characters; even the most famous film to couoteof France in the
last decadeAmelie (Le Fabuleux Destin d’Amelie Poulair{2001)*°, had a North
African character. Yet, this common token inclusion of North Africharacters was not
the case until the end of the 1980s. North African immigrants usrelly ignored, or
given minor roles, as criminals, prostitutes, or merely backgrolmdhese cases, these
North African characters were represented as “objects of, anthiced within, a

Eurocentric gaze and discour§®” Nevertheless, their current presence in French films

137 Tarr 9.

138 The wordbeuris a term used as a title for second-generation immigrants of North
African background. It is a “neologism derived from Parisian back siarta() by
young second-generation immigrants of Maghrebi descent in the early 19§0ayftl
inversion and truncation of the syllables of the word for ‘Arab’ originally denotdddrot
awareness of the negative meaning of ‘Arab’ in the French imaginary, ahdal to be
trapped in those meanings.” Tarr, CarReframing Difference: Beur and Banlieue
Filmmaking in France(Manchester: Manchester University Press, 2005) 3

139 Dir. Jean-Pierre Jeunet. Perf. Audrey Tautou and Mathieu Kassovitz. Mirdimax F
2001.

140 Tarr 10.
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does not mean that their issues are being resolved, or thatrthgginality has been
changed. It just confirms several filmmakers’ desire tocade these characters within
the general national discourse, and to represent them outside Bltbeentric gaze.
The relocation of minor characters within mainstream French einerdone by giving
these characters a chance to represent their identitiestfimmown perspective, and
allowing them to speak for themselves, either by being paredfitith African diaspora
themselves, or by making the diasporic character the center of the film.
History

The history of North African immigration to France starteceady as the two
World wars. A lot of men from the French colonies fought in theaes wnder the
French flag. After the end of the wars, some of them stay&damce. Starting in the
1960s, France allowed immigration from the colonies for labor purpdsethe 1970s,
labor immigration stopped, and the laborers from North Africaevaiowed to bring
their families back to France in order to reunite with them.uttg then, North African
immigrants were silent, and lived, and still live, on the outskiftthe French major
cities, in what are now known as thanlieues The 1980s witnessed the first group of
second-generation North African immigrants’ protests to demanegration and
equality. The children of North African immigrants, loeurs,found themselves in a
major predicament. Unable to go back to their countries ofrgrigat unable to find
opportunities and acceptance in France, they struggled with maesedifissues, mainly
resulting from racism. The issues they struggle with areigaili social, economic, and
psychological. These issues are a result of the marginatizaftthis population on both

the political and material levels. Political in the sensettiey do not have similar rights
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as the majority white French, social and material in the straemost of them live

marginalized in low-income housing outside the major cities,way sheltering them,

or sheltering the cities, from them. As for the psychologgsles they deal with, they
range from the lack of belonging to a particular place, argesense of displacement,
and the knowledge of the fact of their undesirability, which leads to angesd hand the

desire to rebel against the whole society.

Given this backgroundpeur filmmakers starting from the 1980s struggled to
make films that discussed their issues and problems. In comp#riitgir counterparts
in their home countries, they lacked any kind of state and natioppbg, and mostly
came from different artistic backgrounds, therefore creatinges&md of artistic
recognition, before being able to get funding for their films. €aplains, “Those who
have been able to obtain funding for a first full-length featune five usually worked
in related aspects of the industry and/or first made a shorttt Some were writers,
actors, or fine artists before getting into the film induasywell. Yet, generally, because
of the lack of funding, they made extremely low budget short atdriefilms. Gaining
some acknowledgement, some were able to get funding from(CBi@re Nationale du
Cinéma),others gained attention in film festivals, and for the finsteti North African
immigrants in France had a voice and began to shed light on their psobRum given
the fact that they were pioneers in this medium, from their owiranment as second-
generation North African immigrants, the general themes ofiline that were made
were personal, almost autobiographical, in nature. They used pezgpraknces as the

stories of the films, in order to represent the general expees of the immigrant

Y Tarr 11.
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population as a whole. “[T]he firseurauthored films seemed, like the fitstur novels

to appear in the 1980s..., to derive from the director's personal exm=iand to offer
firsthand, semi-autobiographical accounts of beairs lack of belonging®? Their
focus on personal experiences and autobiographical accounts producebdtlfosused

on realism and made the dominant genre of their films thagalism, which differed
from the dominant themes of French cinema in the 1980s and early 199sse"w
preoccupation with theinema du lookand heritage cinema tended to avoid addressing
‘reality’.”*** This considerably different focus on reality made their fistend on the
margins of mainstream French cinema, and attempt to find ré@wgaf their difference

as socio-economic disadvantaged population within the French society.

In the 1990sbeurwomen filmmakers, obeurettespegan to make films to shed
the light on their own issues of marginality and misrepretienta Before that, women
were always represented as victims, or passive charadieeg;saat the mercy of the
male figures in their lives. “[D]espite Farida Belghoul's sheartobiographical fictions
of the early 1980sheur cinema was quickly identified with male-authored films about
problematic identities and aspirations of young heterosexuakmalach evacuated or
marginalized questions of sexual or gender difference...Howevestrtiaturing absence
of youngbeur women inbeur andbanlieuefilms has been challenged in the late 1990s
by the emergence of women filmmakers of Maghrebi descent, whosetd date centre
on women’s lives** Beurwomen, like other women coming from immigrant families

with different cultures, have been struggling between their twuresl. On the one

42 Tarr 15.
¥ Tarr 15.
44 Tarr 15-16.
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hand, they realized that in order to achieve autonomy, they must Wway # integrate

into French society. On the other hand, their desire to m@aiateiose link to their own
families and their culture meant that they're “doubly opprésasdemales, from both
their patriarchal “Maghrebi culture and as females and ethhier avithin dominant
French culture® As previously noted, their representation in mainstream French
cinema and later ibeur cinema has been always as oppressed victims without agency,
always in the background of men’s lives, or always representedgihrmen’s gaze as
stereotypically passive objects of desire, exoticism, and corif@men filmmakers of
Maghrebi descent, with the films they started to produce i1988s, try to change their
image, and try to gain agency by representing the strugglesusfwomen as active
members of their society, and to represent themselves outsidiitinestic space, by
engaging their characters within French society, and the societieshairtieue.

When we discusbeur cinema, we must make distinctions between the different
types of films that are made under this umbrella. According amitl Naficy, this
cinema is divided “into three categories: films madebbyr flmmakers such as Mehdi
Charef and Rachid Bouchared, who were born and bred in France; thosbynéaxigré
filmmakers such as Ali Ghalem and Mahmoud Zemmouri, who were laimagsed in
Algeria but are conflicted about national identity; and those mad&dnch filmmakers
such as Gerard Blain and Serge LePeron, which portrayb¢le community.#°
Another way to dividébeur cinema is based on contemporary political issues during the

making of these films, and the time that they are made. ¥aon@e, in the 1980&eur

195 Tarr 87.
146 Naficy, Hamid.Accented Cinema: Exilic and Diasporic Filmmakifgrinceton:
Princeton University Press, 2001) 96-97
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films concentrated on issues of displacement and injusticedlthtit Africans faced in
their lives in France; issues of violence againstirs and banlieueinhabitants were
central in the films made in the 1990s, especially after the ti@t took place in the
banlieuesin Southern France and Paris. The new millennium saw a retuimstb
themes about periods of early immigration on the one hand, with fllkiag about the
problems the first generation immigrants faced when they damérance, and the
dominant issue of Islam as part of the North African immigrdettities in France,
considering the ban of the veil as a threat to their Islamicreational identities, with
films dealing with young second generation immigrants dealinly thigir “Frenchness”
and their desire or lack thereof to follow Islamic traditionst, Yvith all these divisions,
the dominant themes in most of these films are the chara(tengh African immigrants
or beur9 relationship to place, and their quest for a definition of tligntities, whether
it was national, social, or religious. Their presence in Fraaateterritorialized subjects
is evident in their inability to define who they are, for they Rrench, but not quite so,
and they are North Africans, but not quite so as well. Giveni¢haeass of this cinema,
even though the number of films made under this category is vei; $mill divide the
elements of this cinema as follows: Films that deal withitimaigrant experience, and
what displacement and exile produce in terms of the need for itiegrathin a new
society and culture, both of the material and discursive levéiss that deal with the
issues of violence and discrimination in France; and films that wehl women'’s
experiences as immigrants, and their constant struggle to fimebwe national identity,

as French from North African and Muslim origins.
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Displacement and Exile

In his ground-breaking study of cinema made by non-Westenmékers in the
West, Accented Cinema: Exilic and Diasporic Filmmakirigamid Naficy divides his
idea of Accented Cinema into three categories: “exilic, diasporic, and ethhic.”

Exilic filmmakers are those who deal with issues of inteamal external exile,
making their focus the relationship they have with their counwfesrigin, and the
constant feeling of displacement within the culture they cugrelte in. Exilic
filmmakers’ identity comes from their country of origin, anddkgshes with the place in
which they live in. Their films usually focus on their desire to return home, andethe
to focus on the political issues that drove them to a state of exile. Foplex&he Truth
Tellers (2000)*® by Karim Traidia, is a film about a journalist who was driverexde
from Algeria to the Netherlands because of his clash with islamdamentalists, but he
decides to return the Algeria to face his death.

Diasporic filmmakers, on the other hand, “have an identity in theirelaord
beforetheir departure, and their diasporic identity is constructed in rasenaith their

prior identity.*°

Aware of their ethnic difference in the host country, diasporic
filmmakers focus on defining the identity that they must fevhen moving to the new
country in contrast to the identity they already posses in tiere country. Even
though they maintain a close relationship with their countries ohotigey are forced to

forge a new relationship with the host country, and adapt new ritualsier to find a

147 Naficy 11.
148 Djr. Karim Traidia. Perf. Mahmoud Benyacoub and Said Bouskra. Cinéart. 2000.
149 Naficy 14.
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place within their displacement. For examp&alut Cousin (199863° by Merzak

Allouache, is a comedy about an Algerian man visiting Paris, atloeadlifferent people
he meets, whether they were integrated immigrants, or inh&biaf the Parisian
banlieue In this film, the main character goes through several experiences #eahima

let go of his preconceived assumptions about Algerian women workingl®wskithe

house, and allows him to integrate within the multiethnic societynde himself in, in

the poorer parts of Paris. When he does so, he recognizeésabatmultiethnic people
represent themselves as part of the French identity and not onlydrg they come from
originally.

Ethnic filmmakers “differ from the diasporic flmmakers in themphasis on
their ethnic and racial identity within the host count3}.”They are the filmmakers who
have been integrated, one way or another, in the host country, yendgrstand the
ethnic difference between them and others. They are the secomdtigenenmigrants
who carry their host countries’ nationalities, yet still have teethe countries of origin
through their families, or through the original culture thadti$ held on to strongly in
their homes, whether it's through music, photos, language, or religionexempleLa
Petite Jerusalem (2005¥ by Karin Albou, is a film about a Jewish immigrant family
with Tunisian origins, and the younger daughter’s desire to be likex &tlench people
she sees. She still holds on to some of her religious beliefs, butstamdis that the

Jewish orthodox way of life is not her choice, and she falls in \atle a Muslim co-

150 Dir. Merzak Allouache. Perf. Gad Elmaleh and Messaoud Hattau. Leo Films. 1996.
151 Naficy 15.
152 Dir. Karin Albou. Perf. Fanny Valette and Elsa Zylbersein. Kino Interndti@oas.
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worker. While Arabic is no longer spoken by the children, the motilesaks it, and
still listens to songs from the old country.

Yet, with all the differences in focus, “accented filmmakdrave certain things
in common. They are concerned with the concept of space; the Irdkvags referring
to the homeland, and the external to the space they inhabit in thervestintry. This
binarism maintains the sense of displacement, whether it's cdroimgtheir interactions
within themselves, both within their immigrant and diasporic commugndiethrough
internal meditation, or the interactions with the outside world. For exarhpldjdsporic
filmmaker’s sense of displacement stems from his or her nesskitmilate within a new
culture, at a time when his or her identity is fully developedheadisplacement he or
she feels comes from the need to make a new foreign spdas panew identity. For
exilic flmmakers, the sense of displacement comes from wagemess that the space
they inhabit does not belong to them. It is temporary, as theedesireturning home
will always create a tension within their identity, for thawareness of their lack of
belonging, and their inability to return to their home, where tayfeel complete. As
for the ethnic filmmakers, the sense of displacement comes tientdnstant clash
between the two cultures they belong to, and that they do not féelafideptable in
either culture. Their sense of displacement comes from theimed® integrate, while
maintaining their difference. Their status as “Other” remausis/e whether they stay in
the host country, or go back to their countries of origin. With thatstruggle to create
an identity is always filled with obstacles. These obstamledanguage, customs, and

religion.
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But before we discuss these obstacles, we must understand thakrwbs these
people to search for identity is the desire to create a new fpaithiemselves and a sense
of belonging in the host country. With that, the concept of integrationdier to create
harmonious lives is vital. Language is the first elementdéhatires integration. Given
the fact that they come from former French colonies might Wwélp this process. But
what if their French is not strong enough for them to gainhieliavork? Language
becomes the barrier that causes these immigrants to remain in theirlowal emclaves,
and most of the time, delays their integration in their new soci#vhen it comes to
customs, it becomes harder for them to integrate. Having atistoms that do not allow
them to do certain things, especially when it comes to womensesréseir position as
“Other”. Thus, the most important obstacle in the process of integraticeligson,
especially Islam; while there are Christian and Jewish iN@iftican immigrants in
France, these religious communities (Christianity and Judaism)ntore easily be
assimilated into French culture, given their historical centrality sxdbciety. Whether it
comes from within the immigrant community, or from the religiptegudice they face in
France, Islam is seen as one of the main reasons theseramtsigemain different, and
unwilling to integrate. This prejudice and resistance to incatpay the Islamic “Other”
within the French society stems from the recognition of theferdihce, putting the
Islamic “Other” as outside the norm of the society. But, gilennbodern liberal stance
that the French state takes when it deals with its own rgiaed the world as a whole,
these groups of outsiders must be “tolerated” in the name ofligmraYet “[t]olerated
individuals will always be those who deviate from the norm, néweset who uphold it,

but they will also be further articulated as (deviant) individuaiough the very
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discourse of toleranceé™ Tolerance as a discourse of liberalism functions as a sustitu
for granting equality to the tolerated. It grants the tolerasobject power and
superiority over the tolerated object, which makes that objectgimad, or undesirable
by virtue of being tolerated™ Yet, tolerance is not sanctioned by law, it is in addition
to law. In fact, it is a process of depoliticizing differermeel placing it in the personal
and individual, or as a natural, religious, or cultural difference. It makes ttieserties

a matter of personal choice, and to be practiced personalhgr rdtan publicly, or
politically. Therefore, “tolerance requires that the toleratfdain from demands or
incursions on public or political life that issue from their ‘diffiece,’ the subject of
tolerance is tolerated only so long as it does not make a plotita@ian, that is, so long as

it lives and practices ‘difference’ in a depoliticized or prévéashion.*> This means
that the Islamic “Other” does not have the right to practiceohiser religion publicly,
but can only do so in the private. An example is the recent b#meofeil worn by
Muslim girls in public schools in France, and the more recent bamfimgaring the
Burga, the face cover, in public places. The subject of Islambeildiscussed more
extensively later in the chapter.

Given these obstacles, the process of creating a cohesive yidertiains
conflicted. For first generation immigrants, it is becausthefforeignness of Western
culture. It is from the hostility they faced when they fastved. It is also from their
deep belonging to the homeland. Having come at an older agew#reyforced to

recreate who they are, and their entire belief system hales to the core because of

153 Brown, WendyRegulating Aversion: Tolerance in the Age of Identity and Empire.
(Princeton: Princeton University Press, 2006) 44
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their displacement. Their memories of their homelands beconfedhibat they live by,
as well as the wall that keeps them from integrating. Filmmakers rgHfost generation
immigrants deal with the idea of memory by idealizing the hanl while their
“representation of life in exile and diaspora...tends to stressstadphobia and
temporality, and it is cathected to sites of confinement and cdotr@rratives of panic
and pursuit.**® Their films routinely deal with the relationship between now tea,
past and present, life in the homeland, contrasted with lifbem hew homes. The
homeland is ever present in their lives. They yearn for retyra it, even though, in
most cases, they no longer can, whether for political or econ@asoms. They derive
their identities from the process of change, whether enforced or adapted.

On the other hand, filmmakers who are second-generation immigtrealtsvith
life in the now. They focus on issues they deal with as Frenchasnchmigrants.
Returning to the homeland is not an option. The issues they deamegtly focus on
daily life, poverty, unemployment, and their struggle to be acdeptthin the French
society as real French, not as mere immigrants or secosgl-@t&zens. Struggles with
language are not as present as in first-generation immigreerha. Yet, their awareness
of their difference, and the injustices they face because oflfifextence, is very much a
main factor in most of their films. From this group of filmmaketse concept of
banlieuecinema came to focusBanlieuecinema deals with life in these impoverished
areas outside major cities in France. As a consequence oiothethat have been
erupting in thebanlieuessince the 1990s, filmmakers started to make films that deal wit

the problems second-generation immigrants have been facing. gestoproblem these

156 Naficy 5.
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youths are facing is unemployment, caused by lack of opportwrigiethem in the
workforce, which is a result of discrimination, and a lack of high@ucation, that
ensures their inability to rise above the poverty line. Thisdagses these young people
to turn to crime and constant clashes with the police. One ahtisé successful films
that came out recently, which deals with the problem of youth irb#méeue,is La
Haine (1995)°’ by Mathieu Kassovitz. The film is about three young friends fiioen
banlieue:a Jewish guy, a second-generation North Africabear, and a black guy, who
share similar problems. All three live in poor housing estaAdishree are unemployed,
and all three friends experience anger because of their@ituathe film follows them
in their daily routine, which consists of going from one place &rtéxt, looking for
entertainment and getting into trouble. The most significant f#agiscrimination they
face on a daily basis is their relationship to the police, whidilesl with hatred and
distrust. This point raises a question about the title of the fitntdaine(The Hate) can
be doubly significant. It can be seen as the hate that the ybaracters feel toward the
police, because of the way they treat them and discriminaiesaighem, or it can be
seen as representing these characters as hated elentbetsaifiety by the authorities of
the country, signified by the police in the film. The most commatufe in this film is
alienation. The three minority characters represent the diffetbnic backgrounds they
come from, and the common racism they encounter in France. Thdd@snot give a
solution to their problems, but it highlights the injustices thesenskgeneration
immigrants experience in a predominantly white society. Evergthoace is noted, the

biggest problem is poverty and the living situation these young akesafind

157 Dir. Mathieu Kassovitz. Perf. Vincent Cassel, Hubert Koundé and Said Taghmaoui.
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themselves in. Yet, this poverty is a direct result of racism, aftetdtle film plays into
a widespread sense of there being a crisis in French sopreiyuced through the
fracture between the estates and the rest of society and between unednptahs and
the police.*® Another reading of the film argues that with the presence Jewash
(white) character, race is marginalized, and class becomeslaimenant cause of
discrimination. This concentration on class issues and the focus protiiems of the
banlieue as an ethnically integrated space challenge the notion of Hresg as a
dominantly white society on the one hand, and as a just sociadigty that believes in
the equality of all classes. So, the white Jewish charaeteforces the notion of
discrimination within the society as not only attributed to r&ece,also to class. The
“Other” in this film then is represented as the young malethadunemployed. This
representation has troubled several critics of the film, clagrthat the film failed in its
representation of thiganlieueby ignoring the importance of the racial issue. “[T]he film
privileges the role of the white Jewish unemployed youth, who &adyr an unusual

figure in representations of thbanlieug.**®

The Jewish character, being the
paradigmatic historical “Other” in Europe, does take center sthije actions drive the
tension in the film’s narrative, but what is unique about this repsamts the effects
of banlieueculture on all characters, whether white, blackbeur. It proves that the
young and unemployed, within the French society, all struggleiggties of alienation,
and it sheds a light on the problems that ethnic youth deal with,vekie privileging

the white character. As Hamid Naficy explains: “What britiys three protagonists

together in this film, as ibeurandbanlieuefilms in general, are the shared experiences

158 Tarr 71.
159 Tarr 68.

174



of unemployment and cohabitation by disadvantaged populatidreuoénd poor whites
and the concomitant shared anomie, alienation, and atfger.”
Inch’Allah Dimanche (2001)*¢*

Dealing with the issue of Algerian families immigratingRi@nce in the 1970s, a
time that was called “the Family Reunionfich’Allah Dimanchetells the story of
Zouina, the Algerian wife of a factory worker who moves to Fraocke with her
husband. Immigrating with her are her three young children anddteerin-law. The
name of the film, which means “God-willing on Sund&¥'is based on Zouina’s search
for another Algerian family for three Sundays before Eid, when bebdnd and his
mother leave to prepare for the upcoming Eid, locking Zouina and hdreshihit home.
Zouina’s desire to find the only other Algerian family in towmaseplace the family she
left behind in Algeria, especially her mother, and to find solac¢he company of
another Algerian woman, who is going through the same feelingdiesfation and
displacement that she’s going through in her new home. Not alllmnedve the house,
Zouina and her children sneak out to look for the other Algerian famil{hen she
finally finds them, she is dismayed by the rejection she findsause of the other
woman’s fear of her own husband. This rejection makes hered¢hlr she only has her
own wits to depend on, in order to find independence and strength in frdmdr of
husband, who finally stands on her side against the cruelty of his mother towards Zouina.

The film centers on the experience of immigrant Algerian wowlem are trying

to make a new home for themselves in a foreign land, and all thelebstiaey face in
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that process. In Zouina's case, the isolation she feels in her owa dmes not help in
the process of integration. Yet, we see her life slowly chasgshe actively tries to
understand her new home. This process is shown through the relationships,stied
the relationships she makes throughout the first few weeks ofdéar krance. Some of
the characters that cross her path are her racist neighborsrendno @d couple obsessed
with gardening, and who scold her as soon as she arrives ana tiigist ther gas stove
outside in the garden. The first thing they say to her is "You catmtiis here. This is
not the Kasbah.” With that, they confirm their ignorance of Algenmal their belief that
all Algerians live in Kasbah-like places. Her old neighbor'seeb®n with her colorful
garden causes many confrontations with Zouina. Yet, the neighbor wmenames the
only witness to Zouina’'s meltdown, as she hangs her clothes quasidecries from
missing her mother. “Zouina’s loss of her loving relationship with dven mother
signifies both the immigrant women’s attachment to their homeland the tie of
affection between Algerian women which are ruptured by their displant in
France.*®® This displacement is evident in her new hostile surroundings, sidbifiehe
racist neighbors and her mother-in-law, and by her efforts to rmakew home for
herself and her children, which are complicated by difficultiesnsing from her
relationship with her hostile husband, and the rejections she faceshdénally meets
her peer, the other Algerian immigrant woman.

Another important relationship Zouina forms is with her young Freeafhbor,
a liberal divorced woman, who welcomes Zouina right away and fansssterly

friendship with her. Unable to help her against her abusive husbandadher-in-law,
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she brings Zouina gifts, and talks to her about feminist ideas. e Teesnist ideas are
new to Zouina, but with the help of her young neighbor, and the radio shewsstens
to, she begins to try to synthesize these ideas and repeatstti@rtraditional Algerian
woman she finds who, because of Zouina’s efforts to integrate ifrdrech society,
rejects her, in order to maintain her traditions and in obviousofeher own husband.
Along with the radio shows, a feminist neighbor, and the will to naalkeme for herself
in France, Zouina creates a routine that is kept secret frompoeng which is to look
outside the window at the handsome bus driver who passes in front of herdveug

day. The same bus driver is the one who takes her back home atitbéthe film to

face her husband and neighbors.

Zouina’s journey of immigration and integration starts at the poMgiers when
she is forced to leave her loving mother, and homeland, by her motasv-imThe
relationship between husband and wife in this film is represergedoatrolled by
tradition, which conflicts with the new life they have in Frandée mother-in-law, the
representative of tradition in this case, always reminds theodom gtricter with his wife,
to not allow her to speak to him or even sit at the same vatilehim. In a way, the
husband treats Zouina and controls her like he does his own childoeimaz childlike
gualities are highlighted in shots of her in bed with her childvdmen the husband
gathers the children around him to play his guitar for them, Badeeks from behind
the curtain with the same amusement as her children, and when aste ahildish
drawings with her children as they do their homework.

This film could be seen from many perspectives. On the one hand, rietelling

of the story of immigration and the problems these immigrants faore specifically the
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women. On the other, it could be seen as a woman’s process of gatianci Zouina
starts as a passive, childish victim. During her first ¥eseks in France, she becomes
aware of the possibility of being an independent person, in controk @wrebody and
destiny, with the help of her young neighbor and the radio show shresligi. She then
ends as a strong willed woman who finally gets her husband’s suppatrtcari we see it
as the stereotypical tale of white man/woman saves brown wamranbirown man? At
the first glance, it is possible, but the fact that Zouina in takrejects all the help she
gets from her neighbor, the eccentric widow she makes frienttls and even the bus
driver, and stands on her own in front of her husband, negates the prememsigned
formula. It is true that she begins to learn from them, whitheigrocess of leaving her
homeland and comfort, and moving into a new culture and trying to éongsv identity
for her and her own children. At the same time, the longing fohdheeland is evident
in Zouina’s efforts to find another Algerian family to celebraig \&th them. But when
that hope is lost, Zouina realizes that the only way she could fmelvahomeland is
through her family and by asserting her position as mother and pguaer to her
husband, as it is in her new homeland, France.

Going back to Naficy’'s categorization of “accented cinemhbi¢h’Allah
Dimanchefalls under the category of Diasporic cinema. Zouina, aftemtigration to
France, is forced to form a new identity for herself, in ordeuteive in her new home.
Yet, this identity is constructed in relation to her prior idennther homeland, evident
in her constant memory of her mother, the image that represertsrtteand. Zouina’s
sense of alienation and displacement signifies the diasporiaiexge she’s going

through. She migrates to France in order to begin a new life@@wapermanent home,
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while maintaining a sense of belonging to the original homeland.e@8kts both in the
old and the new home, and her new identity is forged based on the attensHip she
has with both places. The diasporic experience is thus constrnatesbnance with the
relationship of the character and the place. The homeland is inhzezttand idealized,
while the diasporic home is cold and claustrophobic. By comparing thelages, the
film negotiates the new space in relation to the old. In cinerteatns, diasporic cinema
differs from exilic cinema in the sense that it focuses omyteidity and the plurality of
an identity, rather than the sense of loss that paints miist fdms. In other words,
diasporic cinema focuses on the need to create new beginnings, teveheaéxperience
of loss of the homeland. For “[d]iaspora, like exile, often begink wauma, rupture,
and coercion™® Yet, the need to make a new life and a new identity for thedafias
characters makes these films, in Naficy’s words, “accenteck roy multiplicity and

addition.%°

Zouina's experience is not individualistic, because she is goimggh it
with the rest of her family. In order for her to forge Imew identity, she needs the
support of her husband and children. Her efforts to find another Algemmaihyfin her
town are to maintain that sense of collectiveness. It canba&sseen as a form of
maintaining the link between her new home and her homeland, in theofathe
difficulties she and her family goes through. “People in diaspoogaeover, maintain a

long-term sense of ethnic consciousness and distinctiveness, wbatsaidated by the

periodic hostility of either the original home or the host saesetbward them*° This
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hostility begins as the cause of her despair and alienatiorengist as the cause of
emancipation and the solidarity she finally achieves with her husband.

Exiles (2004}°7
One of the common themes in exilic films is the journey dfdistovery. This

time, it's the journey of return to the homeland in search of tagb@dentity that has not
been discovered. IBxiles,Zano and Naima are two French lovers of Algerian origin. In
a claustrophobic opening sequence, with loud music playing, combinirgg fyom
different languages, the two lovers decide to go to Algeriasmser the country of their
origin. The film follows their journey of discovery of their hoerad, and the discovery
of their own internal conflicts, which become apparent from the@ractions with the
people they meet during the journey. The journey starts in Fraoeg,tigrough Spain,
where the two lovers spend time working illegally in fieldginty to make money. In
Spain, they meet an Algerian couple who are on their way to FEraraieng their way
through Spain as illegal immigrants. From Morocco, Zano and Naioss the border to
finally arrive in Algeria. Yet, when the two lovers finally arrive in Alige even amongst
their euphoria, they realize that they are strangers in tbaimtky of origin as much as
they were in France.

Music being the element that drives the two characters, andlirindof that
matter, it changes depending on where they are. Listeanefudy to the words that are
being sung, we realize that the song in this scene talks abouteh®@al conflict of the
two lovers. Zano’s family, we discover, were French settleralgeria, or what they

used to call “pieds noirs”, who had to leave Algeria at the endeasich colonization.

157 Dir. Tony Gatlif. Perf. Romain Duris and Lubna Azabal. Swipe Films. 2004
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Naima is Algerian in origin, yet she does not talk about her yaraild does not speak
Arabic, to the surprise of everyone who meets her, since her name givelseaveaigins.

As the two lovers make their way to Algeria, by foot, train, boat, they cross
paths with people on their way to Paris. The people they meeajoang through a
journey of immigration from East to West, to the lands of opportuamty prosperity,
while Zano and Naima’s reverse journey from West to East,fisddheir identity, their
roots, in a process of going back to a country they do not know, and a cthaitig
being abandoned by its people. In a long take when Zano and Naitrexrirs in the
Algerian desert, they are faced with a wall of people walkiraninpposite direction. As
Zano and Naima walk towards Algiers, its people are leavingpiking towards France.
The sequence shows Zano and Naima engulfed by the large group of, pbopleg
their difficult movement as if they were swimming against tide. In a way, their
journey “goes against the traditional migratory route of the [Brddgerian
community.™®® Naima is the first to question their presence in Algiers,nathey meet
their friends’ family. Instead of feeling the warmth of homecamshe tells Zano “I'm
a stranger everywhere.” If she thought she would feel thabelbags more in Algeria,
her country of origin, that is negated as soon as she arrives, detdhe strangeness of
the culture to them, and because, being a woman, she is ridioukbe fvay she dresses.
So as much as they feel that they might find comfort in this cguhty realize that they
are strangers here, even more than in Paris and Europe.

This film has achieved the ability to show how immigrants fedlether they

were second generation, or first. Naima’s character resertiidesecond-generation
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immigrants. She is represented as lost, angry, vulnerable, #molutvcontact with her
culture of origin. In an earlier sequence, she ridicules Zanwdeged upbringing by
explaining to him that she had to fend for herself since age éurt&his statement is
the only evidence of any hardships she encountered in her youthfilfihdoes not
indicate where she comes from, but it might be possible that shgréwas up in poor
estates in France, to a poor immigrant family. Her fansilpmever mentioned, except
when someone asks her why she does not speak Arabic. She explamsdhatspoke
Arabic to her. Instead of representing her family as thenpbaof the first generation
immigrants, the young Algerian couple they meet in Spain refit@cenage of the first-
generation immigrant. Full of hope in the "promised land" theemyagsk Zano and
Naima about life in Paris. Yet, their journey to Paris liediwith difficulties. Being
illegal, they must hide when the police raid the farm wherg there working to earn
some money. Another form of difficulty is the loss of the warmtfaofily. The young
Algerian girl writes a letter to her mother, which she gives to Naimaliteede The letter
rather than telling the truth about the difficulties they'rarig, paints a positive image of
their journey to the West. When someone reads the letter to tihemmotAlgeria, the
mother cries for the loss of her daughter. In the four chasadano, Naima, and their
Algerian counterparts, there is a real sense of alienatioa) aaese of displacement that
links them together.

Given the title Exiles the film shows the feeling of constant exile that both first
and second-generation immigrants deal with in their lives. Aaogto Hamid Naficy’'s
classification, this film would fall under the category ofliextinema. Zano’s character

has been forcibly exiled from his family’'s home in Algeriden the end of French
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colonialism, while Naima’s character has been forced to aesehsonstant internal
exile, because of her inability to make choices for herselfa asecond-generation
immigrant torn between two cultures. Both characters have béemitdeialized; Zano
from his desired home, and Naima from her inability to belong to both-iegrch or
Algerian cultures. Both characters represent different saflebe exilic experience.
Zano desires to go to Algeria to recapture the memories afelaid family in their home
in Algeria. He does not remember that home, for even if he wadh®re) he spent very
little time there before his family moved back to France. Yt represents the
fragmented exilic character that yearns for his countryigfror Being the offspring of a
“pied noir”, a French anti-colonial activist, he grew up hearing abieuinl Algeria, and
given the fact that he lost his parents at a young age (whbinefa great fortune that
allowed him to live comfortably), his nostalgia for Algeria reyar@s the nostalgia for a
family he lost in order for this nation to be free. His exdliate can represent the deep
belief of entitlement for a country that caused him the loss of the comfort dyfami

On the other hand, Zano represents the sense of exile that the e
generation is going through. Torn between past and present, antedffgc the
country’s inability to cope with the growing immigrant populatiorthivi its borders,
Zano's exile represents the sense of alienation that the yonegagien is going through,
in a world that is still controlled by racism. Aside from argyins as a “pied noir”, we
do not know anything about Zano. His identity is represented as hybrahnstant
process of changing. His agency lies in his ability to reflexidentities of the places he
inhabits. His performance of a homecoming journey stresses titeopdiis status as an

exilic character. As Naficy explains: “Return occupies anpry place in the minds of
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the exiles...for it is the dream of a glorious homecoming thattatascexile.*®® And his
status as an exile determines the performativity ofd@atity. For within the journey of
homecoming, the exilic character must go through a range of idsrttiat stresses the
hybridity of his identity. Zano’s identity performativity in thigm is represented by the
use of music. At the beginning of the film, his decision to go to Algeria is matibgta
song he’s listening to. The lyrics of the song repeat thewalg words, in both English
and Spanish: “It's important to speak about those who are missiisgurdent to talk
about the absence. It's time to talk about those who are alwaygwlit's urgent to talk
about freedom. It's important to question the missing ones; those iwhavithout
democracy in general. Democracy always fades awayYet, his motivation in music
stems from his inability, or refusal, to play music himself. sTikievident in the second
sequence of the film, when he buries his violin in a cement waltoughout the film,
rather that being a performer of music, he becomes a listamé an observer of other
people’s music. His choice to become a listener rather thparfarmer might be
representative of the sense of shame young French generagbabdat their positions
as former colonials, controllers of other people’s lives. Theirewess of their history
as silencing of natives in their colonies forces them to allomaiiges to speak, in order
for them to understand as listeners, rather than critics of theé malture. In Spain, he
attends a flamenco performance. On the borders of Algesang titled “Algeria” is
played as the score of their border crossing. In Algeria, ZanoNanda attend an
underground Trance event, where Algerian trance music plays, and bo#cttersa

participate in the dance. In all occasions, Zano is passivégnilig to the music,
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allowing it to transform his identity in order to fit the momehtis character becomes a
mere observer, while the main performer becomes his partner, Naima.

Naima as a representative of North African women in exilprablematic on
several levels. On one level, her choice to go to Algeria avasaction to Zano’s
decision to ask her to go with him. She does not show any desireth®rmgoin the
beginning. In fact, she laughs at his desire to go there. $beneeeason for them to
go; yet she still decides to take the journey with him. Naisneepresented as the
ultimate “Other” in the film. Her agency lies in her sextyaliln the first scene we see
her in, she lies on a bed, naked while eating. Her inabilityotdrol her desires is
evident in a scene when she leaves Zano to have sex with a handsomger sh Spain.
When Zano confronts her, he asks her: “Where did you learn to hav&esex lanimal?”
She represents the exotic, native women who must be controlled and segprés the
other hand, she is represented as a vulnerable, injured woman. Véitptaihing what
happened to her in her past, she is confronted by this fact whentah@sahe trance
event. A woman takes her aside and tells her that they hatreydsl her life, and that
she must find her bearings. She does so by participating inatheefrand losing her
ability to control her body while in trance. The representatioNarth African woman
in this film takes away her agency as an independent person. 8deused by her
French culture, in the image of her lover, and ridiculed by her otigulaure, when she
is forced to wear the traditional clothes like other women geA&. This film is a great
example of the stereotypical image of North African women igean films. They are
represented as outsiders, exotic, and vulnerable. This type ekeepation is what

North African women filmmakers in France are trying to change.
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North African Women in France

In the 1980s, when the first group béur films were made, North African
women’s issues were marginalized. Always represented asr roharacters, North
African women took the roles of victims, or prostitut&eurcinema came to be seen as
representative of male, heterosexual issues of belonging andhyidengis. Women
filmmakers were absent from the scene, just as in other Aasibnal cinemas. As
Hamid Naficy explains, “This gender imbalance also refldedelief, common to many
Middle Eastern and North African societies, that cinema is nextceally acceptable,
religiously sanctioned, and economically feasible enterprise donem. The patriarchal
ideologies of the receiving countries, too, contributed to women’s
underrepresentation® This patriarchal ideology still practiced by North Africa
immigrants in France is an example of the ideological culttleedh between first and
second-generation immigrants. Second-generation immigralizer¢heir predicament
in trying to deal with two cultures, their parents’ North Afncaonservative culture, and
the French culture they grew up in. Within those two cultures, dheyrying to create
an identity for themselves that balances the differenceseba the culture of their
countries of origin, and the country in which they reside. Second-genefdbrth
African women suffer from this cultural clash, since the igathal culture of their
parents restricts their movements and prevents them from gesdime sense of
autonomy, while trying to maintain their closeness to their famili This fact has
prevented them from working in the film industry, since the commorefbainongst

first-generation immigrants was that working in film does nopeestheir cultural and
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religious values, in that it disrupts women’s modesty. The commbef lie that a
woman’s place is in her home, so under no circumstances should ahgubkc figure.
This fact prevented women from working in film, and prevented nfizkers from
representing North African women in their films. Yet, in the 1990sre and more
North African women started to make films that discuss theuress, and that put them in
the spotlight. As a start, North African women beurettescame under the spotlight in
the early 1980s *“through their resistance to arranged marriagediated through
accounts of theifugues-running away from home--or of their families tricking them into
marriages back in Algerid® North African women’s issues and struggles gained some
kind of representation as a direct effect from having a numberats reur flmmakers
expose their lives in France. Yet, the films made by rbaleswere still representing
these women as victims. They still didn’t have any agency, and were still unaplkeak
for themselves. North African women'’s ability to “negotiate rre¥es for themselves,
often through performing better at school than their male peers, Glasibemed to make
them potentially more assimilable into Western Cultdfé.”"However, their quest for
more freedom from the restrictions of their culture does not chinegiact that they still
try to maintain strong links to their culture, families, andyren. The recent banning of
the veil gives a strong example of these women'’s close ttbstheir culture. In most
cases, the women who wear the veil choose to do so, without any préssartheir
families. Yet, in a country that refuses to see differefioa) an idealist political point,

these women'’s desire to look different has been met with opposition.
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In Politics of the VeilJoan Wallach Scott explains: “In Franm@nmmunautarisme
refers to the priority of group over national identity in the livesndividuals; in theory
there is no possibility of a hyphenated ethnic/national identity-bmlengs either to a
group or to the nation** Thus, the issue of the veil has become, in the last two decades,
the most pressing matter in defining Muslim women’s identitiesramé¢e. The French
government’s banning of the veil in public school in 2003, and the mosgit rizce
banning the burga, can be explained in many ways. On the one harfd|lawsng the
Republic’s secularist constitution that entails equality andrdsgdifference as an
individualistic choice, rather that a sign of belonging to a citMegroup. Difference
can only be tolerated if it is practiced on the individualistileand not as a sign of
practicing a culture that is different from the norm of theamati“The overt premise of
liberal tolerance, when applied to group practices (as opposed to idasymedividual
beliefs or behaviors), is that religious, cultural, or ethnic diffees are sites of natural or
native hostility. Tolerance is conceived as a tool for mangagr lessening this hostility
to achieve peaceful coexistendé&>” In other words, the laws that ban the display of
religious affiliation does not ban the practicing of that religionhenindividual level, but
tolerates the existence of that religion within the nationalespae long as it does not
affect the hegemony of public life.

The banning of the veil and burga in France can also be seenrastaeBult of
the growing Islamophobia that has been rising in the West, edpeadtal 9/11. What is
interesting is that instead of trying to solve the problemstheste immigrants face, for

example, unemployment and poverty, the French government directensoa to the
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women from these communities. The veil is seen as a sign of backwardness, and a link t
an identity that is not French. “A girl is a headscarf wageanber of a ‘community,” but
a girl in a miniskirt was expressing her individuality--whis tan objective distinction, or
one which rested on normative standards in the guise of neutrHfity@"a way, the veil
IS seen as a barrier that restricts integration with thjerityaFrench society, by stressing
the belonging to a community separate from the rest of the courtie/fact is that most
North Africans, who are Muslim in majority, are not allowed dffecintegration by the
same government. Given the fact that they live in the outskimsagdr cities, and the
fact that they are discriminated against; because of tregins and religion, the
government’s claim that the law that bans the veil is a waynforce integration into the
French society is ironic, and was met by opposition from the islaommunity. They
failed to recognize that the idea of individualism pertains to ehaind if these women
choose to wear the veil, as part of their identity as Muslitnsnforces the concept of
individualism rather than negates it, especially when these waneenot forced to wear
it in the West.

Secret of the Grair{2007)*"’

Secret of the Graiis a film about a retired Tunisian immigrant’s quest to open a
couscous restaurant in a small seaport town in Southern Francdartst \gith his
disappointment in being forced to retire, and ends with his strugghake the opening
night of his restaurant successful. The film focuses on the dgmarhthis immigrant

family. Slimane, the patriarch of the family, is divorced &aad four children. He also
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has a mistress who has a daughter he treats as his own. clizaelter in this film
represents a different and complicated image of North AfricanBrance. Slimane
represents the labor immigration that happened in the 1960s and 70sx-Wife is the
traditional mother who still cooks traditional food, and holds the fatogjether. The
mistress is a widowed woman who owns her own business and raisisigkter alone.
The son is married to a Russian woman, and carries on ifi@itsawith married French
women. His oldest daughter works in a factory and is married to one of his casmarke
the port industry. As for the mistress’s daughter, she helps hbentan her business,
which is a hotel and café, and she represents the second-gen&tattbnAfrican
immigrants who still value their original culture, yet areirtgyto integrate in their
community in France.

The story of the film is very simple. It starts withr&dine finding out that he’s
being forced to early retirement. He passively objects teedily retirement, but that
gets him nowhere. His character is represented as passivepmirolled by the women
in his life. After his retirement, he gets inspired to opeowscous restaurant, with the
help of his ex-wife’s cooking, and his children. The film’s last pallows the family as
they try to make the opening night of the restaurant succeastuill the problems they
go through.

The portrayal of women in this film is very interesting. In corngmm to
Slimane’s character, they are outspoken, strong, and independent, fexdegt son’s
wife, Julia, who is a Russian immigrant. The film moves atoav pace, shot in its
entirety with a hand held camera. It has a very realisinfgen a way to show the

different aspects of the life of immigrants in this Frenchrntowrhe very quiet Slimane
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sits quietly listening to women’s ranting, whether it's hisweée’'s complaints, or his
daughter’s telling him that he and the other workers in the atdpghould go on strike to
demand their rights. With this, she is representing French lajus,rbut her father’s
position as an immigrant puts him in a psychological position notritee out against
authority, which represents the generational divide between firstesohd-generation
immigrants.

In this film, the women seem to be stronger than the men. &imaldest
daughter is more outspoken than her husband and father. His ex-thdenmtriarch of
the family, and the great cook who inspires his decision to open a cousstaigant to
leave as a legacy for his family. On the other hand, hisesssis also portrayed as a
strong woman in the sense that she is independent and owns thindto&imane lives
in. Even though she does not talk as much as the others, and tha&nsalatis only
exposed when Slimane cannot perform sexually with her after he fotiie's being let
go from his job. In the end of the film, she is the one who triesmave the restaurant
from failing when she goes and cooks couscous to replace the pot cbestisat went
missing. On the other hand, Slimane’s relationship with Rym, ligess’s daughter is
the most intriguing in the film. She’s the one who helps hinh &it the paperwork to
get licenses to open his restaurant. He even refers to Is daughter. Faced with
many bureaucratic obstacles, Slimane decides to have a grandgofmerhis restaurant,
and invites all the French bureaucrats to the opening, in order to comiveroeof the
sure success of his project.

There are key moments in the film that are worth noting. Tkeié the Sunday

dinner at Souad’s house. She cooks her usual, couscous with fish, and tukdxte
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family gathers around the table talking, with Souad at the he#tedable. With the
absence of the patriarch, because of the divorce, the mother lsettmenbead of the
family, yet she does not forget to prepare a plate for her ex+mdistmal sends it with her
children to his place of residence. The dinner table consists afhiidren and their
spouses, and a few friends. One of the friends is of North Afocgm, and she is
married to a Frenchman. In the interaction, the Frenchman, whe oty white person
on the table, expresses gratitude and amusement to the cultsreifddexplains certain
things to him, and he asks as many questions about the languageasdhelg this
setting, the white man becomes the “Other”. He is the outsilersseks integration
within this culture. His desire to learn Arabic, in order to bex@art of the “majority”
is the reversal of the norm of French society. This secepeesents the dominant
presence of North African immigrants in France, a fact thatways rejected, by always
reducing them as a minority group, without any influence on the natioaletup of the
country.

Another key moment in the film is when Slimane and Rym go fronoffiee to
the next, and are faced with bureaucratic opposition to his projeactn tBeough the
bureaucrats show respect to the man and his daughter, he is tnethted bit of
cautiousness. Is it the fact that he is of immigrant origings it because of his obvious
lack of experience in business matters? Racism is not showry apéhé beginning of
the film, but as the bureaucrats gather around in the restaurastapening night, their

conversation does hint of some kind of racism. They use words suchegs vVersus

us”. They show obvious amusement of the exotic culture and surrounidinge

restaurant. Yet, the director shows them as the outsiders iowime tather than the
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insiders, since the majority of the characters in the filenairNorth African origins.
They become the visitors, and the immigrants become the orighrbitants. Even in
the opening sequence of the film. Majid, Slimane’s son, is thestawride, along with
his North African colleagues, and the tourists are all white, lveindtrench or otherwise.
At the same time, there is a tone of humility from the Fgmiperspective. The whole
opening night’s idea is to gain recognition and acceptance fronpdaherful white
French elite, who show up in fancy cars and dress.

On the other hand, the closing sequence is the most vital elemtr@ whole
film. Aside from Slimane’s struggle to succeed in his projet,reason it might fail is
because of his son, and the reason it might succeed is becausevohtee in his life.
Rym, in an attempt to distract the guests from the facthleatouscous is not ready to be
served, wears a red belly dancing costume and begins to feverishly dancegferdtseto
the sounds of the traditional Arabic music played by the band. Atdive walks into the
restaurant as a guest herself, dressed in regular modern chathdsen she changes and
gives the guests what they would expect from a culture thairesgh to them, more
exotic representation of that culture. In the whole film, she m@asesented as an
innocent daughter, who only catches the romantic eye of Hamidaigismyoungest son.
Yet, in order to save her father figure, she transformseliexs an exotic, sexualized
being, not only in front of the Western guests, but even with heagatiens with the
members of the band, who have previously regarded her as gilittland treated her
with fatherly affection.

The main themes that every North African film made in Frammenally deal

with are racism, problems with integration, the ideas of idemditgl women’s images.
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This film's main theme, in my opinion, is the representation of womEney are not

represented as passive within their society. They are notsezpee as sexualized
figures, except for the last part, when Rym belly dances fogubksts. In fact, the only
sexualized figure in the film is the governor’'s wife, a Fremdman, who carries an
illicit affair with Majid.

This film is a good example of ethnic cinema, in referenceN#dicy’'s
categorization. An ethnic film focuses on emphasizing its ethmdic racial identity
within their host country. “[P]Jostcolonial ethnic and identity ciaefis dominated] by
the exigencies of life here and now in the country in which thanfidkers reside'*® In
this film, the representative of their ethnic identity is in fihed they make. Couscous,
being a traditional North African dish, represents the originsheffamily, and their
contribution to the French culture. They do not see themselves as utdidéact, the
film represents the privileged white officials as the outsidehgn they come to enjoy
the food that the family cooks for them. Their ties to their cquottrorigin are in the
culture they cherish, represented by the grain. Aside fromttiet see themselves as
active members of the society, especially the children, whdharesecond-generation
immigrants.

What is also interesting about this film is that it takesoéigr character out of the
banlieueand places it in a different setting. “By displacing bleersfrom the cinematic
spaces of thebanlieue and inner-city ghettos, spaces in which the way they are
represented is in constant dialogue with the stereotypical imggeduced by the

dominant media, to more open, less heavily mediated spaces, [tmas dilow the

178 Naficy 15.
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beurs (and others) to occupy space in more constructive and imaginagys.™"®

Without the constraints of theanlieuesetting, the characters in this film are allowed a
different kind of agency. In almost deur films, the representation of the immigrant
characters is framed by the space they occupy, that diathleeue. In this film, without
that stereotypical frame, the characters are allowed to afevelrelation to the space,
and to the rest of the society. As for the space, the film mloieshow a clear distinction
of where they live, or where the white majority live; it alkthe characters the freedom
of movements between the borders of society, in a way thathebeandbanlieuefiims

do not. The difference of spatial representation betweenilthisuid other diasporic and
exilic films is that it does not represent space as claustropboliimiting. In fact, most
of the film is shot on the seaport, with open landscapes and a aasEise internal space
that the characters occupy, on the other hand, is representednasmhainviting, just
like the food that the mother makes.

Paris Je T'Aime(2006)**

The North African population in France has been represented imstne@m
French cinema for decades. Whether it's a positive or negative repriesedégtends on
the story, and the filmmaker. Generally speaking, in the 1970s an8l&@is, Africans
were represented in a negative light. Always taking ¢he of criminals, prostitutes, or
passive characters in the background. In recent years, more andlimorakers began
to show the North African population as active members of the society with ursges is

that reflect the problems that they are dealing with, and inya meflecting the nature of

9 Tarr 137.
180 segment Dir. Gurinder Chadha. Perf. Leila Bekhti and Cyril DescoursLBok
International. 2006.
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French society, as a multiracial nation, even if the peoplecesrather than white are
still discriminated against or victimized. In fact, one of thestfamous French films in
the last decadeAmelie (Le Fabuleux Destin d’Amelie Poulainhas criticized for not
showing the true nature of the multiethnic Parisian societypéxoeone character, who
is the simple-minded, North African, shop assistant. It seemisetem as the French
government puts more restrictions on the representation of diffenenuablic places,
(i.e. the law that banned wearing conspicuous signs of religioustadh in public
schools in 2004; the law that bans Muslim women from wearing the lurgablic)
filmmakers are tackling the subject of difference, and in some caselsiateig it.

In the recent filmParis je t‘aime,which is a collection of short films by twenty
directors celebrating the different area of Paris, one of the segn@utas‘de Seingby
British director Gurinder Chadha, deals with the issue of ethnierdifte. The segment
starts with three young men making sexist comments at ahwlgp passes them by.
Completely following the stereotypes of every ethnicity, thesnment on the white
girl’s thong that is showing under her jeans, and tell anrAgid that they would like a
Thai massage. In the background, a Muslim girl wearing a headistamt to them and
smiles at their utter ignorance. One of the boys, who seemisrrassed by what his
friends are doing, notices her. When she gets up and passes thgryeltiwe’re in
France now!” She trips and the sympathetic boy runs to help hepgeHer headscarf
falls and he unsuccessfully helps her to put it back on. He ask#latoes she have to
cover her pretty hair. She tells him that she doesn’t have tshbuthooses to cover her
hair. She tells him that when she wears her hijab she feais df a faith, an identity.”

When he gets back to his friends, his black friend asks him “So ywmirdorown girls
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now?” Then his other friend tells him “you touch her and Osamapetionally bomb

your ass.” The young boy follows the girl to a mosque in @mger of Paris. When he
sees her, his smile disappears when he notices the old NorthrAfman with her. They
walk up to him and she introduces him to her grandfather. The grandfatites him to

walk with them, and they begin to have a conversation about history, and his
granddaughter’s dream to become a journalist for one of the mpsttant newspapers

in FrancelLa Monde He tells him that she wants to write about her France.

This six minute short film shows the stereotypes and breaks d@hdé¢he same
time. The girl wears the hijab because she wants to showslaenid identity, not
because she is forced to wear it. She also wants to be a jsutaalrite about “her
France”. The filmmaker is clearly commenting on the mostntlaw that was passed
for banning the veil in 2004. Wearing the hijab does not make thengilleas French
than the boy who helps her. In fact, she was doing the same thimgwas. She was
hanging out at a location common for college kids. Even when the laogdfehe
presence of the Muslim male, she proved him wrong by introducing tbirher
grandfather. On the other hand, the boy’s friends show the Islamophobia that isigweepi
Europe at this moment. Not only do they notice the racial differeviieh is odd given
the group dynamic, two white boys and a black boy. The racisteady against Islam.
Their comment about Osama (referring to Osama Bin Laden, akejoplaces all
Muslims under the category of terrorist and fundamentalist IslBren when the boy
fears the Muslim male, he is questioning whether there wouldif&eeence in the girl's
interaction with him in the presence of a male figure. Thilevd the stereotype of

misogynistic nature of Muslim men. What the boy learns in theietitat there is no
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difference between him and the girl. They are both Frenchy diteeboth students, and
they both have dreams of building a better future for themselves.
Conclusion

From the analyses of the films in this chapter, the maineglethat drives most
of the events of these films is the relationship of the ckeraavith the space they
occupy. Given the fact that North African immigrants, and otherigmamts in general,
experience a sense of displacement because of their associmth two different
cultures, space and location becomes an important aspect in thencref their
identities. Focusing on women’s experience as diasporic, exilegtand, the films’
representations of these women varies depending on the fiimmakergich’Allah
Dimanche,the immigrant woman is represented in the process of assmilahd
emancipation, in relation to the space she inhabits. Within thatgsroskee forges her
new identity in an effort to find a new home in diasporaExites,the second-generation
immigrant woman is represented as vulnerable, exotic, and sexlualigr relationship
to space, whether in France or Algeria, is marked by her s#ndesplacement and
inability to belong to either culture. [8ecret of the Grainwomen are represented as
integrated and strong. Taking these characters outside tiatiieueallows them to
forge a new identity that is not framed by stereotypes. Yet, at the saemdttey are still
strongly connected to their original culture, signified by tkeioking and strong family
ties. The space they occupy is not restricted by their etynimit by the work they do
within the society.

Yet, the issues of integration within the dominant French soarettill troubled

with issues of race, religion, and ethnicity. These issuehammain themes in the films
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produced by North African immigrant flmmakers. In an eftorstress their role within
the French society, and an effort to define their national ideritigge filmmakers
guestion the problems they face as minorities lacking any @dltepresentation, and

experiencing constant hostility from the mainstream society.

199



Conclusion

One the most important things | must conclude with is the fatthkacountries
studied in this dissertation are still undergoing a process ofjehamnhere is a sense of
social instability, whether it is because of current politicabstiror because of the fact
that the countries’ social and political infrastructure was built on weakngs. After the
end of colonialism, North African countries, like other former colortiad, to go through
a process of rebuilding themselves as autonomous nations, still dealing vaftetheath
of colonization. There were great hopes of building great nationssdu#ts like poverty,
illiteracy, and the lack of strong economic and political strustumade the first few
years of independence extremely difficult. As the decades e the colonial powers
were replaced by totalitarian, corrupt governments that expldiedduntries’ riches,
and did not empower their people.

With the social and political instabilities that these natiosge experienced for
decades, the efforts of filmmakers, scholars, writers, and otiterad producers have
been mired with doubt and lack of freedom. Their efforts to représenprocess of
constantly creating, and changing, national identity marks thekerat producers’
desires to make sense of their nations, after independence, andadunibglent political
time.

In my dissertation, | have tried to define the role of filmmsalkenrepresenting the
different issues their societies confront, in an effort to undetstiaese nations myself.
Torn between different parts of their history, | have realibeddifficulty of defining a

nation that is constantly undergoing political and social change filifteel have studied
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can only speak for the time in which they were created. Some fwmeeeded in
representing the problems different groups of these nations galthrddne thing is for
sure: all the films | chose to discuss in my study are paljtane way or another. While
some focus on the role of women in their country’s national diaJoghether they were
seeking to become part of the history of the nation, or dealing sdtles of oppression
and inequality, other films focus on the problems of the nationvelsode. That being
said, | have noticed one common theme in most of the films | havwgzadawhether
they were national or diasporic; | have noticed that theresenae of displacement that
the characters of these films feel. In diasporic film, thessef displacement is clear,
but in films made within the national cinemas of Algeria, Morocco, and iayitiss very
subtle. For women, the sense of displacement comes from thermatieal of their
situation as oppressed, and the constant tension in their relationghipevétate and the
patriarchal social order. Their struggle for autonomy from hbgemonic forces is
always faced with resentment, and resistance. This constasibrtebetween the
oppressor (the patriarchal social order or dominant Westeraulge) and the oppressed
(women) creates a sense of constant need to define and defend adBeskk constant is
the experience of struggle, and the sense of displacement and@ti¢hese women feel
during their quest for autonomy.

This sense of displacement forces feminist flmmakers to aahstddress their
relationship with the hegemonic power of the state and patrianctineir films, but this
comes as an effort to define their responsibility within theonatiThe displacement they

feel stems from their desire to achieve autonomy, yet thisedess affected by what
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Spivak calls “internalized gendering perceived as ethical efidit Aware of the social,
traditional, religious, and gender constraints, feminist filmmellstruggle between their
desire for autonomy and what they perceive as their ethical rebpionsis women, and
it is what creates that sense of displacement.

On the other hand, North African nations’ history as postcolonial Sdieam to
constantly defend their culture to themselves, and to the réds¢ eforld. The fact that
they are influenced by the culture of their former colonizernégais no secret; what
they are trying to do is to define their own organic national a@iltwhich is the
combination of the history their countries went through. With the filhmsve studied, |
have argued that their process of creating national identity irs/¢ineerecognition of all
their histories, in order to achieve a cohesive national, and cultural identities

Through my investigation of North African films that deal with feist and
national identity representations, | have realized that theagassion building up, both
on the outside and inside levels. On the outside level, the tensionfstemitie critical
readings by Western feminists, Western audiences, and Wasttamics that approach
the works of these feminist filmmakers with a preconceived undelista of the
implications of their texts. On the inside level, it is thasten between these
filmmakers, mostly women in my study, and the hegemonic power ctdke that limits
their authority and freedom of expression, based on political, tradjtiand cultural
constraints. My main aim in this study is to promote two po#s#isil the first is the
development of a national cinema theory, and second, the importance oétioteal

feminism, versus transnational feminism, in the reading of ilh@cftexts by non-

181 Spivak, Gayatri. “Translator’'s Prefackhiaginary Maps: Three Stories by Mahasweta
Devi.(New York: Routledge, 1995) XXVIII
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Western filmmakers in general, North African filmmakers imtipalar. | will discuss
both points below, but first, | want to clarify what | mean whealk fibout Western
feminists.

As a start, | do not criticize all feminists working in the West (of wh@m lone);
most specifically, | argue against the dominant Western fenthrosight that stresses, on
one level, that all women’s needs and issues are the same, witgmg ptention to
cultural and historical differences, maintaining that gender rdiffee is what most
feminists are working against. It is the “Imperial Fenmmiighat believes that the sight
of oppression comes from within the family structure, without gagittention to class
and race as other possible spaces of struggle. This type ofigemundermines the
works of non-Western feminists and has been criticized, asn@®aplan and Inderpal
Grewal explain, “[T]hird World feminists and feminists of colorvlaobjected to a
hegemonic approach that demonizes non-Western families as more wppitess their
First World counterparts®* On the other level, | criticize a Western feminism that
advocates difference as multiculturalism and transnationaligrather social, political,
sexual, national, or religious, yet approaches these differences dr Eurocentric,
essentialist perspective. Instead, | suggest that the use oteamational feminism, in
analyzing the filmic texts created by non-Western and Nortlcaf filmmakers, could
be more useful in our understanding of the implications of theses fivithin the
discourse of gender, sexuality, religion, national involvement of tiweseen, and race

and class issues. International feminism recognizes differamckworks within it.

182 Kaplan, Caren and Inderpal Grewal. “Transnational Feminist Cultural Studie
Beyond the Marxism/Poststructuralism/Feminism DivideBdgjtions East Asia
Cultures CritiqueVol. 2, Number 2, (Fall 1994) p446-463.) 433.
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International feminism is a feminism that works both locally alethally, in the sense
that it recognizes differences and similarities, and promatesnderstanding of these
differences and similarities as existing both in the Einst Third World. In other words,
it is a feminism that belongs to all feminists around the world, ia not restricted to
Western academia and critical studies. | will further explain this stiggeshortly.

| have criticized Third Cinema theory as limiting and Eurocenénd argued for
the need to develop a national cinema theory that takes into a¢beuluical national
film production and importance of national audience as the prinaotprs of film
production, rather than resorting to create films that are mopthogetic in their
language to the dominant Western audiences on the one hand, amc tmatre cultural
representations of an “exotic” culture to the West on the other. t Whaean by
apologetic is the approach that some non-Western filmmakersntakaking their films,
when dealing with cultural differences, or certain religioudraditional extremes, by
showing certain aspects of their representations as simNaesbtern culture, in an effort
to prove that they are not so different from the West. In certain issuewaiy, & is seen
as their effort to become part of the “transnational narratime’drder to achieve
assimilation. This means that the filmmakers are alwayarevef their Western
audiences, and the implications of the representations in thesrdiinthe understandings
of their culture/nation by Western audiences.

| have advocated, through the text of the dissertation, for the nemedte a
national cinema that would resolve these previously mentioned tenaimhgive these
feminist flmmakers a chance to create works that deal \wiir issues of oppression,

inequality, and national autonomy. As it stands, national cinemassa tfaions still
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depend on funding from the West, which allows them to produce films thaiiraed at
First World audiences, and limits the promotion and development ofi@nalatiim
industry that would supply these filmmakers with the tools neededotiuce films. In
other words, this dependency on Western funding might solve the intenpdidlem of
lack of resources, but it makes the need for a strong nationahfimstry less important
in the immediate sense. Or as Spivak puts it: “it is more itapbto develop a critical
intelligence than to assure immediate material comf8ft.” In other words, the
continuous dependency on Western funding forces North African filmmakers toadicul
their representations in their films in a way that impre¥gestern audiences, and with
that national audiences tend to be ignored. A national cinema bsétve the needs of
these filmmakers will, first, allow these filmmakers the ndeato deal with local and
national issues; and second, provide an infrastructure of support derftlmemakers, in
terms of regularized work, which helps these filmmakers to produce films ewriarly,
rather than having to wait for years before they can reatiather film. Throughout the
dissertation, | have argued that most of these filmmakers tialyeone film to their
credit, because of the lack of a strong national cinema industry, and becausack tfe |
funding. Third, the creation of a national cinema that stands on itsvathiout the help
of Western funding, allows these filmmakers to develop their esfunique to their
nations, rather than always being dubbed as cultural representatives anthfativents
in international film festivals. | believe that one of thesm® these filmmakers are
categorized as “Other” in most international film festivalgdhe fact that their national

cinemas are still in the process of development, and that teéynferior to the more

183 Spivak, Gayatri. “Righting Wrongs.The South Atlantic Quarterlyol. 103, Issue
2/3, (Spring/Summer2004) p523-581.) 557.
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developed Euro-American film industries. With the creation dfang national cinema,
these filmmakers will have the confidence to create filmsloth the reception is more
important on the local level, rather than in international filstifals; in other words, a
film industry that does not need the recognition and approval of the Mastar for it to
prove its mastery of the art of cinema.

When it comes to reading, listening to, and understanding the fils maorth
Africa, | suggest adopting an international feminist discourséenanalyses. What |
mean by that is first, to remove ourselves from the positionitairgazer, superior,
more knowledgeable, and place ourselves in the position of listeneseamad, to allow
ourselves to learn, rather than criticize, from other cultundspaactices. In my opinion,
transnational feminism fails in its readings and understandihgsatove, “subaltern”
discourse because it advocates the immersion of Western acaderdidstellectuals
within native cultures, yet it still does not allow the samellef@ccessibility for other
non-Western intellectuals. In other words, transnational feminisivhalds authority
and power on the discourse of the subaltern. International feministhe ather hand,
assigns the same level of authority to all. There is atillimbalance of power and
authority between the West and non-West. When it comes to citleis@ambalance is
evident in the articulation of difference within the films madehe non-West, North
Africa in this case. This difference is enhanced in the tiaat these non-Western
feminist flmmakers are perceived as merely national, opptessgher than equal
partners in the exchange of representation, reception, of the fiéic Instead, an
international feminism will allow both creator and receiver ticalate their meanings

and understandings on the same level, as different, yet the sanas, ‘itather,” but as
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another pedagogy of learning and listening, representing, and ispedki other words,
films created outside the West ought to be read/listened to, iratine way as films
created in the West; not by the way culture is representetylibe way a story is told.
When the focus becomes the craft of the filmic text, cultural reattbnal difference
becomes a natural outcome, rather than the only outcome of any film.

In summary, | believe that the development of an internationahigem when
dealing with feminist reading practices of films made both inMest and the non-West
will allow authority and privilege to be shared by filmmakend audiences, locally and

internationally.
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