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FILMS BY SULIMAN ELNOUR

SULIMAN ELNOUR, bornin 1947,isa
Sudanese filmmaker and writer. He
studied Folklore at the Institute of Afri-
canand Asian Studies at the University
of Khartoum and film at the All-Union
State Institute of Cinematography in
Moscow (now: Gerasimov Institute of
Cinematography, VGIK]. He is a found-
ing member of the Sudanese Film
Group and a member of the editorial
board of the magazine “Cinema”.

AFRIKA, DZUNGLI, BARABAN
| REVOLJUCIJA

AFRICA, THE JUNGLE, DRUMS
AND REVOLUTION

USSR 1977, 11 min*
Original format: 35mm

Production: All-Union State Institute of
Cinematography, now: Gerasimov Institute
of Cinematography (VGIK)

Director: Suliman Elnour

Camera: E. Morososs

The film examines representations of Africa in
Soviet society. Children’s drawings that deal with
Africa, interviews with inhabitants of Moscow, and
archival material depicting Africa from Soviet ar-
chives broach the issue of those representations
and the stereotypes connected to them.

*The duration refers to the original projection speed of 24 fps.
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Filmography

AFRIKA, DZUNGLI, BARABAN | REVOLJUCIJA
(Africa, the Jungle, Drums and Revolution), 1977,
11 min; WA LAKIN ALARDH TADUR (It Still
Rotates), 1978, 19 min; ALMAMLAKA ALMAN-
HUBA (The Last Haven), 1996, 21 min; GHARIET
MAGANO ALMANSIA (The Forgotten Village of
Magano), 2001, 14 min; WAJAH ALBALAD (Ag-
ony of the Homeland), 2008, 35 min.
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WA LAKIN ALARDH TADUR
ITSTILL ROTATES

USSR 1978, 19 min*
Original format: 35mm

Production: All-Union State Institute of
Cinematography, now: Gerasimov Institute
of Cinematography (VGIK]

Director: Suliman Elnour

Camera: Salah Sharif

Editing: M. Shakhovskaya

Sound: Ali Quassim Al-Khaledi, O. Polisonov

Suliman Elnour’s graduation film depicts every-
day life at the time ina school in the fifth province
in Yemen. There are no formalities, no bounda-
ries between students and teachers, criticism
and self-criticism are important means of com-
munication and the support of girls” education is
of high significance.

FILMS BY ELTAYEB MAHDI

ELTAYEB MAHDI, bornin Omdurman,
Sudanin 1951. He graduated with a de-
gree from the Higher Institute of Cinema
in Cairoin 1976. He has received several
international awards and was head of
the Sudanese Film Group for a number
of years. The author of numerous arti-
cles on cinema for major Sudanese
newspapers, heis also a member of the
editorial board of “Cinema” magazine.

AL DHAREEH
THETOMB

Egypt 1977, 17 min*
Original format: 16mm

Production: Higher Institute of Cinema
Director & screenplay: Eltayeb Mahdi
Camera: Hisham al-Maleh

Editing: Mohamed Kheir Arab

Sound: Adel al-Wakil

Art director: Abdul-Ilah Farhud

With: Abu Bakr John, Ismail Satti, As-Sir Qudur,
Tharwat Aloub Abdel Da’'em

Aman claims to be able to heal people. An alleged
tomb of a pious sheikh is the setting of the story.
His followers arrive from near and far to get healed
and in that process lose a lot of money. Even after
the fraud has been exposed his followers are still
convinced of his powers.

Filmography

AL DHAREEH (The Tomb), 1977, 17 min; ARBA'A
MARAT LIL-ATFAL (Four Times for Children),
1979, 21 min; AL MAHATTA (The Station), 1989,
16 min; HIKAIET ALMATORAT (Tale of Almatorat),
1995, 39 min; EIYAL ALMATMOURA (Children
of Almatmoura), 2008, 21 min; HUMAID, 2013,
70 min.

ARBA'A MARAT LIL-ATFAL
FOURTIMES FOR CHILDREN

Sudan 1979, 21 min*
Original format: 16mm

Production: Sudan Film Unit,

National Council for Social Welfare

Director & screenplay: Eltayeb Mahdi
Camera: Salah A. Husain

Editing: Ahmed G. Elseed

Sound: Awad Eldaw, Elsir Hamid, Salah Saeed
Music: Salah H. Ahmed

Production manager: Babiker Awad

The film depicts everyday life at the time in fa-
cilities and schools for children with physical or
mental disabilities. We see children in class being
taught art, woodwork, speaking, and other things,
but also the hustle and bustle in the schoolyard,
as well as physiotherapy and how they learn to
use walking aids.



AL MAHATTA
THE STATION

Sudan 1989, 16 min*
Original format: 35mm

Production: Department of Culture

Director & screenplay: Eltayeb Mahdi
Camera: Tawfig Othman

Editing: Ibrahim Shaddad, Abdalgadir Dawood,
Muhammad M. Ali

Sound: Salah Saeed

Music: Abdalla M. Abdalla

Production manager: Manar Al Hilo,

Alsir H. Yousif

With: People of Alsyneya near Gadarif

Sudan, in the late 1980s. People cross the desert
on foot or cover long distances by car and truck. In
AL MAHATTA, Eltayeb Mahdi shows encounters
at one of the large crossroads between the capi-
tal Khartoum in the center of the country and Bur
Sudan onthe Red Sea.

FILMS BY
IBRAHIM SHADDAD

IBRAHIM SHADDAD, born in Halfa,
Sudanin 1945, studied at the German
Academy of Film Art (Deutsche Hoch-
schule fiur Filmkunst, DHF]. He has
written and directed many films and
some plays. Practically all films and
plays in Sudan were discontinued by
producers or banned by governments.
He is a founding member of the Suda-
nese Film Group and a member of

JAGDPARTIE
HUNTING PARTY

GDR 1964, 41 min*
Original format: 35mm

Production: Deutsche Hochschule fiir Filmkunst,
now: Filmuniversitat Babelsberg KONRAD WOLF
Director: Ibrahim Shaddad

Screenplay: Ibrahim Shaddad, Claus Neumann
Camera: Claus Neumann

Editing: Ruth Ebel

Music: Gerhard Rosenfeld

Production design: E.-R. Pech

With: Petra Hinze, Glnter Meier, Heinz Schroder,
Ambroise Ruzidana

JAGDPARTIE is Ibrahim Shaddad’s graduation
film. It uses the format of the Western, which he
transposes into a German landscape—a forest in
Brandenburg—for a transnational investigation of
both the murderous violence of and the everyday
complicity in racism.

the editorial board of the magazine
“Cinema.” He is also the author of the
book “Once Upon a Time, Cinema in
Sudan,” published by the SFG in 2017.

JAMAL
ACAMEL

Sudan 1981, 14 min*
Original format: 35mm

Production: Department of Culture
Director & screenplay: Ibrahim Shaddad
Camera: Elhadi Ahmed Ibrahim,

Salah Eddeen Awad

Editing: Abdalgadir Dawood

Sound: Awad Eldaw, Salah Saeed
Executive producer: Manar Al Hilo

A report from the life of a camel, most of which
plays out in a dreary, small room—a sesame mill.
Blindfolded, the camel runs in circles, driven to do
so by its owner. For a short while it is allowed to
relax in the courtyard before it reluctantly returns
toits work in the dark room without any sunlight.

Filmography

JAGDPARTIE (Hunting Party), 1964, 41min;
JAMAL (A Camel], 1981, 14 min; AL HABIL (The
Ropel, 1985,32 min; INSAN, 1994, 25 min; ZURGA
(Blackness), 2008, 52 min; BA'R-MEEL (Barrel),
2015, 11 min; FA'R (Rat), 2017, 15 min; ALKURSI
AL-ALMANNI (The German Chair), 2019, 15 min.

AL HABIL
THE ROPE

Sudan 1985, 32 min*
Original format: 16mm

Production: Department of Culture
Director & screenplay: Ibrahim Shaddad
Camera: Tawfig 0. Fagir

Editing: Abdalgadir Dawood

Sound: Awad Eldaw, Salah Saeed

Music: Abdalla M. Abdalla

Production manager: Manar Al Hilo,
A/Rahman Nagdi

With: Khatab H. Ahmed, Mohd. A. Gorani,
Mariam M. Eltayeb, Abdalgadir Dawood

Two blind men are making their way through the
desert accompanied by a donkey. Connected by
a rope, sometimes the two men decide where to
go, and sometimes the donkey dictates the way.

*The duration refers to the original projection speed of 24 fps.
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REVELATIONS

The Films of the Sudanese Film Group
Between Fiction and Political Reality

Discovering a film can mean reading an
archive anew, allowing for a new visibility
into the unknown. But it can also mean
finding a particular aesthetic that hadn't
been seen quite this way before. With the
films of the Sudanese Film Group, both
their formal qualities and the film histor-
ical context are a discovery, since the
films reveal both the aesthetic of a sym-
bolic film language and the previous
gaps in the story of African film history.

The cracked tar on the empty street re-
flects the sunlight. The street winds
its way through the rubble of the
steppe and the endless expanse that is
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limited only by the horizon. Heat gath-
ers, opening a vague view to a distant
procession. The group of people, ar-
rayed in white clothing, seem to be
carrying something. Only later does it
become clear that it is a sick person:
a hand on a feverish forehead, a face
wracked with pain. There is no dia-
logue added, AL MAHATTA (Eltayeb
Mahdi, 1989) doesn't provide any clar-
ity—all that can be seen are signs and
symbols, their meaning can only come
from the spectator. Another vehicle
moves along the road. It seems to be
being pulled. And yet, a moment of un-
certainty: Aren’t the wheels made of

wood? Is that a rope on the bumper?
A pan resolves the confusion, revealing
a child at play, walking along the street
with his home-made caron a string.
The film was made in the year that
the Sudanese Film Group (SFG) was
founded, and not only does it describe
the hustle and bustle along a street,
between manual work on the side
of the road, trade, and filling up with
gas, but much more it is the symbol
for the everyday paths that bind peo-
ple together. Historically the year 1989
mostly marks the rise and start of the
SFG's collaborative effects. Directors
such as Ibrahim Shaddad or Eltayeb
Mahdi from the Cinema Section of the
Department of Culture had already
started making a name for themselves
in the '70s. In order to expand the po-
litical discussions that their films
were sparking into the wider society,
they also founded the journal “Cin-
ema.” Pressure from the radical gov-
ernment wrested the economic basis
away from the young filmmakers, but
did not entirely stifle them. AL MA-
HATTA sticks out programmatically
from the oeuvre because it manages
to find images along a street in Su-
dan for the reality of a group on a com-
mon journey, like that of the common
biographical productive period of the
SFG. Activities like basket weaving or
preparing meals were patiently filmed
at crossroads. These are pictures of
a society in which there is no separa-
tion, but where everyone interacts with
everyone else. The rhythm here is not
one that would be familiar to the every-
day descriptions of an optimized, capi-
talized western world: the background
music of traditional instruments give

rise to a dance that pulls us into its
sway, so that even the squeaking of the
truck axle sounds like a melody. The
calmness of the shots is practically
meditative, as if it were the calm be-
fore a storm, whose possible appear-
ance is increased by the procession
that frames the narrative.

Work is a topic that constantly per-
vades the productions created in the
Sudan. The group has a common inter-
est in everyday situations and rituals
that capture what is special in details
through their randomness. The politi-
calin the films is revealed in the circu-
lar, endless rhythm of the division of life,
which surrogately problematizes slav-
ery and working conditions.

Rotations: closing one circle to be-
gin the next. Once you watch Ibrahim
Shaddad’'s JAMAL (1981], you can
no longer forget the groaning sound
of the opening scene. Is it the beams
groaning orisitananimal? The sound
is oppressive because it cannot be lo-
cated. The camera constantly shifts
positions, the spectator tries to get
oriented. But only detail shots: a
bird’s nest on the ground, the grain of
a wooden beam, fur, the straw wall of
a hut. It slowly becomes clear that the
camelin the title has towalk in circles
here to activate a mill. Blindfolded, it
is bound and forced to walk in circles.
The camera interprets the dizzying
effect by fixating on one point on the
ceiling and by endless rotations. This
black-and-white elegy to the life of a
camel is undercut over the course of
the film with powerful, surprising, and
rapid montages, reminiscent of exper-
imental film, showing crane trucks.
When is the animal unhitched? Has

9



so much time passed that machines
have now taken over? The stylized
images spark memories of the form
of the donkey in western film and
art history, such as those in Robert
Bresson’s Au hazard Balthazar, or the
one found a few years later in Jeff
Wall's lightbox photograph “A Don-
key in Blackpool,” and recently re-
newed and brought to the screen by
Angela Schanelec’s film | Was at Home,
But... An animal that artists and film-
makers are discussing to this day as
an emblem of the lack of self-deter-
mination and forms of powerless-
ness. Time here is not structured, but
passes like a river. At some point the
birds slip out of their nests, at some
point they fly away. The camel turnsin
circles in the mill, lies on the ground,
yawning in an almost human way. But
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itis not the humans that are looking
after the animal, the only like-minded
creatures are the goats, rubbing their
necks against the exhausted body. The
humans are finishing their work, sell-
ing the oil from the mill, preparing it
for the next round. The comparison
between human and animal is for-
mally indicated, and confusion is in-
stigated again, when a human arm
appears under the camel, now lying
in the mill in place of the camel. Ab-
surd scenes in which the camel serves
as a model for human clothing raise
questions about comparability: What
is the value of humans, and what is the
value of animals? Thoughts about the
German expression: “I'm working like
an animal.” It is a film that constantly
causes one to reflect anew about the
many levels of trouble that it takes up

and nonetheless never finishes talk-
ing about. The film does not attempt to
provide any interpretations, it merely
offers them. The highlight is the
shadows and the grueling sounds of
the camel rearing against the leash—
through the stylized aesthetics of the
simple setting and the black-and-
white image, the struggle becomes
a political performance. Against the
black background we clearly see the
bones under the animal’s thin skin as
it puts up its resistance. But only until
the snares of the more powerful are
tightened, the ropes between the sad-
dle and the grinding bolt, and the new
day is immersed in darkness with the
mask over the camel’s eyes.

Shaddad and the rope: a thing that
will define his work. A few years later
it will also provide both the title and
the protagonist in AL HABIL (1985).
Two men in the desert, bound to one
another by a rope. They lead one an-
other in turns, and their relation to
each other remains unclear. Accompa-
nied by a donkey, they attempt to blaze
a trail through the rocky desert land-
scape, butitis not just the rope thatim-
pedes their journey: both of them are
blind. After the camel in JAMAL, here
itisin fact the donkey that appears. Be-
cause of the loss of their sensory or-
gan, the men are much like the animal
in its options to act. This meandering
of the disempowered is accompanied
by exchanges that are more like noises
than comprehensible speech. The rope,
which always remains between them,
prohibits them from taking two per-
spectives, two opinions, or two paths.
The subjectivization of the rope does not
serve to fantasize, but the aesthetically

charged image takes care of build-
ing comprehensible structures. This
is what the film narratives of the SFG
facilitate in their images: an artistic-
expressionist formal language as a
means of demasking circumstances.
While the two are still struggling for the
strength to make their way across the
ever more dangerous rocks, the mon-
tage, like in JAMAL, provides a clue to
the interpretation, in which the political
ruleris shown looking over everything.
The film has a fairy-tale like effect
due to the montage, like a spirit in the
innermost part of the two companions.
If in the theater it is the prop that be-
comes the resistance, here itis the rope,
which at the same time arouses the
protagonists’ revolutionary resistance.
In the political reality of the film-
makers, resistance meant rebellion
against the looming radical-Islamic re-
alignment of the country, the highpoint
of which was marked by the military
coup in 1989. The subsequent intro-
duction of sharia meant the imme-
diate disbanding of the SFG, for new
laws were attacking free, democratic
thought, and any support for cultural
life became impossible. Mobile cinema
events, such as those that the friends
of the SFG had launched earlier to
make the cinematic experience acces-
sible to even the poorest social strata,
had to be paused.
Before the films that Ibrahim Shad-
dad made in Sudan, there was a pe-
riod that led him to East Berlin. Three
years after the construction of the
Berlin Wall Shaddad finished his film
studies at the German Academy of
Film Artin 1964, which is now known
as the Film University Babelsberg

1



KONRAD WOLF, with his graduation
film JAGDPARTIE. There is very lit-
tle scholarly or film historical infor-
mation on the film, neither a premiere
screening nor festival screenings are
indicated on the common digital por-
tals. This is not an unfamiliar phe-
nomenon. Foreign directors who
were later forgotten at the places
they studied, whereas other alumni
were prepared for a lasting effect on
the public. Fortunately there is a new
attentiveness in view today, and new
generations of film scholars and cu-
rators have been sensitized to these
blind spots.!

JAGDPARTIE is not only a fascinat-
ing work of film, but also a document of
its historical time, enduring in its time-
liness. Shaddad showed his talent here
for deconstructing social phenomena
in a way that they are eventually com-
pletely laid bare to the viewer: expos-
ing and revealing in situations where
otherwise there were only masks and
a barrage of words at work. He trans-
fers the plot to an East German forest,
and the American sixties-era cowboy
subject matter forms the anchor for
the narrative and the aesthetics in the
midst of GDR actors. In the idyll of na-
ture, the racism of the village drinking
buddies is clear forall to see. The white
cowboys hunt a dark-skinned man.
Filmed in black-and-white, JAGD-
PARTIE, with its conceptually simple
narrative, clearly raises the question

of how racism between people can
exist despite a feeling for human-
ity. How the pursued man approaches
one of the families living in the valley
is told with caution. By working to-
gether, a silken thread of connected-
ness is created, which is torn apart all
the more abruptly by the pressure from
the masses. Shaddad plays with light
and shadow, finding unusual angles
and shots in the unstable nature and
the thicket of the forest. For instance
when the fleeing protagonist hides in
hollowed out tree trunks, the camera
emphasizes the narrowness of the
space, he moves on and, almost dy-
ing of thirst, feels the bark, searching
for organic material as life force. The
human being is no longer filmed as a
human being, but inhumanely caught
on the ground between the tree trunks,
damned to being a creature without a
recognized identity.

Suliman Elnour also attended film
school abroad, the All-Union State
Institute of Cinematography (now:
Gerasimov Institute of Cinematogra-
phy, VGIK). In his fourth year he shot
the documentary AFRIKA, DZUNGLI,
BARABAN | REVOLJUCIJA (1977).
Man-on-the-street surveys and ar-
chival material attempt to find out
what the prevailing image of Africa is
in Moscow. The friendship between
the Soviet Union and the African conti-
nent is meant to become more signifi-
cant through the journalistic character.

Only recently the curator Madeleine Bernstorff,
on the occasion of the 50th anniversary of the
Deutsche Film- und Fernsehakademie Berlin
[DFFB), presented a rewarding piece of re-
search on the transnational exchange between
students at the film school, and in 2018 at the
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Zeughauskino in Berlin, the curators Tobias
Hering and Tilman Baumgartel showed the film
works of foreign directors in West and East Ger-
many, which used the camera to cast a critical eye
on the divided land.

There are voices of encouragement, re-
corded to make clear that after years
of foreign colonial rule, the continent
is one step away from long-awaited
freedom. His films, as can be clearly
seen in the diploma film WA LAKIN
ALARDH TADUR (1978), are testa-
ments to the political relationships of
both countries. In a propagandistic tone
the film reports on the successes of the
social system, that is, in education, but
also about how poverty prohibits the
next generations from having any per-
spectives for the future. The coming
generations are also a topic for his col-
league Eltayeb Mahdi. ARBA’A MARAT
LIL-ATFAL (1979) looks at four social
facilities for children in careful, but also
pitiless images. The film presents both
homes for the blind and deaf, as well as
for children with physical and learning
disabilities. They are in fact not exhib-

ited, and yet one often has the feeling
of being drawn too close into the inti-
macy of the private spaces. But even
this observation is only a further ques-
tion: Can we withstand otherness, and
how do we manage to carry out ap-
propriate care that is not at the same
time exclusion from society? The doc-
umentary works like a study for a time
in the future, in which a country with
new democratic structures is meant
to be constructed. Young filmmak-
ers who, while staying abroad, always
considered the impact of their experi-
ences on their home countries. Another
early work by Mahdiis AL DHAREEH
(1977)—perhaps a key work for thinking
about revelations and the film language
of the SFG. Central questions of belief
and the legality of venerating saints are
treated in the dust of the desert. Do we
keep the faith, even when we know that

13



the saintis only an illusion? Do we wor-
ship, even if it's clear that the healing
site is only consecrated for the sake of
appearances?

Group labels mostly serve to em-
phasize particular stylistic qualities,
when certain distinctive aesthetic fea-
tures are observed at the same time
in the same place. But they can also
help directors to construct a sphere
of influence and to underscore sim-
ilar cinephilic dispositions. The SFG
directors all share a shattered his-
tory of their homeland and yet they
all find different strategies to re-
act to thisin film. In his documentary
about the SFG filmmakers, Talking
About Trees (2019), the filmmaker
Suhaib Gasmelbari describes how
Manar Al Hilo and Ibrahim Shaddad
had to hold onto both sides of a screen
during a film screening with the mo-
bile cinema due to heavy winds. "When

the wind strengthened he blew up and
deflated the screen like the sails of a
small boat and sometimes the picture
got out of frame and then came back.
| was watching the faces of both men
as they held the screen while laughing
nervously like sail menin a storm.”

Passion for the cinema means not
only making films, but also show-
ing them to people. Watching people
experiencing films and sharing the
experience of projection with them.
Cinema means community and not
competition. This is something that the
Sudanese filmmakers recognized very
early, because the political times com-
pelled them to. Their films teach us a
curiosity for the gaps in history, archi-
val stamina, and the discovery of aes-
thetic resistance in art, as revelations
of veiled living environments.

Vivien Buchhorn, October 2019
Translated by Daniel Hendrickson.

THE BEGINNING OF A NEW SUDANESE CINEMA

The first cameras came to Sudan to
document the British invasion in 1898.
The first cinema screenings took place
in Khartoum in 1907. In the first half
of the 20th century mobile cinemas
roamed the country and in the 1930s
cinema theaters started to prolifer-
ate. In spite of cinemas having a large
growing audience, even larger than
football, film production remained lim-
ited, mostly focusing on the produc-
tion of informational films for official
and educational purposes. Despite the
availability of film equipment and post-
production facilities and a well-trained
staff, most of the films produced were
limited to official scenarios ordained by
the different governments.

So the position occupied by the
directors Ibrahim Shaddad, Eltayeb
Mahdi, and Suliman Elnour on Suda-
nese cinema is important and fun-
damental. They were among the first
generation in Sudan who studied cin-
emain film institutes in East Germany,
Egypt, and the Soviet Union. They
chose to study cinema and traveled
abroad, becoming familiar with the
cinematic and artistic culture that was
flourishing in the 1960s, a time when
intellectual and creative production
was prospering throughout the world.

Their return to Sudan in the 1970s
was the birth of a new hope for making
creative documentary and fiction films
freed from the grip of officialdom, per-
mitting the Sudanese to reflect on their
own image and challenge their intel-
lect. These directors had high hopes
and experience, which can be seenin
the unique films that they made during

their studies: JAGDPARTIE by Ibrahim
Shaddad, AL DHAREEH by Eltayeb
Mahdi, and WA LAKIN ALARDH TA-
DUR and AFRIKA, DZUNGLI, BARA-
BAN | REVOLJUCIJA by Suliman El-
nour. They began working with their
fellow colleagues, cinema enthusi-
asts, and members of the Film Club
to introduce Sudanese cinema-goers
to the various schools of international
cinema. They achieved great success
in this field, but their efforts to create
a truly authentic creative cinema was
faced with intransigence from the state.
Under the state monopoly, the tools of
cinema production were employed to
produce news reports stripped from
any creative content. The directors
were marginalized and obstacles were
placed in the way of their projects.
Despite the obstacles, the group
came together to produce a few films
with outstanding content. To create
these films they had to unite and rely
upon each other as friends sharing the
same ideals. They had to invent ways
to circumvent censorship and bureau-
cracy and to obtain the meager funding
given by the state. To understand the
production circumstances in Sudan
we take as an example the film JAMAL
by Ibrahim Shaddad, who was unable
to receive the scant production budget
from the state. He was faced with of-
ficial intransigence and doubts and
compelled to make them believe that
he was creating a touristic and folkloric
film about traditional sesame oil pro-
duction. Sure enough, in spite of the re-
strictions he was able to produce a film
that—in my opinion—deserves to be
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considered one of the icons of interna-
tional short films, a strong film in which
the borders between humans and ani-
mals are erased. The film intelligently
questions the subject of exploitation of
human to human and human to earth
and its creatures.

Each of these films was a strug-
gle against bureaucracy and censor-
ship to acquire the needed funds. But
this did not restrain them; Shaddad
made AL HABIL under those difficult
circumstances, as well as Mahdi, who
made his iconic film AL MAHATTA. It
tells a story of a rural family waiting
for a car on the highway to take a pa-
tient to the city for treatment. In a way,
the story of this incredible film symbol-
izes the crippled modernity in Sudan,
where Sudanese people don't get their
share in its benefits. They do not even
discern their own image in the films
that are weighed down by the ideology
of a state obsessed with embellishing
its ugly face.

The films of Ibrahim Shaddad, Suli-
man Elnour, and Eltayeb Mahdi share
the bold search for a creative and spe-
cial language, questioning the lan-
guage of cinema, and continuous ex-
perimenting and reinventing. These
films would not have been made except
for the persistence and the fierce strug-
gle waged by their creators against of-
ficial institutions. The state looks on art
cinema with political suspicion, plac-
ing obstacles at every possible step.
The filmmakers have paid an exorbi-
tant price by choosing the hard path
and confronting the different national
governments. In addition to their ar-
tistic value, these works gained histor-
icaland political importance for people
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who are interested in them as truly in-
dependent works that are fraught with
revolutionary spiritin content and form,
and a fundamental criticism that in-
telligently and artistically reflects the
conditions of Sudanese politics and the
consecutive dictatorships.

Some Sudanese works were in-
tentionally kept from Sudanese au-
diences, and their creators were ex-
posed to systematic marginalization
and oppression that reached its apo-
gee in 1989 after the coup d'état of the
Muslim Brotherhood. This event anni-
hilated all the hopes of that generation
for film production and film screen-
ing. This generation of filmmakers had
suffered the greatest oppression, their
projects were stopped and they were
subjected to arbitrary dismissal from
work, detention, and forced migration.
Their work would have disappeared if it
hadn’t been for their perseverance and
determination not to bury their dreams.

The restoration of these distinctive
works, which were unavailable for a
long time and almost disappeared,
makes these films available to the pub-
lic. Inmy opinion itis a symbolic victory
over injustice and restrictions. The res-
toration of these films is an appreciable
effort and all those who took part in it
should be thanked.

Suhaib Gasmelbari, October 2019

THE REAL CANNOT BE SUBDUED TO OUR WHIM

Suliman Mohamed Ibrahim Elnour in Conversation

with Al-Tayeb™ Mahdi

Al-Tayeb Mahdi: Let’s start from the
beginning: How did you come to be
involved with cinema?

Suliman Elnour: In the second half of
the 1960s various national cultural as-
sociations were thriving, there was an
ethos of progressive thought at the
University of Khartoum. The diversity
and richness of the cultural sphere
was motivated by a commitment to sow
the seeds of social change in the arts
and letters. New spaces and protago-
nists became imbued with this motiva-
tion and played a vanguard role—the
university’s theater, the Film Club, the
popular arts troupe—all more than
likely fulfilling a longstanding aspira-
tion to find the appropriate means to
express different concerns.

Tell us about your experience of di-
recting the film STILL IT ROTATES*
in the Democratic Republic of Yemen.

The experience in itself was captivat-
ing: finding oneself amidst people who
are beginning a new covenant for living
together, from zero. | went to Yemen to
visit my brother, who was working there
atthe beginning of 1977. We traveled to
different provinces and I was delighted
to discover school buildings that had
been built for the communities of no-
madic Bedouins. A new experiment,
white-washed buildings in the middle

of the desert, with the nearest town a
forty-minute drive by car. The schools
were located in the regions where no-
madic Bedouin communities gathered;
designed to reflect the reality of their
lives, they were situated oases-like on
their routes. At the same time, they
embodied a remarkable cultural trans-
formation; part of an attempt to settle
Bedouin communities and usher them
into the cycle of modern production
and life, and inciting them to leave the
desert.

In finding the threads for my film, |
was reminded of Tayeb Salih’s descrip-
tion of the desert, to express the sig-
nificance of this transformation and
its resonances. For hundreds of years,
Bedouins had followed the same way
of life, without changing anything. Their
camels carried goods, but now there
were paved sidewalks, and roads on
which Nissan cars were transporting
goods, followed by Bedouin horse rid-
ers. The bolder among them, who could
sense the impending change, drove
cars and settled at the edge of the town
monitoring surreptitiously.

The children were not familiar with
colors, they knew the color of the sky,
the earth, and animals, and suddenly
they discovered different colors and
started drawing. There were melo-
dies with which they were familiar: the
wind, the cry of camels and goats; but
now they were discovering music. The

* The spelling has been taken from the original interview and differs from the rest of the booklet.



general momentum of the Yemeni rev-
olution introduced restraint and affa-
bleness whereas the Bedouin way of
life valorized audacity and determina-
tion. Educators, students, and work-
ers held weekly meetings (known as
sessions of critique and self-critique)
in which the inhibitions between edu-
cators, students, and those providing
other services were dissipated. The
traditional adage “who has taught me
a letter, | have become enslaved to”
was abolished.

| returned to Yemen in January of
1978 to direct the film. My friend Salah
Sharif was the cinematographer. It was
a meaningful experience for the two of
us. The project was my diploma film, but
for Salah, it was his first complete film
and in color. At the time, he was in his
third year, he had to complete two pro-
jects before graduating. The Institute
gave us a camera and 3,600 meters of
film reel, lights, and audio tapes to re-
cord sound. The Film Institute in Aden
gave us the sound recorder and the
sound engineer, and covered the cost
of transport. The Sharara School in the
Fifth Province hosted us.

As soon as we started work, we un-
derstood with certainty that we would
not be able to follow the script we had
previously assigned—the real cannot be
subdued to our whim—and it was more
important to adapt the initial ideas.
Time was not on our side, though, be-
cause we had to return after a month
to develop the film, edit, compose the
music, and prepare for the defense and
graduation. Documenting and captur-
ing change requires a longer time span
intandem with human nature. | suspect
that had we stayed longer, the sequence
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of the critique and self-critique session
would have been entirely different from
the way it appears in the film, because
it was necessary to give expression to
that relationship given that it showed
how new alliances were being forged.
I would rather have replaced the se-
quence of the session with investigating
how relationships were being formed.
Doubtlessly, that would only have been
possible if our cohabitation had been
longer and we had had more time to be
thorough.

During the filming, and to over-
come a number of obstacles, we fol-
lowed the expedition to a village of an
association dedicated to the erad-
ication of illiteracy, which wanted to
survey the results of its work. As we
only had a single camera, we could
not resort to the approach of a hid-
den camera, which would have been
very useful, but we were in the middle
of the desert. We also had to reshoot
the performance of the theatrical op-
eretta several times to get the right
frames. Furthermore, the village in-
habitants—this village comprised a
mere ten houses—were not very re-
sponsive to our demands. We were
not ready to film that first sequence:
it was directly before sunset when
a Bedouin man came to pick up his
younger brother to take him away to
get married, and it was important for
us to capture that, as well as the di-
alogue between the school's director
and the Bedouin. We were looking for
the motifs of conflict at the heart of
this experience of change.

We had been hard at work, but not
a single frame of what we thought we
had filmed did we get to see in the

end, because only after we developed
the film at the Institute did we realize

that we had used the same reel twice.
Most unfortunately, that reel con-
tained the drawings, sculptures, and
other scenes that blended together,
and we were not able to include
them in the film. When the arduous
and concrete journey behind the ed-
iting table started, then the concept
changed again into the eighteen-min-
ute film our work finally became.

| also used sequences from archi-
val footage to show the Yemeni people’s
struggle against British colonialism,
using these as evidence of their en-
gagementin their transformation from
the past to the present. | adjoined these
with images of the school students. The
film is an attempt to break the wall of si-
lence on avanguard experience that an

Arab population was living with full con-
sciousness and perseverance.

You also directed another film prior
to your graduation titled AFRICA,
THE JUNGLE, DRUMS AND THE
REVOLUTION*. Can you shed some
light on that experience for us?

Africa bequeathed to us the intense
awareness of color. African poetry did
not see the possibility of reconcilia-
tion between whiteness and black-
ness. In between, there is no third
color born from their mixing. That
third color is the color of violence, the
color of conflict, the color red. White
colonialists humiliated and disgraced
Africans, and imposed the perception
of their inferiority while they were
smitten by ebony-colored skin, frizzy
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hair, and the world of mythologies
they built around the continent. Their
encounter with Africans was con-
sumed by a fascination and the desire
to unlock “secrets.”

| was looking for a way in, in order
to say a few words about Africa to do
it justice, while being there. How was
| going to express myself about Af-
rica? So | searched for poetic stories
written by children about Africa. The
story itself was not consequential, |
was interested in children’s draw-
ings and interviews, and finding what
| wanted to say about Africa. | met a
Soviet artist who had spent time in
Africa. He had established a draw-
ing workshop for children in Moscow,
where he tells stories about the lives
of different people and the children
draw from their imagination. Subse-
quently, | was interested in how adults
represented Africa. | then visited the
archives in Moscow to look through
films about different African coun-
tries and to select some sequences,
but I didn’t find much of what | was
looking for there. It was useful, but |
was constrained by what was availa-
ble in the archives. My choice of se-
quences was based on preset visual
expectations in response to the an-
swers from the interviews. The first
question | asked was "How do you vis-
ualize Africa?” Then | asked “Has your
image of Africa changed from when
you were a child to now?” | selected
my interviewees randomly, without
knowing them beforehand, or even
organizing the interviews. | wanted to
surprise people on the street with the
questions, so that when | filmed their
reactions they would come across as
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spontaneous. Some of the reactions
were at times stereotypical, and at
other times journalistic. Perhaps the
camera, microphone, and black skin
had startled them!

Editing that film was one of the most
delightful experiences of the whole
work. Cutting and rewriting, connect-
ing people from different countries,
drawing together a unity.  used African
music; and dance sequences thread
through the film because it is the ca-
dence of African life, in its joys and
sorrows. The film could have been ti-
tled "Africa in Soviet Eyes,” instead of
AFRICA, THE JUNGLE, DRUMS
AND THE REVOLUTION, as the ar-
chival footage is from Soviet films, the
drawings are by Soviet children, and the
story is from a Soviet poem.

Africa has a believable and positive
presence in your film: in your use of
archival footage and montage you
create a genuine dialectic. What in
your view is the documentary value
of cinema beyond its historicity?

| was the editor of AFRICA, THE
JUNGLE, DRUMS AND THE REV-
OLUTION, | selected the archival se-
quences; | needed these documents
to forge a new expressive form, obvi-
ously outside the framework in which
they were produced. | believe that us-
ing these events/documents for a new
purpose is what matters. The signifying
power of a historical documentis limit-
less in a contemporary framework. The
use of archives is a familiar practice
in documentary cinema, but fictional
cinema’s discovery of the archives
is new. Some critics deem [Sergei]

Eisenstein’s Battleship Potemkin, Old
and New (aka The General Line), and
Strike as documentary films because
their strength, prevalence, and lan-
guage are so close to documentary
cinema. But Eisenstein himself said
that Potemkin is a drama constructed
like an archival film. Italian Neorealist
Cinema used archive footage as well
as lived reality and non-professional
actors and so did Soviet war cinema.
The archival document also appears
in [Gillo Pontecorvo’s] The Battle of
Algiers. Perhaps fictional cinema re-
sorts to documentary sources in times
of great upheaval, not only for artistic or
expressive purposes, but also because
the documental captures the complex-
ity of the real with such seeming truth-
fulness, and thus the vividness it can
give to the dramaturgy of a fictional or
narrative film far exceeds what acting
can accomplish.

In Sudan we have an enormous
amount of archival film footage that
spans from the moment of independ-
ence to the present. Far beyond the his-
torical value of these images, their use
now will be very relevant, if only to re-
flect on the mindset and motivations of
those who captured them. The gaze of
the author represents a new life in the
document’s signification and value. [...]

How do you see the future of docu-
mentary cinema in Sudan, consid-
ering the problems it faces, and its
horizons for evolution?

We must be cautious about becom-
ing trapped in the mindset of those
who claim that cinema can only re-
fer to feature-length fiction films and

who have a fixation with box-office re-
turns. Obviously, this does not negate
the fact that there were serious at-
tempts in narrative fiction. We need to
emancipate the pervasive understand-
ing of cinema from prevailing expecta-
tions, especially regarding documenta-
ries, and the various entities that want
to make films according to specifica-
tions. My personal conviction is that
this is the time for documentary cin-
ema; and when | say that | don’t mean
to claim that for each era there is a spe-
cific genre, but considering the means
available, documentary films can stand
onafirm ground. In fact, the resources
for documentary cinema are limitless,
this is a land rife with subjects for in-
vestigation and analysis. People, their
habits, temperaments, conduct, prob-
lems, horizons. Moreover, documen-
tary cinema’s ability to explore the
cadence of Sudan’s reality and subjec-
tivity will lead the way for fiction cine-
ma’s engagement with all aspects of
our experience. [...]

This is the translation from Arabic of an inter-

view that Al-Tayeb Mahdi conducted with Suliman
Mohamed Ibrahim Elnourin 1979, and published in

“Cinema,” the journal of the Sudanese Film Group.

Printed in the catalogue accompanying the film pro-
gram “Saving Bruce Lee—African and Arab Cinema
in the Era of Soviet Cultural Diplomacy,” Jan 19-21,
2018, curated by Koyo Kouoh and Rasha Salti, part of

“Kanon-Fragen,” Haus der Kulturen der Welt.
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THE TIMELINESS OF THINGS PAST

For a few years now, films by foreign”
filmmakers, particularly those who
studied at film schools in nonaligned
and socialist states, have finally started
attracting attention. This is especially
the case when confronting the connec-
tions between the Cold War and the
‘third world,” between anti-colonialist
liberation movements and the history
of socialist internationalism, as well
as the role of (film) education in all of
this. This belated attention, however,
is equally characteristic for east and
west—not least also through shared
racist stereotyping and hierarchizing, in
which filmmaking on the African conti-
nent and the Arab world simply could
not, or was not supposed to, get past
the threshold of attention of historiog-
raphies in both the post-socialist east
and the west.

As writer, filmmaker, and curator
Madeleine Bernstorff wrote in an ar-
ticle about a film series dealing with
the works of foreign filmmakers in
Germany—indeed both in the east and

the west—between 1962 and 1992:?

“Despite a variety of efforts to the con-

trary, traditions of cinema have largely
been positioned nationally. The contin-
ual transnational working biographies
and collaborations in effect with such
a collective medium as film very rarely
find their way into the canon. But if vol-
untary and involuntary migratory move-
ments have long become an ordinary
aspect of all societies, how can we write
adiasporic film history? And who main-
tains a transnational film heritage?"
The political scientist and historian
Gabrielle Chomentowski also empha-
sizes: “... the history of the relationship
between the USSR and a selection of
African countries, and the human, tech-
nical, and aesthetic cross-fertilization
that took place between them, push
one to think beyond national histories
of cinema and toward a more global
history of cinema.”The film historian
Ilka Brombach has done research on
the former film students at the Film
University Babelsberg KONRAD WOLF,

1 The term foreigner [Auslander] in German is
notan unproblematic one. The term does in fact
‘only’ refer to citizenship, but usually itis used
for people who are not perceived and addressed
as ‘German’in the logic of a racially charged un-
derstanding of belonging to being-German, re-
gardless of what passport or passports they
hold. | use it here anyway, however, on the one
hand not simply to cross out the actual histori-
cal [and still current] usage, and thus also a very
specific history, which includes the experience of
racism by those very students—in the FRG and
the GDR alike. Especially since this is actually
about a group of students who were ‘foreigners’
in the legal sense. There are, however, also good
reasons to use other terms, such as Madeleine
Bernstorff does in “Transnationales Lernen,” a
very nice research piece about the history of
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international students at the Deutsche Film-
und Fernsehakademie (DFFB).

See: https:/dffb-archiv.de/editorial/
transnationales-lernen (visited Sep. 2019).

2 The film series was curated by Tobias Hering
and Tilman Baumgartel and took place in au-
tumn 2018 at the Zeughauskino in Berlin under
the title “In deutscher Gesellschaft. Passagen-
Werke auslandischer Filmemacher*innen
1962-1992."

3 The review by Madeleine Bernstorff, who her-
selfregularly curates film series, appeared on
Sep. 20,2018 in the Tagesspiegel.

See: https://www.tagesspiegel.de/kultur/
filmreihe-im-zeughauskino-wie-auslaendische-
filmemacher-ost-und-west-sahen/22981884.html
(visited Sep. 2019).

the successor to the GDR film academy,
which was founded in Potsdam in 1954
as the German Academy of Film Art
(Deutsche Hochschule fir Filmkunst,
DHF).5 In an interview about student
films from the film university’s archives
being released on DVD, including stu-
dents from foreign countries, she asks:

“How would we then have to write a
European film history, in which this
cinema would have a place.”
Filmmaking by foreign filmmakers,
especially as students, not only contrib-
utes to creating new perspectives on
film history, but also helps us to think
differently about the present, both po-

4 Gabrielle Chomentowski: “Going Abroad to Study
the Craft of Filmmaking: African Students in the
USSR during the period 1960-70," in: Rasha Salti
and Gabrielle Chomentowski (eds.): Saving Bruce
Lee: African and Arab Cinema in the Era of Soviet
Cultural Diplomacy, Berlin: Haus der Kulturen
der Welt 2018, 27-31, here 30.

5 ltis notaltogether uninteresting in this context

that the research project, which was sponsored by
the German Research Foundation from 2013-2016,

bore the title “Regionale Filmkultur in Brandenburg.”

See: https://filmuniversitaet.de/en/article/detail/
regionale-filmkultur-in-brandenburg-1/ (visited
Sep. 2019).

6 Interview with Ilka Brombach on the university's
website: https://filmuniversitaet.de/fileadmin/
user_upload/bilder/forschung/Projekte/
Studentenfilmarchiv_der_HFF.pdf
[visited Sep. 2019).

Ilka Brombach also published an article in the
Online Special put out by the German Federal
Agency for Civic Education in connection to the
film series “In deutscher Gesellschaft,” along
with contributions by the series’ curator, as
well as Madeleine Bernstorff, Judith Friih, and
Karina Griffith.

See: http://www.bpb.de/gesellschaft/bildung/
filmbildung/271344/in-deutscher-gesellschaft
[visited Sep. 2019).
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litically and cinematically, under trans-
national points of view. This is in part
also because the normalized position-
ing of cinema as nationalis being called
into question today, in a quite practical
way, by the conditions of production.
Add to this a renewed attention to
the anticolonial liberation movements,
which also re-opens the debate around
how they were grounded in discourses
of the national and international—
which in turn can be interestingly tied
back to questions of the "nationality’ of
cinema and to the role of film as part of
the processes of decolonization.
Allthese questions and issues make
clear how timely this contemporary
work on the early films by the Sudanese
Film Group is. Its members were also
among those students who studied at
various film schools throughout the
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world within the framework of the so-
cialist “friendship among peoples” and
the anti-colonial uprisings in the Arab
world, something that was not then and
is stillnot now possible in the Sudan. In
the 1970s Eltayeb Mahdi and Manar Al
Hilo studied at the Higher Institute of
Cinema in Cairo, Suliman Elnour fin-
ished his documentary film studies at
the film school in Moscow, the All-Un-
ion State Institute of Cinematogra-
phy (VGIK], with the film WA LAKIN
ALARDH TADUR (1978) about Bed-
ouins in Yemen, which was awarded a
prize at the International Film Festival
in Moscow, after having made AFRIKA,
DZUNGLI, BARABAN | REVOLJUCIJA
(1977) about representations of Af-
rica in Soviet society. And during the
1960s Ibrahim Shaddad was a student
in Potsdam at the DHF, where he made

the film JAGDPARTIE (1964) among
others, a transnational Western and
one of the early cinematic examina-
tions of racism, whose timeliness,
much like that of AFRIKA, DZUNGLI,
BARABAN | REVOLJUCIJA, in par-
ticular needs to be appreciated anew
today. This is not only because the en-
gagement with racism in Germany is
urgent today as well, but also because
both the GDR and the FRG presented
a foundational myth (the “anti-fascist
state,” respectively “zero hour”), which
actively dethematized racist violence.”
Inaninterview, Elnour thematizes what
is so productive about working with ar-
chivalimages, which he used in both of
the films he made while at VGIK: “Far
beyond the historical value of these im-
ages, their use now will be very relevant,
if only to reflect on the mindset and mo-

tivations of those who captured them.
The gaze of the author represents a
new life in the document’s signification
and value.”® The publication of the films
by the Sudanese Film Group on DVD
thus activates the archive in a doubled
sense: partly in the films themselves,
but also through the opportunity to see
these films (again) today.’

Nanna Heidenreich, September 2019
Translated by Daniel Hendrickson.

7 Onracisminthe GDR in particular see the re-
search by the historian Harry Waibel, http://www.
harrywaibel.de/ (visited Sep. 2019).

Both of Suliman Elnour’s films were also shown
as part of the (film) series “Saving Bruce Lee—Af-
rican and Arab Cinema in the Era of Soviet Cul-
tural Diplomacy,” curated by Rasha Salti and Koyo
Kouoh, which recognized them as part of a long
forgotten filmmaking and which took place in
January 2018 at the Haus der Kulturen der Welt
[HKW] in Berlin. The series focused on the his-
tory of the USSR'’s "cultural diplomacy’ during

the Cold War, which was also negotiated through
the cinema, and the works of notable filmmakers
from Africa and the Arab-speaking world who had

studied at the VGIK from the 1960s until the 1980s.

See: https://www.hkw.de/en/programm/
projekte/2018/saving_bruce_lee/saving_bruce_
lee_start.php [visited Sep. 2019).
Along with the Online Special and the piece by
Madeleine Bernstorff on the DFFB website, the
series’ publication represents one of the first
(German-language) publications on the topic.
Also noteworthy in this context is the exhibition
“The Kids want Communism,” which was shown in
autumn 2017 at the Kunsthaus Kreuzberg/
Bethanien, at which films by foreign students

were also shown, in this case from the FAMU
in Prague. See the publication on the project,
Joshua Simon (ed.): "Being Together Precedes
Being,” Berlin: Archive Books 2019. Also worth
mentioning is the series "The Russian Connec-
tion” at the Gasworks Gallery in London in
February 2011, which mainly concerned the
filmmaker Sarah Maldoror.

See: https://africasacountry.com/2011/06/
the-russian-connection/ (visited Sep 2019).

8 Elnourinaninterview that appeared in Ara-
bicin 1979 in the magazine “Cinema,” pub-
lished by the Sudanese Film Group, and which
was printed again in English and Germanin
the publication Saving Bruce Lee: “The Real
Cannot Be Subdued to our Whim: Suliman Mo-
hamed Ibrahim Elnourin conversation with
Al-Tayeb Mahdi,” in: Saving Bruce Lee, 39-43,
here 42.

9 Thanks to Elske Rosenfeld and Viktoria Metschl
for more than relevant remarks.
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CINEMA AS A PROFESSION

An Interview with Suliman Elnour, Eltayeb Mahdi, and
Ibrahim Shaddad, conducted by Lilli Kobler.

Lilli Kobler: | would like to start
with when you met for the first time.

Eltayeb Mahdi: We met in 1977. |
had just graduated from the Higher In-
stitute of Cinema in Cairo and came
back to Sudan, then Ibrahim returned
from Canada. Two years later Suliman
came back from the USSR.

Suliman Elnour: | arrived exactly
on March 14, 1979. After a few days Ab-
durahman Nagdi arrived, and together
with Eltayeb, Ibrahim, Manar Al Hilo,
and Mohammed Mustafa they visited
me at home. From that time until now
we have stayed in close contact.

L K You all studied film abroad, at
universities outside of Sudan. How
did you come to choose these univer-
sities, and how did you experience
your time there?

S E Atthe end of 1970 | was working at
the State Corporation for Cinema. They
intended to send two staff members to
study film in the Soviet Union. Then came
the coup d'état of Hashem al Atta in July
1971, and the relation between Sudan and
the Soviet Union was completely stuck.
Finally, a year later | left and started to
study history at the Patrice Lumamba
University in Moscow [today: Peoples’
Friendship University of Russia-ed.].
After the first year of studying | applied
to the VGIK [All-Union State Institute of
Cinematography-ed.Jand | got accepted.
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L K How was the experience in
Moscow?

S E In the '70s there were great
changes across the globe, studentand
youth movements, the war between Is-
rael and the Arab World, the decoloni-
zation of African countries, a time of
great expectations and dreams. At VGIK
there were 17 students in my class. We
met with Arab and African students
from different countries. It was a new
experience for me. We had the opportu-
nity to discuss all the issues concerning
cinema, screenings, and our dreams of
making films.

L K Ibrahim, how did you come to
choose your university, and how was
your experience there?

Ibrahim Shaddad: | left Sudan on
a scholarship from the DAAD to study
agriculture at the University of Hohen-
heim in Stuttgart (Germany)]. Before
leaving Sudan | wanted to be a lawyer.
| thought lawyers defend the people.
Then I said: "Why not agriculture?” The
problem of Sudan is agriculture. This
would be very beneficial, but | realized
that agriculture is very much bound by
economics. So | went to the Freie Uni-
versitat in Berlin to study economics.
| realized that economics is not the
boss. There is something called po-
litical science. So | joined this faculty.
Then | realized that they are all good,
but this is not my inner wish. They

Ibrahim Shaddad

don't talk to the people. | thought: "Art
is agriculture, art is everything, life is
art. So why not study art?” | used to
love cinemawhen | was in Sudan, but |
never imagined that | would study cin-
ema. While in Berlin, | found out that
there was a film university in the East
[German Academy of Film Art-ed.].
Even though | was in West Berlin |
managed somehow to send them my
application. They have an examination
before entering the school. First they
asked me to write a critique of an East
German film. Then they asked me to
come to the exam. I satin a room full of
German students. A teacher came with
a piccolo and played a tune. Someone
else said: "Write the tune you heard.”
Mamma mia. I'd never heard a tune
like this. The German students were
scribbling on their music sheets and
I didn’'t write anything. Then the next
exam was about drawing. | thought |
can draw, but all the other students
were like Rembrandt. When they ac-

cepted me | wondered why? Did they
accept me because everything this
black guy will learn will be beneficial
to his country? Ten were accepted, only
two were foreigners, and the rest Ger-
mans. My time at the school was the
most lovely time I've spentin all my life.
It's very strange. When people asked
me about my nationality | used to say
German because | really felt like a Ger-
man, a black German, if there are any
black Germans. | was very much in-
volved in German society, | spentall my
time with the German people.

EM I've loved cinema since | was in
high school. In the late 1960s there
was a Sudanese Cinema Club, where
| used to attend the screenings. After
high school, | decided to study cinema
in Egypt since it was close to Sudan and
the tuition was affordable. So | applied
to the Higher Institute of Cinema in
Cairo, knowing also that Cairo is a big
city, and one can encounter and learn
about different cinema schools from all
over the world. There were several cul-
tural centers that screened films, and
there was also the Egyptian Film Critics
Association. | got accepted and started
learning more about cinema, not only
from the institute, but also from the
screenings and readings. In my grad-
uation project | thought about going to
Sudan, but there was no cinema indus-
try in Sudan as such, so l wanted to use
this opportunity and make a film based
on a Sudanese story in Cairo. | man-
aged to do this in AL DHAREEH. Af-
ter graduation | came back and worked
in the Film Production Administration,
and two years later | was moved to the
Cinema Section of the Department of
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Culture, where | met Ibrahim and Suli-
man, and we became friends until today.

L K Then you left Sudan again. How
long did you stay away?

E M After the RCC [Revolutionary
Command Council for National Sal-
vation-ed.] coup d'état in 1989, | trav-
eled to Jeddah [Saudi Arabia-ed.] and
worked in the ART TV Station [Arab Ra-
dio and Television Network-ed.] from
1996 until 2004. This was an opportu-
nity to learn about TV production and
its technologies. But | used to come to
Sudan to meet Suliman, Manar, and the
other colleagues. Ibrahim was in Cairo
and then left for Canada, so we used to
write to each other and sometimes talk
on the phone.

L K Ibrahim, how did you experience
this time, and how were you in touch
with the others?
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I'S Sulimanand | were dismissed from
the State Corporation for Cinema. Then
we were interrogated and detained by
the secret service. It was a reason to
leave Sudan because at that time it was
very difficult for everybody. The nearest
place was Cairo. | stayed there for 5, 6
years. Then | went as a refugee to Can-
ada where | stayed around 15 years. |
got Canadian nationality.

In Egypt | started to work on two
films. One of them was a short film
about the old Sudanese generation
who lived in Egypt. The other film was a
long feature film based on an Egyptian
story. But | didn’t get the money to do
it. After leaving Cairo, | worked most of
the time in the theater in Canada. | also
did workshops on videomaking begin-
ning in the 2000s and made a short film
about the Canadian oil drilling compa-
nies working in Sudan. | also wrote a
play which was staged in a Canadian
theater. | went back to Sudan because
of my mother. | didn't want to at first,
but | came. | came here and | got stuck,
since my friends are here.

L K So even while you were in differ-
ent places you always kept in touch?

S E Atthetime when Eltayeb and Ibra-
him left, those who stayed in Sudan
and all our friends from the Sudanese
Film Group and Film Club, we used to
meet the first Saturday each month to
keep our relations alive. Sometimes we
screened films on VHS and discussed
them. We also read together the letters
of Eltayeb and Ibrahim and wrote back.

L K In 1989, after establishing the
SFG, there was a coup. The political

situation changed in the midst of
establishing this organization. How
did that influence your work?

S E Actually, SFG was established in
April 1989, and less than two months
later the coup d'état happened. All
civil society organizations were
banned and everyone was seeking to
get far away from the toughness of
the regime.

L K Soyou couldn’t work very much.
Then in 2005 you re-registered SFG?
What activities did you then start?

S E After the Comprehensive Peace
Agreement in 2005 [aka Naivasha
Agreement-ed.] and the preparations
for the elections that took place in 2010,
the European Union Delegation an-
nounced a call for proposals. During
this time the Sudanese Environment
Conservation Society intended to pro-
duce films about the crisis in Darfur
in partnership with the SFG. We wrote
a proposal titled "Windows of Hope:
Films for the Future.” With the grant we
were able to equip our office with all the
necessary equipment and conducted
workshops. Three films were produced
about the conflict in Darfurin the three
major states: Nahny wa aldemokra-
tia [We and Democracy), Altahaoul [The
Transformation), Allianz (The Treasure).

L K Soyouactually started producing
some films?

S E Yes, and before this there was a
sort of partnership with the Sudanese
Environment Conservation Society
during the 1990s. We made two films

for them: one by Eltayeb [Hikaiet alma-
torat, 1995-ed.] and one | did [Almam-
laka almanhuba, 1996-ed 1.

L K Another of SFG’s activities was a
mobile cinema, and Ibrahim was its
coordinator. Maybe you can tell a lit-
tle bit more about it.

I'S It was a project destined to ex-
pound problems to certain commu-
nities. Different provinces in Sudan
have different problems. We targeted
the Kassala state, the North Kordofan
state, Khartoum state, and Omdurman.
We talked about each problem before
and after the screening to see the im-
pact of the film, arrive at solutions, and
maybe exchange points of awareness
between them. There was also the sto-
rytelling program where they would tell
stories about their own experiences, for
example of circumcision. The problems
were diverse. We did workshops on
camera, sound, directing, and screen-
writing. Then we provided cameras,
computers, internet, and equipped
them so as to document their own
stories and be part of the continuous
shows. We did this for around two years.

L K Now you organize the Film
Club. In the documentary about the
SFG Talking About Trees [Suhaib
Gasmelbari, 2019-ed.] you want
to reopen a cinema, and we see a
screening of Modern Times [Charlie
Chaplin, 1936-ed.] ...

I'S The Modern Times screening was
actually not meant for an audience. That
was one of the trials. We were testing
the projector and the sound. When the
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film started, the people around the area
had heard the music and came. Prac-
tically the whole cinema was occupied.

L K So people are hungry for cinema.

I'S Yes. The screening at the Revolu-
tion Cinema which we prepare in Talking
About Trees was based on a question-
naire which we did in the neighbor-
hood. The choice was Django Unchained
[Quentin Tarantino, 2012-ed.].

L K What happened to the Revolution
Cinema and your efforts to reopen it?

E M The Revolution Cinema is one
of the cinema theaters that have
been closed for decades, and we
did everything we could to make
this screening happen. We got the
approval of the person in charge of
the cinema, got in touch with the
neighbors in the area, did publicity,
did some maintenance work in the
theater, cleaned the screen, fixed the
seats, did a screening test, and de-
signed a survey for the audience. In
the end the authorities didn't give us
the permission.

L K 2019 is a new situation for Sudan.
How does this influence SFG? What
kind of ideas do you have? What role
do you see for filmmaking, for your-
selves, for SFG in the months and
years to come?

I'S One of our priorities now is to re-
open the cinemas. Either the old cin-
emas or try to find interested people
with some money to build new cine-
mas. We are demanding of the gov-
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ernment to make a public declaration
that cinema is important to the soci-
ety, and that they are going to do their
best to ease all the obstacles for cine-
ma-making and cinema viewing.

L K Whatisthe role of cinema?

I'S Itsrole is to make the people un-
derstand that we are in a new era and
we need to change. We need to ac-
cept what's going on in order to un-
derstand it and to change. We are en-
tering sort of a modernism, a time not
lived before in Sudan. We are actually
very backward. We are living a useless
history.

L K Alarge number of peoplein this
country are under 30, and they have
not experienced what you have. How
do you feel about them as driving this
change, and what do you think about
them also making films?

I'S These are two separate things. It
isnormalin every country that the gen-
erations may differin general attitude,
politics, or culture, but | wonder about
the extent of the political awareness
and understanding of the whole sit-
uation. Is it a revolution like going to
the streets and shouting, or is there
something behind it like experience
or study. They want to see very quick
changes which is not going to happen.
| feel filmmaking is one of the most im-
portant things now with other art me-
dia to help the people to see life in a
different light, to understand that we
have to change.'

Coming to your next point. The
younger generation knows very well

how to take photos, how to shoot, how
to edit and so on. But filmmaking is
something else.

E M What happened in Sudan was be-
cause of the courage of the youth, and
at the beginning it was an isolated rev-
olution, in the sense that there was not
any media attention to it. The atten-
tion eventually happened because of
the image. The videos and images on
social media, and their sheer amount,
forced the media outlets to pay atten-
tion to what is going on in Sudan.

S E The media relied on all those vid-
eos that came out, even though they
were not of the highest quality ac-
cording to the professional standards.
All this was the work of the youth. But
as lbrahim said, just shooting some-
thing does not make it a film, and there
has been talk after this technological

revolution that people perhaps need to
redefine what a documentary film is.
There is a huge amount of videos on so-
cial media, but these are not films. But
since then you see the desire and the
passion to make films. But we have to
differentiate: Is it just a hobby?

L K Is this a discussion that can hap-
pen, now that you can help as SFG ...

I'S This is actually what is going to
happen next.

S E This desire has to be organ-
ized. There should be workshops,
like the trainings you did before.? Af-
ter that, the important question is:
Is it my profession?

L K Shukran.

This interview was conducted at the office of the
Sudanese Film Group on August 21, 2019.

Lilli Kobler is the head of the Goethe-Institut Sudan
in Khartoum since 2018. This is her second stay as
director of the institute [2010-14]. She is very well
connected in the local film scene, like the Sudanese
Film Group and its members as well as the young
generation.

1 Since the beginning of the revolution, the Suda-
nese Film Group has been collecting footage to
create a library of the revolution so that people
can make use of it.

2

From 2009 until 2013 the Goethe-Institut Sudan
organized several film workshops and through
further activities provided again support for film
productions in Sudan.

For further information on the project “Sudan
Film Factory” see: https://www.goethe.de/ins/su/
de/kul/sup/sff.html (visited Dec. 2019)
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NOTES ON THE RESTORATION

Sudanese film history is not very well
known internationally. The analog
film heritage is difficult to access,
in part due to the precarious condi-
tion of the film material. Only in re-
cent years have cooperation projects
led to the preservation of film invento-
ries [for instance, productions by the
state television) or the works of indi-
vidual filmmakers. In 2013 and 2016
the Arsenal carried out a project ded-
icated to preserving the film work of
Gadalla Gubara. Through Katharina
von Schroeder, who largely initi-
ated this project together with Nadja
Korinth, and the filmmaker Suhaib
Gasmelbari, the Arsenal later became
aware of the films of the Sudanese
Film Group. In 2017, Suliman Elnour,
Eltayeb Mahdi, and Ibrahim Shaddad
agreed to send film prints from their
personal collections to Berlin so that
they could be viewed, after which op-
portunities to digitize the films could
be sought. In three of the cases the
film prints were the only known ones.
For other titles it was possible to find
further materials in various archives.

Ibrahim Shaddad's film JAGDPAR-
TIE was his graduation film at the
German Academy of Film Art (now:
Film University Babelsberg KONRAD
WOLF). The original picture and sound
negative was stored at the Bundesar-
chiv-Filmarchiv (German Federal Ar-
chives) and was made available for
restoration with the permission of the
Film University.

Concerning the whereabouts of
other titles, Ibrahim Shaddad wrote in
2017: "At the time when the Overseas
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Film and Television Centre was on
the verge of shutting down, Mr. Tony
Muscat, of the Overseas, and | man-
aged to convince the British Film In-
stitute to deposit the Sudan collec-
tion in their archive until the political
situation in Sudan became favorable
to return them. Unfortunately, this
agreement was called off, because
justthen the Sudan asked to have the
films returned. | begged Mr. Muscat
to send back only the films clearly be-
longing to the Sudan Film Unit. Mr.
Muscat was forthcoming; he kept
with him 134 cans and 16 tapes in the
hope that | would find another stor-
age space for them. After many years
| contacted Mr. Muscat who informed
me that he had given the films to ‘Film
Images (London) Limited.” On the 1st
of March 2005 | received a list of all
the Sudanese films from the OFTVC
in their possession. | was asked if |
intended to take the films. I, having
had no other option, left the films
with 'Film Images (London) Limited.’
Some years later | looked for "Film
Images (London] Limited,” but in vain.
| searched for the Sudan material,
but could not find it.” It took some re-
search to figure out what had become
of them. Eventually negatives and
further positives of AL MAHATTA, AL
HABIL (see photo p. 14), and JAMAL
were found in the archive of AP Press
in England, from which they were pur-
chased over the course of the resto-
ration project.
Concerning the films AL DHAREEH,
ARBA'A MARAT LIL-ATFAL, and WA
LAKIN ALARDH TADUR, at the time

of restoration the only materials in
existence were heavily damaged and
color faded film prints.

In January 2018 the HKW in Berlin
put on the program “Saving Bruce
Lee—African and Arab Cinema in the
Era of Soviet Cultural Diplomacy,” cu-
rated by Koyo Kouoh and Rasha Salti.
Suliman Elnour was invited to the
screening of his films, which was the
first opportunity for a personal en-
counter. During his stay in Berlin the
color grading and sound process-
ing were carried out for his film WA
LAKIN ALARDH TADUR. Following
this he provided a digital copy of his
film AFRIKA, DZUNGLI, BARABAN
I REVOLJUCIJA for distribution and
the publication of this DVD.

The following year six films by
Suliman Elnour, Eltayeb Mahdi, and
Ibrahim Shaddad were selected for
the program “Archival Constella-
tions” as part of the Berlinale Forum
Expanded, and were presented pub-
lically for the first time in the digitally
restored version with the filmmakers
in attendance.

Markus Ruff, November 2019
Translated by Daniel Hendrickson.
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SUDANESE FILM GROUP

Statement of Foundation

No art in recent times has been sub-
jected to such oppression as the art
of cinema in Sudan. The luminous
landscape of this beautiful art has
been plunged into darkness and its
infrastructure eradicated. There is
scarce light.

Like most countries, Sudan has
known cinema since the beginning
of the 20" century. Cinema theaters
spread to most cities and the State
Mobile Cinema toured the countryside.

The Sudan Film Unit started film
production in the early 1950s, and
in the 1970s the State Corporation
for Cinema and the Cinema Section
of the Department of Culture were
established to enhance the capabil-
ities of the country in all aspects of
cinema.

Unfortunately, the limited horizon
of officialdom has connived to make
the Sudan Film Unit the trumpet of the
master; a media to serve presidents
and ministers, to follow their relent-
less efforts in the manifestation of in-
competence and the inaugurations of
their failed projects. The State Corpo-
ration for Cinema has played the role
of the store which imports mediocre
commercial films and has done noth-
ing much in the way of supporting film-
makers to create. The Cinema Section
of the Department of Culture has been
constrained by lack of even insignifi-
cant resources, and the filmmakers
have been left frustrated by the gen-
eral indifference to the dire situation
of cinema in the country.
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This group of filmmakers has em-
barked upon the foundation of their
own space; a space that would liber-
ate them from the yoke of the state
and permit them to conceive a des-
tiny charged with boundless creativity
in the realm of cinema; so as to ful-
fill the apogee of their aspirationin a
land loaded with tales waiting to be
plucked and presented to the world in
aroll of celluloid...

They aspire to work in film, outside
the entrapping walls of banality, im-
mersed in the sphere of the beautiful
art for the common good...

Thus, they founded the organiza-
tion Sudanese Film Group to be fully
engaged in all aspects of film produc-
tion, film screening, and film teach-
ing, using all possible means to pro-
mote and sustain the art. Their vision
is to maintain the passion of the Su-
danese for the cinema. Their mission
is to uphold the enlightening role of
the cinema art against the armies of
darkness.

April 1989

“Cinema”

The magazine “Cinema” has been edited by the film-
makers who later also founded the SFG since the first
issue in 1978. The first four issues have been pub-
lished by the Cinema Section of the Department of
Culture and, due to the lack of funding, the fifth issue
by the State Corporation for Cinema. Since 2016 the
SFGis able to publish the magazine again through cul-
tural funding support.

p. 35: Back of a “Cinema” magazine showing the cov-
ers of the issues July 1978, Dec 1978, the “Oscar Issue”
end of 1979, July 1980, Oct 1987.

p: 38: Cover of the issue No é, Dec 2016.
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“CINEMA” MAGAZINE, EDITORIALS

Issue No 1, July 1978

[twill not be an easy task to decipher the
problems the Sudanese Cinema is fac-
ing today. There are many institutions
involved: the State Corporation for Cin-
ema, the Cinema Section at the Depart-
ment of Culture, and the Sudan Film
Unit. Some of these institutions have
sufficient funding, others have quali-
fied human resources, but they are all
working inisolation from one another.
The relationships between individu-
als in these institutions are tense, and
they are not even working in the same
venue.The initiative to create a union
for filmmakers did not receive enough
support, and the registered members
in the Cinema Club are very few. Be-
fore the funding, you need filmmakers.
That is not to say that funding is not
crucial, but talking about massive re-
sources is objectionable, since we are
not searching for a film industry per se.
This concept has died before the birth
of the Third World Cinema. The “Cin-
ema” magazineis an invitation to work
together with the aim of contributing to
the creation of a Sudanese cinema. [...]
There are not enough words to de-
scribe the urgent importance of this
publication, and the immense need
to cover one of the most important
fields of art. The art of cinema, which
gained enough popularity in Sudan to
make it necessary for us to give it the
space and attention it deserves, and
to work towards the development of a
Sudanese cinema that equally reflects
the experiences of our citizens, and
speaks to the rest of the world. [...]
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Issue No 6, Dec 2016

Our first newborn, in the field of the
Press, meandered along various forms
and levels eager to ease the integra-
tion of cinema culture into the society.
On the way to maturity, a vicious new
reality compelled our newborn to com-
mit suicide in 1987, just at the dawn of
the dark.

At this point, being jobless, but fully
aware of our responsibility, we em-
bark upon having a second child bear-
ing the same name of his predeces-
sor “Cinema.” Though the newborn
will have the same genes, we intend
it to be different so as to be up to the
present situation. Life is no longer as it
used to be and the freedom of choos-
ing how to spend the evening has been
confiscated by the disappearance
of the column “Where to spend your
evening tonight.”

Itis ironical to publish a magazine
on cinema in a land where there are
no cinema houses. Only an inverted
hope makes such an action plausible:

“the presence of a conscious specta-

torship would call for the presence
of cinemas.” [...]

This publication, tackling the vague
sphere of cinema in this country, should
be regarded as belonging to the cate-
gory of those with special needs ... Nev-
ertheless, "Cinema” will crawl, stray
and lean upon any reliable support until
it learns towalk. “Cinema’s” action is to
petition for lifting up the ban on public
cinema houses throughout the country.

“Cinema” will uphold the right and free-

dom of the public to go to the movies.
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How do you see the prospects
of a Sudanese cinema?

Ibrahim Shaddad: We are an unseen and
unheard country in a century whose civiliza-
tion is built on image, sound, and narrative.
Some are too ignorant to understand what
cinema is about. Others believe it is haram,
religiously forbidden. The wicked ones fear
it because they know it can demystify the
blur on people’'s minds. The society needs
to see its image on screen. That will allow it
to contemplate on its identity, its history, its
presentand future, and to develop its own vi-
sion of the world. The country has got to have
filmmakers who narrate its story and reflect
its ideas. Also at this time when cultural ex-
change has become vital, you need to have
something to share with others; otherwise
you will live in isolation and will be only a re-
cipient of what others have without having
anything to offer in return.

Ibrahim Shaddad in an interview in February 2012
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How do you see the experience
of filmmakers in Sudan?

Eltayeb Mahdi: It's a truly unique one. The
most significant thing about it is the fact
that they have positioned cinema as an in-
herent component of the Sudanese culture.
Those pioneers worked hard in all facets
of cinema culture. Unfortunately, the pro-
duced films were too few to allow further
consolidation of filmmaking traditions. It is
sad that you feel unable to produce films,
as if youwere imprisoned in a tightly locked
room. It is sad that our colleague Ibrahim
Shaddad, that enormous creative power,
could produce only two films in 20 years.
It is sad that you could not come up with
a new film since your great movie you pro-
duced in Yemen ten years ago. |, for one,
waited ten years to produce this film. |
wonder how many more ten years we have
left. There is, however, some hope lurking
somewhere. We have to exert more effort.
We owe it to cinema.

Eltayeb Mahdi in an interview in April 1989
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AND THE ALIENATING EYE OF
A CAMERA ARTIST

By Abdel Gubar Abdulla

The 'Staton’ is the title of a Sudanese doc 1
film which was lucky enough to win the recand' pnze
of the African Films Festival armnged i’ Burkina

Faso over a month ago.

As the term Tucky enough' ;

is to be doubtfully consid-
ered and examined in dealing
with matters of antistic genius
and aesthetic perfection, it

. would be of vital interest ifa
critical contribution is made
on the cinematic languageof *

the film'; its artistic form,

- content and questions that are.

relevant to the mastering off
creative talent and aesthetic
expressiveness.

1t was El Tayeb El Mahdi,:
the Film ‘Director, -and oot

any other person, who com- .

mented: The 'station’, from a.
first glance, looks as a'si

goes on at the cross-road sta-

tion between Khartoum andr U

Port Sudan (before Gadar-

Tough
iff). But yet the speclatorisy. Lwhen perc

warmly invited to think and

search for something deeper,

and more comphcated He
continued, "I found that it
was my duty as the- film di-

. rector 1o ‘remove the mirage

from things existing in such
a life and to lead the specta-
tors c:.c deep into the inner |
contént”: Thus, the film di-
FECLOr Sums up his whole ar-
tistic. view in very clear
words and an annnng sim-
plicity of a genuine artisL

Isn't the ‘alienating eye'
that the film director invites
us - spectators - o have? Isit
not-something similar to the
aesthetic experience of scien-
tific discovery that we are |
promised‘to enjoy during the
perdomance?

In answering these ques-

. tions, I would like to borrow
“Bertold Brecht's (the well

ple record of mirape appear-

ance ‘of the social life that | ooy

Known'German poet and dra-
st} concept of the anistic
re, The pleasure that
'_cxpcrlcnccs

his: book entitled 'The Litle

i{mmg eyl
I wng,mc;works 14
known, it wasin 4

traditional, epic-drama.
Among these theories, the
term . alienation, or
‘enstrangement’ plays: the
- main role. Hence it is consid-
ered as'the cormer stone of
the Epic-drama theory. En-
strangement or alicnation is &

' fully developed marxist aes-

thetic .concept. The concept
isiit is not theartist's role (0
simply ‘imitate’ and depict
the Fam‘har existence of real
life; or the spectator to get his
aesthetic p]casure through
| being 'involved' in what is
portrayed by the artist. "But
con. the contrary”, says
Brecht, it is only genuine
works of art and talented an-

ists who, can continuously '

ifind something new' in the
¢ daily:ordinary‘life and have
+ the ability to de-familiarize its
sobvious; stercotypal exis-
tence”, From the point of ar-
fi mlcpc.:tcpuon itis through
eing 'néutralized! and not
nyolved' inithe work that
the spectator:can erijoy the
) climax of agsthetic:pleasure

Organon’ that B. Brecht for- uf {eaph time he.discovers some-

mulated his basic lhcuncs B
and Jcnnccpnom of non '

“didhe qcstietio) re through
.if‘ahn\hnlhﬁrfi‘mimnlhnl foiattEa)

ing new inlife through art.

“ Brecht,: therefare, thought

“thavif it wasithe brilliance of
“the alienating: eye that led

« Isaac Newton to the discov-

-ery:of the Laws of Gravita-

tipnal ‘Pull, then he invites

L S‘[‘I(!C!MDRIDPCXPCI‘](‘.!’I.CQ

59



delan 22U o ailia e B ) 4ali
M HaiY) e Enaaldl” (il sl ALl
S ) ad a7 Al iy
Alial) sl sl il 5 slall jlie e oS
il 8 Al o ye oLl AGLEN 6 5y
i Ladie" Alal) = 5 a3 il
uJG:\LH\diALILJJ\@.\SjQ_\@j@JS\
s seall @ A5 laal) amy (A5 ¢ hea
PERENPRRTY W U PSP I B A Y
Ly A3Lall ol a Laa g oda 5 DS
"Mm\.ckﬁb)\é.\d_mﬂ_umuum
“_u.n;a eﬂy‘ CL\.\\ u,_uu Y LA-U.MS\ Cax i u\
a u.nu\ saaldia LA:\\ u.ul_lﬂ L@..A)c d_t
Gl Ayl 5SSl 5 S () sdany
Acdlial) 5 paionall i el agra
053512 goaall A8 oL 4S50l 5aY1 128
il Y agd pual 28 Al Suecndy 8
U sndll 4 gDl Liales ey e dpulynd)
sw)‘\]\éﬁu\j Al C'_a\‘)_ﬁa_a)a.d
) g el A Adlaal) e laall calias
b ytiasal) Aiall oy, Bl e LA

2019 STV o )58 60363 2 (o Lol

priallae dld s 3

60

‘ruu\dujdﬁadeﬁg&_\; ¢t al)
bl DY) sa A Bajaa Al jian
*LL:}\ ‘:_\c (;g_ulAS 293 ya Laila Jlaie )
AV Jlae ¥ Jal 1 e AlaY)
L) .(1977) gl 52 (2 Leo olB
J_\SSAS\ ;J.A”A}ALA.A.\QMJML)\S
raJ...\AM 4_;:\.4; i e)d‘}” 4.:1} n.\\c«téi\ LH
A S ) A e el ay Sl )
& oLl peidie 5 yda s glat¥) Jga
I;ABELAL;C cﬂ\kﬁ\éﬂdﬁ c\);..aj\g_\\)j
Ao Sans 2 yae 5o IS ol aS) ) g
sl adge o) i o (s el g el
thiss yalbal Jal gedllgphlas

e el 8 e ganall Ciliasd Jand
Ty die i dy et pailiad ) )
it 85 Janall Llanl) (L) (e
e Lusa Lol LSl (S0 ISl 5 a0
sle S5 B Jlaa oliy le (3l
e o il ) gl
Q@A\H\MUJ.\MJJ@}‘?@LA
LuLu.\_m ‘)A‘}“ KWy Hd.clmﬂd.\u

o Land) A0S 53l e 3ail) LS
dolivn dgma o sl AaVI) 2 8
i el ot dgna 1Lla) Suga B Laiiud)
Pl Al atin (8 (VOIK claipull
ol el Ly il gl a Ll aay
Gl e il Jas (1977) "5 530
8 gmall 48 yaa Ai i V1 3l sl 5 Ailasal
DA e Smge b Ly Y sl
Alaall el gf i puahy dsban Apnd S
L) A A1 8 )L 5 (i saad) ALY (o
4l g il a2l ol sl
ey g lexinl] aSall (e il i 22y
O 3aa) g5 gl day e b Ll Cuayal
s LS il o) L Ul Ja il A Al
Y 1" o shaall Bale i ol 8 el 5
ALl e laled o ¢(1978) "y
&Aalhaléh})abm Lol A laad)

o Sy il clalas e oLl
‘_A\L.a.\\d_).k.ué\_\ﬁ}c?.\ubw)ﬂ\d\.a.«
9\ O Al Jlalyr el PYENIEEN a2
Ll 58 228 Janll AL ane (31 agd () 5S5
& gige bl abie jagle 35S )¢ s
¢ gl s (1979) "JLaladU &l e oy "
oans Jibd e laial (33 0 day ) (Ao
(oSl s amall 5 e S e 5 )58 oLl
dua Aldle) G o gl Jlakal S
cad Jlell pre ol aleill Bl gras
&_\_7‘)34_1L|¢‘)_AM HLAL\S\L debaj
S Al Gyl JAl i) e aa
AT Vs (55 el a1
St o g ecaUIAY) Jaad Wiy Ja
o 8 A bl e N 8 8 e
d_/u_a QHMM u_A c.\_aaﬂ\ A_\_uul &_\J}S‘
&w}\wcﬂ@\)ﬁﬁjﬂ\éﬂ\

Ll S L ud apadla ) oloaall
e By )5 Aial 48 5 Lo 43S0 (2 LiS
it sa Lin ol elal a3l aadodly
lgina g ady ylay e laia V) yal hall ol S
raaliial) ol Lalai Ay jle Callaall A lgs 8
Lalldal cabl gall e s gaall Jal sy oamd
Aiaidl LY (e b g g daif Lgiaal]
A pal il adie ) aetial) Jaiad)
SN SR e 5 g s s S
o A UJ ‘La)_..d\ RITVY Y] u\.u.f.'\_ud\
= Ol 5 liaal) Jai g (8 al Al
A 5 Aa gl Aaplal) 8 A 3 Wl
n_\A.uA\)A_Uﬂ\HJQ_.J\OUJMHc
jd\.k.-.a.\ua.\.\l\ )3.\3\ aL::) @dm\}
‘J_\..A‘\JAJ?J.\BJ_\.\.} )_uul\uﬁ\qj_;)
03 g 63 ¥ 5 2Vl oy gl o (53)
2358 Of (S caS Allia ) anlial)
dsas O pt N (e Gl (o Ay uaiall
Qo S Hian (o) Aplaw) el
I G gaa) w2 adll Ja )
Qs Janl) A s (530 ) (8 e
CICRTR PN PR
¢ goaally i Caaly S g diall aria iy
Ghnle e cldaily L gy ams (Al
Qo e Al Jleal 5 Akl daglal
Ll a5l s iy Lavie (Ul
‘Hs: |yl JS;‘R-‘QM\EM‘&;\A.
il sadys oyt a5 (Sl B
LS celall) (sl g squLuJ\Q_A&LH
o Al Ge A sae Bale Cua
e () 5 Jo lasllS ) aad sy
o aY) (e ol ) e IS
O G S Lale ¢ iV g 50a
L e i

& Ot ) 8 pdall e 2018 e (B
Jeel Gl (A" 518 gl f g (8 U5 e sl el
blall (3 o5 o (B peaSlal | gl ol (G 2
Aanall 2l e 300835 a3 pEY ) 5ual€I | gaddial

€y gy Oalale Conial Al a8 2143V 3
O A 5 L) ZanalSF Guand] (pnadl) (g S iy
Omctila sl dall Qo) e Cad Uiy el s A dalaly)
il agaa 8 U

61



O Lagl 8 U5 OBl (Y1 ) Y Ly
3355 il siall e Lagh s 33 Jal
Ol s (a3 e ol ol g 5 st
e S g il 2 €LY

Ol lae (S ma B alS 5 1y LS
55l s sl B S 13
D A daall Ll e glia ) J s
O A 5 i A glaall gl i
@Y sda ailal il o8
el sale) auia 3 paill s A glial) il
el oDl 8 AL AN ) Al
ol (b (s _Suall DAL Ly iy
e LaaY day 3l i) G5 11989
239 @\A)_...J‘ oLl A_cuald)jaﬂ dAJ‘
“;\‘ T 4 «ain«‘\ Y I\ e_;g &\ C_\_,_a\j
Ll U S A gl Lk d) S llad
Jxal LuLu u_\b,_...d\ eJ.\sX\ delea oL8aal
L_M.:H\ )ss‘y u..u‘w_u MJLQ.I.\J‘ u);d\
‘;j Ao h&\ﬁ\ Lenin Aran em‘y\ Js
Cl Al Ao il 5y ellia S ol o)
Gl i S5 22y 1964 ple (8 48,0
YA IO NS P Y KU IR PRI
Al L) all dgrall (o Lin dilaind
il uj‘)u oY C._u.a\ M5 ¢ Alairud)
Al (& pndil Laipndl il g8 o) 53 S dnals
Ol Ll dlia Maadls e A
c(sjgﬂ\ JP@J\:J\}R_JAA\ c.\\_A}la.AS\
Gasse o dsY pasall ) i Y
Aailall Cus iy a8 s yie Clila el
JUie s Al e 5 pala Cod oda
Laay el oty () cla¥) e Al
A gl 8 g ) s 0 I SLY) B
chi\;)ﬁiju_’)sium}a\m\u;_h
JPLIRTAEN e\.,m\ Slin daall yual | jgeaall
3aaa) dl.m‘)l\ e ¢t Mg ‘H"” dgdiall
L\J.\S\ DJ.QJU:\QM\JLQ.\:\_LA\ &“)_.\AU_A

62

ol Jsa ol g8 Sl pall Aad
Al 4] "ol gall Jhe Jaed Ll 2 LY
il gasall (8 ) painly 885 saldall Jaa
die oty Y 4T g aliy g3l sgall dalial)
Js el i daie | ) a Ll aany Y T
Ol s 5Ll 5eY) el IS Les iy
O e el Jaall ASGall il sl
L) sl 30 5l cldleadl J3A
JLAJ\@\.AJ m}_u‘zl\}uau‘ihu)}_.allj
G ol o1 sl Al 1 et Ly e
\_@_..\la:u“‘rd\ u\)_..\;j\ &JJJel—LQ CH).\
(0 LS e glia Jelai g8 5 (5l onla
Al il el Gl 3y ¢ sl
O 83 gadiall Jually Aliaial) g Y1 palial)
A&%#eﬁi@‘ﬁw\dchgl
el e aad 3l Alanll Cu
s 2 alee v dial) il s 2o
A Jsatis s bl () sie Jesgas () 5
.(1985) Jasdl sl B ) 8 a1l J oy
Lagaiary ge a2y el yauall (8 (s
il sl Laguazy Gla sy .oy
2 dI33 Y Gasl Laguasny Lagiidle
5_53_')\3}\ d_jléé c‘)l_n:.:tjé‘)g _3;..;'4\_5
A auall ¢l yauall daph e agdy )l
pln ) Gama 62 b ol L ad )
pld o daall amy ael LaadS Ly o
G les e Ly Ll ol "dan”
Ol O 1 8 ¢l Al Lagl i
By sda 38 aS i b ) guall ] ,0€
e S U gaal pieazall puas 3l Jals
i M) edoall Legaiay o sgdall OIS
Ol oh Oaaladl ALAS) e clagin Laila
b sl
dddaloauldallinas
JSLaa oLy 536 Ll 3 815 gl
el oyl o ) ynle o 13s Ak geda
Ll a8 sl 2 Lill deleal
Aalle iyl meadl AL S AR R,

SUDAN1T89

PRODUCTIoN
DLRATION
SoRi
fHLUSTC
EDIToR
PHOTOGRAPHER

- s 4
WRITER 5 DIRECTRR

= yrepsis
AL

frd.xf{ﬂc;/;z liant .

_\TCLJ?\"-" 3 _ifLZ(’ /?(c}f}f,{
.}']L' I'rtt_”.b ?P/J?t'y (ittb’a? § u,q,[f{,;’”j o f’h;_,-; J}‘f’é‘:f' )

f%yzn/;"
- tespaca 89
. Oberhausen 89
_ Pumuscus 90
Km{:lﬂ*' 91
’ ff:/;'jw.t 92
- Bf’f'f’.‘"j qu'aj?J

\w

ALMAHRTTA
The Stalicr

Depaylment of Cullure

r -l" 7l .
35 mm Color
Abdzlle M. Abdalla

K. Dacwosd = MM HU
% ﬂ.aw-;“}-.)« athmalsi
E L‘.n{fﬁ(s{&b ."’L-"rvi_}.f'i-zf.

{:,].L-_ )'S"I'L"ff—'i/.‘:' P"ff)f; @ 7é :
B;}} trtcks and vehicls deminal the

cartt have them Jot branspetlalion.

L_T’J.j e \; fe] \} &

F. Qermany
Syra

Tunis

lfn[.ﬂ

N. Corea

63



uﬁ‘g\)é“;\.ﬁ:id}acé\aacu'a‘)i}“&
Sle ui \‘9“ (e iy edany CJS Jlaa
.):.‘-“‘:lu\ e—‘aﬂ‘u\wd-uagsﬂ‘ (Jaad)
[EEPEUCT DY SM\MM J—“\Jdgﬁ
s el e g die s i)
O s Aba) il ) pelsl) as i
ey il S8 Ak e 38 il A
Al o ) sl siall 5550 s
i Joen 3aal oW1 5 2 5L Ay sl
8 rliie dglee A o Ly s
A 2l LAY U S cay yas g Ainlia
A e Aadl ) liald ey aay Heladl
e JS e b S0 sunll (e slixiny)
}mw ?Jm a\m oyl duay i )
u;ﬂ\d&s‘uﬂ\ Jb}u_\‘)ﬂ\?l\ﬂ\
S P B PR TILTPRIN I

M\gﬂu\ﬁ@mmum‘r\ﬂ
alee 3 s i SV e il
@\P}qumb& ASPES Fppl B DN
oS 3l € s S oL
i O3l g sl aa Hhay Ol s
Ol JEEY 5 Al e S 12a Liagy
sty 4 Hal) ol s Lia (el
Dshll g asn @l el LS

g edeal Ll T bty ol iliel
el g m )V (e 3505 6 amnall 3
el a5l Gl oS a4l 53U
ol (g Al il slae b ¢l sall ¢y sy
Aﬁ)ﬁ‘rﬂ\ sﬁu\‘rh}y‘ s)}:_.ﬁ\u.d.\
caallac] Gl ety dleiall 2l Lgilic |
Usall g paninn g b panall Qo y O gram
Ol 5 St (Al o5 A
Ladie ch)A\ B).Aé\—_\j)‘}” a2 si:t.‘s_ﬁa
‘?jd@\d“omd;ﬂh)_ﬁu&\)h)eﬁ
LSJ}’ H\ cA_maJ\ ML..MS\ )_.aa.d\
Gt T2 odle Ly Il Lo
Ls e il e o Lo s il LS s

64

il (e (53¢ uihal) ol Al ) Jlel
b‘):\‘.l jjdﬁ\u‘\j Iaj\ﬂ\w\ij\
b ol gala il ) o) sl
Laral) Ml eduha.\\ \J_.m\ eu&d\
‘;a_\l..a e pariiiall M}Sa.“ M_m_)l.a Lﬁﬂ‘
‘uss 5 Aalaii) el (e il 238
Aanl” oL danl 55 Lalad a0

s 49° D3l e S 4y Linga
e Baoh (o de gana o814
alidl) e Laa V4S8l 5 jaudl) 403 (3 gl
gt S Al g g o5 s (3 5l
B3kl (3 e die alakal) dlae) ol Al
Con @l G ynn Y paainal ) a Ll
gl pandl aguan o peall Jeliiy
e adlad Al Lo glle ()50 Y a8 Lia
Eiaal Cipm iy Blat Lad e Mo
n_'\J\ oe eJJL».aS\ 4.:3.‘;3\ @A—wﬂlﬁ Az
Aol ela an Lndad dual ) 1S3 406
Sy sy dials clae Hsan o pa gl
GUALUJSJ.)&_IA_ILLSH\ gj.\A UA‘
ablay Al ddalal) i ¢ g2 Al 5l
usyd\ 4—%: BhA Ge d—ua-«l‘ L sebs
A8 jidie daliae de ganall agad) b
55 o A ga el il 5 Cal gl
Lol Leilalas JMA (ye dcalall Joalal)
Lo e i DUV (A o) el
AalieY dg phddls 8 e leld) san
A ) 5 Al ) 5o ol o
Al g

s i 35000 alal) oy of Lazl sl
s aal ) Jres Baaliia 2 yaa A0
Sgmdiall (b ) S g (5L 0 (1981)
clales ol gal 2aliall s <13 _aluay)
A.JJ;SQSA,}Y}&)_Q:G&}_.A\?;)\}_J;J
‘)‘)AK...&L}L«.:E}A \).)A\SS\)_}:J L aa
Yﬁﬁ_éﬁhg@h\cw\dj@}
b e A8 Jualal sl (5 5 5

e lag)

) 230 81 g JLAL) G AN ,d..n ?sgm doLay 230

L JS @) o eibaliay 4 a8 Y (1989
At Y ¢ ga s Sl L) (b Ay oSS
oA S He o sl sl (e V) Lgsilas
Maskd abadl say Gkl Jsh e s
Gl il are (e ddaal (@l aa
La 13 Ja St e e yian LeiDlac
oV ) alSIAS s Ca i Saaall e
g il Jsb o ey by Jib gl

Ay lgrin A4S pu iy s
deles Gl 3 8 o o Ll L) ) 35
e Gand al Vg ¢l gl ALl
g dsb (Aol sslall s
255 5 6 oladll s g sl oyl
G e dad ga Lo ) crady Jocasd gl
.Lu).ag;d\m;ﬂ\ubbmﬂ)‘)}@ J_\.\S.q
Fhiay i i jlaideay e Las Gl
M) alidll delan T Apuilly 1989 ale
werainall il Ay 5 0 Liaseasd
O O e Cipa 13 i) (8

;;\‘)jcl_ae_\aé&_'euﬁa..a\‘r'\uuiuﬁm
ohh@;)@ﬂ@ucmawuﬂj
llas Gt Lyl gy of (S ST
IS g L i O B o Aiina
O ¢ gaall bl delan o304 (3laty Lok
(LS amy Ll A ) Gland) 5 LIS )
alil) A) A llas (ye SLAN OUEY) Ja a3
‘";:\seu\a\ﬁﬂw\sus,n‘_gjhyﬂ
)ﬂ“eils.“ )hj)_m

oSy JW) &J\_.A\‘ftw\ O il
o e g b g LA el s
Y A ‘um)m sl Y15 el
u_us.\lcaJ|);.“ QSY\LSHLQ_HAA
O s “.—‘5}‘3 Lade dqy ) o=
a)'_\A}UA}J.u I_AEJ_A:HUJJAA.\‘GLAA.L\
‘H::J_ﬂ\ ua_\)a‘mu\c_m.u
AA‘L)A_U.\?J Ld\ )_.A.uuu}“}‘e)_au
QEE S u_}H\) Adaadll ?J;\a} M.q_&L\_\.u

65



e

A8y 14 1981 «Jan ALEs 41 <1964 cdua s
B 3882 25 1994 () A8 32 <1984 «Jaall
2017 «Jaay Ai83 11 2015 18 438y 52 <2008
4883152019 . Sl w SN 438313

Jaald)
3383 32 <1985 ()13 g
ale 16 :4LaY) dpaldll salal)

A2l ) 1zl AL g2t

Al gaad) 288N B ) 5 5 1)

i e 355 ged

25300 el v 1zliiga

A.\MC)\..A ¢ guall (ase :QM\L-\:\A

Al de o d de 1 B ga

g Ol e lall jlie :Gll:'}’\ Jka

GL_I;\M‘ -??i)“k;“))g ‘ Ldasa ‘w\u&uua J:.uﬁ
295l Halall ae

e Lagiph 5y GldgiSe Ola
hﬁd&dﬂ;w)&z\.&sﬁd‘)—;ﬁﬂ
Gaohll sl Ay daguan ola )
L&A)%&).A\EJU}‘SJLJL@J&_»*»@:\D

A 3 1) 24 AL b1 By e e Y saall i *

66

O L & Gl Calge Lyl 58 g
delan 43, A Mol sl 8 ey s
2017 ple (B (Fa sl L4l

*3383 1461981 Qs
ale 35 :LaY) dpalll salal)

AEN 5 ) 55 1)

A2 aal ) 1@l ALY s b

Uase ol = 3a )l sl el 1 g
25300 el v rzliiga

MC)LAA}.A\UA}; :QM\L-\:\A
#\)&;M\@:\A‘

h}ﬁ\.@.«kﬂ)}dﬁcd&'&g}:\_‘aﬂ
D3 pan B para (B3 s aga S ppaa
e anlas i (el g Jeall
e A il a4l el (L
8 danll e v ae g 5 o Jd e Ldll

ol (5 5 Y A Aallaall 34 )

A& asd | ) aDE]

O\J}T..d\ elala aalgala il )
@Ld‘)!\ A;bd\ KVEA H w2 .1945 ale
o ol — alaudi g (G Plaiull GAll
EJVCIN P Y-S WA BT
Y1 e yaall 58Ty Gl (¢ pnliy
e sy e lm 5 el
i O sl 8 Cilia 5l 5 2L EY)
AasSall Hha a5l Gaadie Jigiaae
phill A elaal (uwige gumc A b aal )

o 5

JAGDPARTIE

Hea s

*4383 41 1964 48 il Lildll
ale 35 :LaY) dpalall salal)

— phadi gy 8 el all LYY ) sgaal) 1)
& Dl (8 Ll Cal d ol 3 S Al 1Y) o el
Al pl 1@lA)

a5t 0 s2AS calad waal ) 2 g b

ey st DS 7 g gual

@ iglisa

A 555 20 e 1R ga

Ol g el

sl €358 il e 56 caniion | i 1dfiad
Blass)

Ol oo ) il z 356l 58 cadls
o) A 5 ¢ yany sl) oyl DA 3 gy Sl
Caag (f sl s A e ) L) daglal)
e 51 AS Uil 5 JHAN Ciiall e ¢ guallaglis

Al 2 gan aty o sludy Ay jeaial

Adaaal)

*3383 16 <1989 (2 g
ale 35 AlaY) Al saldl)

a5 ) ) 5

G cuhall 1AL 5 b

e (38 5 1 g gua

e dene a5 Halall de caladi aal ) 1pliiga
s S 18 gual) Laria

A de odl e r Auige

Caoegy ) ¢ glall e 1z LYY poia

bl (e ol i) al 1 e

O ol el Ja0 5l el gl
O s—akady }i e\ﬁ‘y\ Hc i,)_ﬁm G‘JAAAM
b a5 il ol Al sl il
RIS (52-gn sl Gy ey i A
Ol sy 52 Ak 5 Dl o A sha Al

el sl e

67



e

UL @ e mf ARES 17 (1977 el
) giall GlSa 488316 ¢1989 cddasall A8da 21 ¢1979
ARy 21 <2008 b sehddl Jhe 3883 39 <1995
48837062013 cams

JUlaS ) e @J\
*338221 ¢1979 Glasad
ale 16 :aalal) dpaldl) 3aball

Lelaia¥lide i gl Galaall (o sudl D 50 5 1)
S bl 1ALy

BN ST

2l = 2aal gl

s Ol cdala uall punll (im s 1 gl Audih
deal 2 30a A ga

sl OSLEE) e

Gl s G e (8 e sall Sladl pldl) ) gacy
B Adiall ol A al) Sle Y (g 3 JuilaY)
05l anas & JulY) 5 5 gl @iy
(Ot e g e ddll e caadl) g Aliaall
el 8 a gl LS oy alelidl oslady
Yl a3l cdall la g A jadll
Osalady Sy ekl #3all Slds )
el & ol alasi)

68

63 ) a3

&t O ol 2l g e (g2 ga gl
2grall ez 231957 ale Gla gl
M. 1976 e zﬁwlg_éu.g\_uﬂgl.d\
Y (e el Ay 5 gl (S g e
uaie Jad Aalle il e e 3 3l
g Baal o sl oLl Aelaa it )
ot L) Jea VR (e daall
b sac 451 LS digly 5l Canall

*488317 <1977 pae
ale 16 LY Al salal)

B_alal) cLaipull all sgaall i)

Sage bl 1ALy sl

bl aliia ;  guai

G s dese ipliige

DS Jole 1 gual) Lin

258 3 alY) ae 1 Al aal)

g8 ) e dielen) (s S 5 dfia
ol e le

u.uu\ ela & ‘_F‘Q Jéu 4-1‘ dA.J ‘rcéﬁ
JA‘Y e_g::)a)—éd_,;&mﬂ\ Q\Jai )_5&3
e Ac il 4] a8l gid | cpalliall A Ll
G Y ela ml Ll Cpm g caaa S
O G 2y Jin g Adaals 4 We agdlSy
A58 et el ) Y e Jaa Ja )l

A lal)

eﬁ“ﬂ

oSy A&8 11 01977 sl Jalall Al Ly i
iy seidl ASLedl 4883 19 01978 s Ga)Y)
€3883 14 20017 ¢Anaiall sile A, )8 3883 21 <1996
4883 3502008 Al g

293 o ) oSl
*488119 1978 i saddl 2a3Y)
ale 35 :ALaY) bl salal)

s Gy pmall) 5 a8 L) e L dgna 1)

LS Al o ipliige
t_i‘,.\}ugj‘,.\\ eéﬂ\a'.“ (.uukéc :an.“x.u.ﬁb

shaall 5l el 2 AT o ) pemy
dAﬂ\éH_EJJﬂ\ﬂEgHM\H
S LIS S S Gl g 330l G
al) g a5 s el e s ecliaan )
Lala iyl eldac] ) ddLaYly ¢ 1)

obal) o lasl

D5 el DB

T 1947 dle 3l sa a5l Gladl
il pall 5y SISII o s (S
LS o s Al Al Ay s ) 5 Ay AY)
8 el A elin 3 gaay Laipall (o yo
a8 dgmar Wla oy paall) S
plill delaad Guuige g s 5 (el
Maipsodlae g paidie g byl

AFRIKA, DZUNGLI, BARABAN
| REVOLJUCIJA

5 gl g Julall dulal) oLy

388311 ¢1977 i gud) A3

ale 35 LY Al saldl)

Ul g yeall) S s (8 Latand) Aol sgma 1S3
(beieell et e 2gna

o5 ladas 1) A

s se | 1 gual

einal) (8 L 81 5 )5 am o Lall Sty
Laleid) dhaill ol gally iy )
Gokall LA e @l 13 g 65 gaall Sl Ly
oLy il A dlatial) JLalaY) e gns y ()
J‘)_AS\J sjs_mJAuLS_mHQLM‘J
b smdl oG VI 358 sl iy Y
) ) La sl e

Al 1 el 24 A Al BELY) ey ) saall it

69



CONTENT
2 Imprint

3 Content

4 The Films

8 Revelations—The Films of the
Sudanese Film Group between
Fiction and Political Reality
by Vivien Buchhorn

15 The Beginning of a New
Sudanese Cinema
by Suhaib Gasmelbari

17 The Real Cannot Be Subdued
to our Whim

an interview with Suliman Elnour

22 The Timeliness of Things Past
by Nanna Heidenreich

26 Cinema as a Profession
an interview with Suliman Elnour,
Eltayeb Mahdi and
Ibrahim Shaddad

32 Notes on the Restoration

34 Statement of Foundation

70

§ giaall

Jaall 3 58
s siaal)

231
alidl] dclan a3 — cilplay)

rabsad) 281 gl) 5 JLAY (A3 gl
U056 5 (pdad alay

Bauaa Al e Laleead dgdl)

oL anld Cugaa ol

Ll )1 auady Y 280 l)
sl Gledles aae Alilie

Cuda pludl paas
Sl yiada UL

Aigas Ladpudd)

e cuhall s ) il el ae Allia
A2l aal )

Balaia) g ase il e cilliadle

il Gl

71
70

69

65

58

56

51

47

41

39

arsenal

institut fir film und videokunst e.V.
archive aufler sich

HostL
yarry
wibgul olialliclon

SUDANESE FILM GROUP

FILMUNIVERSITAT
BABELSBERG
KONRAD WOLF

Obh) e medd) ey @l Glaa) o
Ju—u ¥ ¢ 5 —8a a5 <"Archive aufler sich”
G e 5 55 o (sl G5 238 Jli )l 2 ga)
Al e gamall s adlall SLEE s qe (bl
s 38 el Lin A sa 5 Oau )3 (8 Ae Sal)
L ol g 5t sa s Baaall a1 s
AL LAt e Sl im sie (e aey pllall

USSP B T TP DU SR P

Dol (5 DA U )] 2gna

* Federal Government Commissioner
¥ for Culture and the Media

S Gl e 1l G

ol g

sl aldll delen iiSa B A Hlas Slaguy  70/3
"'J.A.A" ?Ls 8

"Jall” ula 10

OO &l e a )l L 13

"l old Ade 14

" g Y oSV Al 24719

"ypadlaald 23

sk el ) 47/27

sl Gl 45728

(nbm 2ena 1 pual) (530 bl 42/31

pla 16 alill A3 (ya5 ) e ¢"JilaSU )y )" 33

"Lein" Alae S 38/35

e 16 alall A3 (0 38 30 5 ) sama (M puall” 40

"5 550 5 Julal) dadleliy 31" olé e 54/52

ad sl @ ppmaidll U Ll Glele 56
"5 5l g Julall cdtall Ly @i

s bl juadl 63/59

Mianall" ald s oL 65/60

Jard) (5 8

& 9 dall 500}
o sheT il 4 5 s

e
s oS le od S Jul

(A8l Gt}
g ksl

sl xS
s oesS ol ed S bl

Aan) jall g L s
(A all) Juall el dana caaiallae 4pals
(B5a3YY) Oy aila Jasl

Ciguall g Aad M) 5 gl ana i
ARRI Media, Korn Manufaktur, Concept AV,
Omnimago, Polepositiond.c.

eﬁm daa i
subs Hamburg

DVD gL
GO 3 dalS Llad

giﬂ\ M\
Moniteurs
s W ulS (lans

ALY ppancs
5SS (K2 ald

Jlaidd

aldl) a8

www.arsenal-berlin.de ¢g sl Juu )l
:DVD &8

www.filmgalerie451.de «Filmgalerie 451

S Al

e Lyl 885 LS (I gaead SNl 45
aise aena) i€ L (e asdisul) SS
Lainall Gl 318 S el ) (e Lt S o(o sl
ol Lol ¢ alia dana il Uiy o(f pandily 3
((JLdl Colalad )

71



@1y

A ) 55 sage cadall g sill lasls 23

institut fir film und videokunst e.V.



