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Forewords 

 

I dedicate this reflection to Emma Wolukau-Wanambwa, my fellow participant in the 
Norwegian Artistic Research Program. Our encounter, marked by wit, warmth, strength, and 
profound significance, unfolded despite the geographical distances that separated us from 
the contexts we sought to engage with. Engaging in dialogue with Emma about our 
methodologies and research processes led to the dismantling of my white privileges, laying 
them bare without concealment. Tragically, Emma's journey was cut short, as she passed 
away in 2023 before completing her PhD, hindered by her own health challenges and those 
of her mother. Nonetheless, Emma Wolukau-Wanambwa leaves behind an extraordinary 
legacy, characterized by her unwavering commitment to challenging conventional notions of 
art education and research from a distinct perspective. 

I would like to thank my supervisors, Marie-Hélène Gutberlet, Shela Sheikh, and David Rych, 
for their patience and the conversations that helped me navigate unexpected paths. Special 
thanks to Annett Busch for our conversation in 2016 and for including me in some of her 
research networks and workshops, which opened up comparative approaches with other 
geographies and made the KIT NTNU art department feel like a place of research. 

Nine years after the beginning of the research, I would like to outline a few reasons for the 
delayed completion of the artistic research. From 2018, the dissemination of the artistic 
research in various places became rich, and it felt honorable to focus on this aspect. 
However, beyond the challenges posed by the COVID-19 pandemic and the changes within 
the Norwegian Artistic Research Program, the completion of the film Xaraasi Xanne 
(Crossing Voices), the illness and death of my long-term collaborator Bouba Touré on this 
project, and the ongoing work around the inventory of his archive have been some of the 
reasons why I managed to conclude the artistic research PhD after as long as 9 years. 

 
 

 

 

 

 

 

 

 



Abstract 

 

This critical reflection engages with the artistic research project Sowing Somankidi Coura: A 
Generative Archive, conducted from 2015 to 2024. The project delves into the multi-layered 
history, narratives, and legacies of the agricultural cooperative of Somankidi Coura, founded 
in Mali in 1977 by former migrant workers in France. It integrates archival investigation, 
artistic creation, and collaborative methodologies to illuminate the intersections of 
migration, food sovereignty, agroecologies, decolonial struggles, and transnational solidarity 
movements. 
 
The cooperative's history serves as the focal point, rooted in the visionary return of migrant 
workers to address food insecurity and ecological concerns in the Sahel. Central figures 
include Bouba Touré, a founding member, photographer, and activist, whose archive forms a 
critical foundation for the research. The project also engages with the broader networks of 
diasporic activism, liberation movements, and solidarity economies spanning West Africa, 
France, and beyond. 

Research Questions and Methodologies 
Key questions address how critical archival practices can narrate and activate histories of 
decolonial resistance, how artistic research can confront the legacies of colonial violence, 
and how positionality informs the storytelling of diasporic and local communities. The 
methodologies include archival digitization, collaborative curation, cinematic montage, and 
dialogic engagement with diverse stakeholders, from cooperative members to academic and 
activist communities. These methods emphasize relational research, co-authorship, and 
ethical redistribution of knowledge and resources. 

Structure and Themes 
The reflection unfolds in three parts, divided in several thematic sections: 
 
Unfolding the research 
This part unfold the research, its artistic results and various collaborations, before the 
making of the final artistic result, the film Xaraasi Xanne (crossing Voices) 

1. Expansion of Research: Situating the cooperative within broader frameworks, 
including the Black Atlantic, Plantationocene, and global agriculture politics. 

2. Getting Closer: Revisiting and digitizing Bouba Touré's archives, navigating the 
challenges of indexing, translation, and ethical representation. 

3. Cine-Geography: Exploring the role of visual media in creating multi-scalar narratives 
that link the cooperative’s local struggles to global solidarities. 

4. Transformation and Relationality: Discussing the potential of artistic practices to 
mediate and amplify underrepresented voices while addressing systemic inequalities. 

On Xaraasi Xanne (Crossing Voices) 
This part focuses on the archival research, the montage, the production, the post-production 
and the circulation of the film xaraasi Xanne (Crossing Voices) 
 



Back to the Archives 
This part revisit the work around Bouba Touré’s archive after his death in 2022 and how it 
echoes with all the previous steps of the research. 

Outcomes and Reflections 
Through films, exhibitions, publications, archival practices and participatory events, the 
research generates new pathways for understanding the entwined histories of migration, 
agriculture, and cultural production. It advocates for a re-enchantment of humanism 
grounded in intersectional justice and decolonial futurities. The work also confronts the 
challenges of positionality, striving for an anti-racist, collaborative ethos that acknowledges 
asymmetries in knowledge and power. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

Unfolding The Research 
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Time Span and Research Prologue 

When I began the Norwegian Artistic Research Program in 2015, I had already delved deeply 
into various film and document archives related to the group that founded the farming 
cooperative of Somankidi Coura in 1977. My initial encounters and engagements with Bouba 
Touré and the Cooperative of Somankidi Coura were detailed extensively in a previous text 
titled Figuring Fallow Time, which was written for the publication Sowing Somankidi Coura, A 
Generative Archive.1 Here, I will provide a brief overview of those beginnings and offer some 
retrospective comments. 
 
I first met Bouba Touré as a kid, at home with my mother, where he used to come regularly 
twice a year for dinner from the late 1980’s, beginning of the 1990’s. The dinner was always 
followed by a slide show over the fireplace. Bouba was showing us his latest pictures made 
in the village of Somankidi Coura, and on the way to go there, in Bamako, in the Bamako-
Dakar train or in the city of Kayes. He would show us as well photographs of demonstrations 
and daily life of migrant workers in Paris. It was before the time the media coined the term 
Sans-Papiers to speak about migrants without papers and who were “débouté du droit 
d’asile”, rejected from their asylum rights. Our first collaboration started much later 
between 2006 and 2008 around the making of my film Cooperative and of his own Bouba 
Touré, 58 rue Trousseau. I started with the intention to portrait Bouba Touré as a 
photographer, to follow him in the Parisian migrant worker hostels (foyer), to record and 
listen to him reflect on his migrant and activist routes. My film took an other direction once 
he proposed me to join him in the cooperative of Somankidi Coura in Mali at the border with 
Senegal. This is when I took the measure of the history of the collective, of its complexity 
and of the multiple and unified voices constituting it. I met the other founders and the 
inhabitants of what had become a village from 1977 onwards. 
During the editing of my film in 2008, Bouba Touré bought himself a DV camcorder and 
started to film in his flat of the rue Trousseau. His first tape, a take of an hour, was a mind-
blowing vocal performance of him commenting and filming the photographs and posters on 
the walls, invoking the figures, being ancestors, relatives or heroes of the decolonization 
movement. A selection of 30 minutes of the take became the film Bouba Touré, 58 rue 
Trousseau, Paris. 

The final editing of my film cooperative was made in relation to his in order to exhibit both 
of them together. Various presentations of our work in art, film festival or migrant activist 
context followed over years which unfolded in many discussions with the various 
communities and between us. Many of the public discussions referred to the context of the 
late 1960’s and 1970’s in France and the birth of the migrant worker movement within the 
worker movement around and after 1968, to the liberation movements in Angola, 
Mozambique and Cap Verde, and its far echo into the present. Somehow our two films had 
some reference points that one could identify with the migrant worker movement in 1970’s. 
But somehow the reference to this period was very loose and not well researched in my 
case. 

 
1 See the PDF of the book Sowing Somankidi Coura, A Generative Archive also submitted as a part of the critical 

reflection. 

https://raphaelgrisey.net/works/cooperative/
https://raphaelgrisey.net/works/bouba-toure-58-rue-trousseau-paris-france/
https://raphaelgrisey.net/works/bouba-toure-58-rue-trousseau-paris-france/


My film for instance was actualizing the history of the cooperative through documenting and 
filming the cooperative and the Parisian activities of Bouba in 2008. Even if one could follow 
some traces and sometimes offering a linear narrative and understanding of the trajectory of 
the group, it didn’t say much at all about the cine geography and image production in 
general of that time connected to the micro-history of the cooperative. 
 
In 2012 we could view both films of Sidney Sokhona, Nationalité: Immigré and Safrana of 
Freedom of Speech after long request to the cinematheque Afrique. Some years before 
Bouba Touré had the opportunity to digitalize the 8mm film shot in 1977 and 1979 at the 
cooperative by Monique Janson a farmer member of the ACCIR, the association that hosted 
the agricultural internship. 
In 2013, I started to present our film with the oldest ones. We made a presentation of all the 
films at Espace Khiasma in 2014, as well as a selection of video shot by Bouba Touré since 
2008 in the migrant workers foyers, and in the Sans-Papiers occupations and struggle in the 
Parisian region. A parallel discussion over two days with Olivier Marboeuf, Bouba Touré, 
Tobias Hering, Aïssatou Mbodj-Pouye, Karine Parrot and others shown the necessity and the 
urgency of sharing and discussing the multi layered narrative of the cooperative. 
 
This archive, a granary and reservoir of moving images and stories crossing geographies 
and time over more than 40 years, was asking a set of question and calling for a set of 
practices and research. This period corresponded to the beginning of my artistic research 
PhD in Trondheim. 
 
I foresaw four navigation’s modes based on this first body of works and documents, and 
four corresponding set of research questions : 
1. Expansion of the research (and looking at politics of food and farming, the history of the 
Black Atlantic, and the planetary condition of the Plantationocene) 
2. Getting closer (what constitute the different body of archives and their singularities, 
questioning and practicing the archives) 
3. The cine-geography: opening up to the qualitative relations, understanding the 
infrastructures 
4. Transformation, generation, relational research 
These four research questions would be all the time woven, one calling for the other, and 
functionning in a virtuous circle. Certain shifts of focus lead from one project to the other, 
but were often necessary in a daily practice to reflect on each one of them. Certain tools 
and practices would enable the development of new focus, new questions different from 
the initial ones. Many projects would lead to answer different set of questions (and not 
only responding to one). Therefore, I will try to enlight transformations and sub-
conclusions met along the research for clarity and make a better understanding of the 
processes. 
 
Initial questioning 
As an introductory remark, and before developing these four points and speaking about 
some methodologies, it's important to clarify already why I initially began the artistic 
research program without directly including Bouba Touré as a co-researcher. I will revisit our 
form of collaboration and the questions it raised throughout the critical reflection. However, 
providing some context is necessary for a better understanding. 



 
At the stage of our collaboration in 2014/2015, when I was preparing my application for 
artistic research, I felt a compelling need and desire to deepen my understanding of the 
context of image production in which Bouba Touré and others began their work in the late 
1960s and 1970s. Much of this knowledge was close at hand and implicit, such as within 
Bouba’s archive and memory. However, other aspects required exploration beyond the 
familiar, leading me along unforeseen paths. The direction of this exploration remained 
uncertain: Should I delve into existing archives? Should I endeavor to create a new 
archive? Should I engage in collaborative efforts? Should I pursue comparative studies and 
montage techniques? These questions loomed large as I embarked on my research 
journey. 
 
This need for research had to do on one hand with a necessary generational learning, 
understanding and translation into the present. On the other hand, it had to do with the 
understanding of the class and race gaps and relations around these archives and stories, 
my positionality and responsibility in that behalf. In many aspects, I needed still to do my 
“white middle class” political homework (and understand its implication into my artistic 
research).   
This implied to understand the history of relations of this class (and by extension the white 
worker and peasant classes) with the migrant worker and later Sans Papiers movement. To 
understand the structural neo colonial violence producing ignorance, racism, patronizing 
and silencing, asymmetrical relationship of all sorts reproduced through class and race. It 
then called to enhance, make visible and hold on, on forms of sparkling solidarity, and 
intersectional justice that have occurred despites the grain (beyond the afro pessimistic 
critic of solely white redemption and towards decolonial futures). 
 
In addition to the necessary personal research on my position and relation to the story in 
time, race, nation, and class, the question of geographical and space relations within a 
(neo)colonial order and decolonial future was central. This encompassed various aspects: 
The African relation at large with Europe within the liberation struggles; the different 
forms of relations between France and its (former) colonies; relation to citizenship, 
identities, and justice for the people living in these neo-colonial spaces; the history of Les 
Gens du Fleuve, the inhabitants of the River Senegal and its Soninké community (a people 
without a state, or living between neo-colonial nation-states borders); the relation 
between River Senegal diasporas and the Parisian region; the relational geographical 
aesthetic created by Bouba Touré's photographic practice and by our collaboration; and 
the comparative with Afro-American approach—being Pan-African, or Caribbean—and 
philosophies. Also, the understanding or revisiting of the internationalist decolonial 
geographies of solidarities played an important role within the research. This included to 
look closely at movements such as the non-aligned movement, tricontinentalism, and Pan-
Africanism. 
 
 
My positioning in time and space and in a hidden history 
There was a need to reactivate certain aspects of Bouba's practice and the history of the 
cooperative that had been depoliticized or overlooked, particularly within the framework of 
a Catholic left and Third-Worldist perspective. The relationship between the cooperative and 



its foreign "partners" had undergone a form of NGOization over time. The originally militant 
humanist perspective had begun to shift towards a more humanitarian outlook, even among 
friends or relatives of Bouba Touré, for example. 

The group's project received support from a white Catholic left, which, despite genuine 
support, may have been less aware of its radical Pan-African aspect. Their solidarity 
sometimes retained traces of a charity model and patronizing tones, despite efforts to frame 
it differently. Consequently, the narrative within this context often became focused solely on 
agricultural development and a return to farming, overlooking broader issues that I believed 
needed to be addressed. 
 
Bouba Touré's trajectory and that of the group spanned several decades, from his arrival in 
France, the founding of ACTAF (Cultural Association of African Workers in France), the 
establishment of the cooperative, and its subsequent developments. By the time I 
encountered Bouba and the Cooperative in 2006, three to four decades had passed, and 
alliances and friendships had evolved over time, waxing and waning under different 
conditions and terms. 

For those who became cooperative members in 1977, their brief stint in France may have 
felt like a temporary pause, and their involvement in the return project might have been less 
politically articulated and thought through compared to others. Different members retained 
varying degrees of memory about certain periods. Some cooperative members, for instance, 
arrived later during the ACTAF era and did not experience the emigration and politicization 
in the foyer. Similarly, French farmers who supported and later befriended the cooperative 
may not have fully grasped the significance of the preceding experiences in the foyer and 
slums, or the pan-African vision of the militant return. Finally, the women who joined the 
cooperative’s village had a completely different perspective and understanding as well. 
 
The transformation and hiding that characterized the strategies for survival of groups like 
Actaf (Cultural Association of African Workers in France) may evoke parallels with forms of 
maroonage resistance. Actaf adopted this name as a cover to replace its previous one, the 
Comité de soutien aux luttes de libération des Pays Lusophones [Support Committee for the 
Liberation Struggle of the former Lusophone Colonies]. This period coincided with the 
surveillance by the French secret police and spies from the Senegal embassy in foyers, who 
monitored and sometimes arrested political refugee activists. Upon their return to the 
shores of the Senegal River in 1977, the group also had to exercise caution due to the 
military dictatorship regime, often needing to navigate traditional systems. This continuous 
cycle of concealment and escape, as well as the need for silence, may have unintentionally 
contributed to a gradual forgetting and lack of transmission over time. Perhaps this 
necessary caution resulted in the gradual fading of primary goals and dynamics. 
 
It was imperative to recognize the different moments of the story as equally important 
and interconnected together. This extensive process of learning and reflection through 
political engagement, observation, and listening needed to be underscored to capture the 
entire narrative rather than viewing it in isolated segments. While the entire narrative was 
implicit and embodied for Bouba I felt the necessity to gain a better understanding of the 
various phases and the role of representation and cultural means throughout. 



Additionally, although Bouba Touré had undoubtedly preserved the memory of a broad 
spectrum of the story, he might have been forgetful about certain details or less informed 
about current agricultural politics and issues in Mali and the region. There were pieces of 
information I needed to seek elsewhere, such as directly from the cooperative, the women 
association members, peasant communities, or other key figures, as well as from 
individuals from other fields of knowledge like historians, anthropologists, artists, 
activists, or agronomists. 
 
The cooperative project contained elements of a Pan-African militant return, and Bouba's 
story encompassed diasporic and multi-situated components that should not be 
oversimplified to prevent misunderstanding or misinterpretation of the precise political 
dynamics at play. My artistic contribution and research aimed to shed light on the 
dialectics and relations inherent in these complexities—to add to them, problematize 
them, or synthesize them. Claiming and articulating the project as Pan-African may have 
been the work I needed to undertake from the outset, as certain aspects of it had been 
rendered invisible or incomprehensible without proper contextualization. 
 
It seems that the reception during the late 2000s in France, amidst a renewed neoliberal and 
neocolonial turn, both in the European art world and within leftist circles, was not prepared 
to embrace the complexity of Bouba Touré's trajectory. There was a reluctance to 
coordinate seemingly disparate elements to make sense of the project as a whole. For 
example, when I created the film Cooperative, despite clearly articulating the link between 
the cooperative and the liberation struggle in the editing, it felt like there were many missing 
links that needed to be addressed to amplify the collective and political significance of the 
story. 
 
These missing links in the film, which lent it a sense of poetical subtraction, evocative rather 
than explicit, were both accentuated and obscured by the predominant space from which I 
spoke: the white space. I am not solely referring to the physical exhibition space, but also to 
the ideological white space that separates and categorizes cultural production into digestible 
themes and subjects, ready for liberal appropriation and consumption. 

Thus, the film and even our public conversations with Bouba Touré sometimes struggled to 
resonate with a broader environment and ecosystem from which they could truly thrive. 
Within a liberal art world, poetical and evocative subtraction often leads to impoverishment 
rather than blossoming. 

While some artists in France, especially during those years, began to explore liberation 
struggles and colonization as subjects for artistic production (e.g., Éric Baudelaire, Mathieu 
Kleyebe Abonnenc), these explorations often remained reified and disconnected from 
community work and discussions. 

In my case, for instance, the project's connections with food sovereignty and the politics of 
hunger had nowhere to intersect within the art world, which was then driven by other 
theoretical trends. Clearly, many aspects needed to be linked and further researched to be 
empowered to speak from a place that not only encouraged critical thinking but also 
embraced emancipatory practices. 

https://raphaelgrisey.net/works/cooperative/


I was already conscious of all these factors when I was drafting the research project in 2015. 
I could foresee that engaging in artistic research would provide a space for autonomy and 
resistance within my practice, far removed from the production logic of exhibitions, venues, 
and temporary liberal trends. When I speak of autonomy, I do not mean the modern art 
autonomy ideology that isolates itself from the world, but rather connected worlds and 
relationships strong enough to break through the enclosures of white space. Bouba Touré 
embodied much of this on his own, through his persona and performative quality. However, 
artistic research and practice needed this autonomy as well, this time and space to flourish 
and shine, much like the blossoming of an onion flower. 
 
Another aspect that led me to start the artistic research on my own terms was the ongoing 
demands and daily reality of farmers' lives within the cooperative. For the cooperative 
founders and other members who haven't emigrated (or at least not under the same 
conditions or at the same time), the experience of migration may have been left behind and 
not continuously thought through. This was different for Bouba Touré, who was traveling 
back and forth every year, keeping the experience of migration at the forefront of his 
consciousness. 
 
Bouba Touré himself was deeply engaged in community work, writing, photography, and 
continuous documentation of the cooperative, the village along the Senegal River, and the 
diaspora. He possessed a sense of sovereignty and was simply not interested in a more 
academic research-based approach. His age, activism, and wealth of experience made him 
somewhat uninterested in certain aspects that I was keen to explore, aspects from which I 
needed to learn and to relate to. 

For Bouba and the other elders of the cooperative, such research implied a retrospective 
gaze that was not deemed necessary as it was for myself and my generation. They were 
focused on their ongoing mission and agenda, which needed to be continued without pause. 

While I knew that Bouba and others would be available to answer my questions, as 
pedagogy was a fundamental part of Bouba's practice and the cooperative's ethos, I also 
understood that I needed to undertake this research independently. Thus, I had to consider 
how my contributions could align with and benefit the group as a whole. 
 
Finally, I would certainly have considered Bouba Touré's place within the artistic research 
academic framework differently if we had been in a French-speaking academic environment. 
Challenging language barriers and translation between French, Soninke, Wolof, and Bambara 
have been significant aspects of our collaboration, both during the dissemination of our 
works and while creating them. It has been both a constraint and a productive element. The 
English-speaking academic environment hasn't been inclusive in this sense for Bouba, but 
the effort to navigate translation in an English speaking context has also brought many 
rewards and important encounters for both of us. 
 
Before the artistic research program, my collaboration with Bouba Touré had been sporadic 
but regular, focusing on specific aspects. This collaboration continued during the research 
but also led to experiments with new forms of collaboration, such as theatre workshops, 
seminars, talks, and screenings in various contexts. 



 
Throughout the artistic research process, I remained constantly questioning my position, 
the potential benefits and rewards of the research for the group, and how this could 
contribute back to Bouba, the cooperative, and its members in both direct and indirect 
ways. I was also concerned about the potential harms and conflicts that the research and 
certain rewards could generate. 
 
 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Methodologies 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
In this chapter I would share certain reflections that may or may have not turned into fruitful 
methods but that anyhow were driving forces during the artistic research. 
 
 
Relation between practice and research  
 
What defines ‘research’ here? What is the ‘practice’? What is the relation between the two?  
I always felt that my artistic practice, also previously to the fellowship, was bound to certain 
form of research. 
There is a form of research that relate to an investigation, a research for truth, that start 
with a hypothesis. Important is to acknowledge that the hypothesis is only one of many, that 
it is always biased and indicating a positionality. This positionality can be geographical, 
gendered, racialized (racisé), or politicized. 
A research for truth and consequently for a form of open justice on a planetary scale, call 
for an exigence of realism, for translations between multi perspectivism, and embracing 
complexity. Even if seeking truth, open justice and form of realism isn’t necessarily the final 
goal, the path of a research has to go through these steps to meet “ethical validity”, achieve 
its political goal. The truth found through the research practice isn’t a fix entity, but the 
result of a multivocal construction, at the intersections between my practice and the one of 
others. Research and investigation enable and can lead to relational truths (not relative) 
starting from a hypothesis or from a series of hypothesis. 
Still, I wouldn’t consider the goal of my research being intrinsically bound to these truths, 
but rather the path and intersections that have led to it. I would rather value a form of 
research that enable narratives to emerge and to co-exist during the process without 
refining it and hiding the process in a black box. Artistic research is by definition or in mine 
at least processual and doesn’t stop. The presentations are moment where steps, paths and 
intersections can be discussed. 
The financial support given by a research fellowship give you also the chance and the time to 
do that. For example, when one is working on a film, there is generally no resources to value 
the necessary steps of the research, and the collective work that it implied. One is focused 
on the final film or art work, many aspects in the editing is left aside because of the 
production precarity on one hand, the supposed expectation of the commissioners, of the 
producers, and of the distributors. The possibility of research leaves the possibility to step 
back or simply refuse certain value system such as neo-liberal premiere exclusivity politics in 
film festival, short term or badly paid exhibition, or to the pressure to modulate your work in 
a certain way to match a theme of an exhibition or a lecture series. Financial aspect of an 
artistic research leaves you also the possibility to collaborate more closely with certain 
institutions and projects, make experiments that are beneficial for all the parties. But these 
new mode and stance of production come also with its problem. 
Funding also leads to new ethical question regarding the redistribution of opportunities that 
the grant gives, and towards the institution that gives the funding. It also gives you a frame 
to think about it. These concerns around the redistribution touches the various producers, 
contributors and voices within the project, but also the space of presentation and of 
diffusion of the work and of the research. 
As I will explain around my experience working with Káddu Yaraax or with Bouba Touré, a 
certain liberal ethics approach of artistic research, isn’t sufficient and can even be 



destructive, if one is not considering with care other economical mode of redistribution and 
value production shared by the other people involved and collaborators. 
Mode and form of value redistribution of the artistic research have to be discussed 
collectively with all the parties involved, and that is a mistake to take for granted that this 
could resolve unilaterally by myself or by another part. 
 
To give one example, it became clear that an exhibition in the Cooperative of Somankidi 
Coura, the production of prints of Bouba Touré photographic archive for the community as it 
was done in 2017, or attempt to share concerns on the editorial work of the book with the 
cooperative members a year later in 2018 during a second trip, was essential to activate a 
feedback loop with the cooperative members and village inhabitants to go further in the 
research, and of course to redistribute the knowledge and the funding within the community 
that was concerned in the first place, even if not exclusively. 
 
 
Distinction between search and research 
 
I always felt disturb by the non-spoken implicit or induced difference between search and 
research. The condition for a research to take place seems to be that someone has been 
doing a search beforehand or at least it calls for this question: was there a search before the 
research and what does this imply? Is there more value to search or to research? What 
does that mean in terms of knowledge production value system to give more credits (to use 
academical jargon) to a research than to a search as being some form of abstraction of a 
search, its meta-discourse. Is research less concrete than the concrete steps of a search? 
Or is research seeking complexity into taking in account different searches, making 
different searches experiment? If one forgets to precise and to articulate the link between 
search and research, one might be falling into, reproducing form of colonial knowledge 
production, appropriation, without naming it and recognizing at such and thinking to do the 
opposite.  
In my case, one could see the Bouba’s and ACTAF’s experience as a search, and mine, later 
on as a research, more distance, revisiting so to say the “original” search, working on the 
narrative, as anthropologists could have work on specific artifacts within an extractive and 
colonial framework. 
I would rather consider that the initial work of the cooperative of Somankidi Coura and of 
the ACTAF also and already constituted a research, parallelly to and within their practice, 
that needed many steps, searches and experiments to succeed. My research is and has been 
to revisit the steps of their previous research as a point of departure for new search, 
failure and experiment, sometimes alone, sometimes with the protagonists of the 
precedent research, or with younger generations. In this sense, I claim a clear genealogy in 
the research. This genealogy implies a particular chronotope2 of the research from which it 
starts. 
For the cooperative founders, the research was aiming to do agro-ecological farming near 
the Senegal river in order to sustain themselves and their relatives and neighbors and claim 
for food sovereignty.  
During my research, I aimed to broaden the narrative beyond the spaces frequented by 
Bouba and his friends, extending it into diverse circles such as art and film communities, as 

 
2 Bakhtin, Forms of Time and of the Chronotope in the Novel, 1937 



well as farming and migrant worker circles. 
Amplifying a narrative produce an implicit and explicit transformation of it, a story is always 
relational and have different impact regarding who tells, and receive it and when the 
technologies of transmission changes. This change of transmission technologies, as from the 
beginning implied conversation with Bouba Touré and with the cooperative founders, or 
with the other collaborators not to fall into ethical dilemmas. 
Of course my research work has been profoundly editorial and clear choices informed a lot 
my research and its direction, part of this editorial choices could be made collectively, other 
not. 
Maybe differently to the research of the elders, I had the privilege to fail, and try again. This 
privilege is one given to be in an academic context, and being in an academic context in 
Norway is still, so far I have been there, a white privilege for English-speakers. 
For the elders, their research and the conclusion of the research couldn’t fail, it was a 
question of life and death to succeed into growing crops in the garden and give an example. 
But the fact is that people of the river are still and will continue dying on their way out of the 
countryside, seeking happiness in the cities or in the North rich area of the world. 
The story needs to continue to be told, and every story teller or griot has his own style and 
form of practice. 
This research has been using a Nordic academic framework in order to attend a 
redistribution of system value for an anti-racist and anti-colonial echoing of the narrative, 
aiming to bounce on a planetary scale, seeking feedback loop for the researcher but also 
for the community. To acknowledge the asymmetrical structure, and to work against their 
framework was key during all the processes. 
 
 
Positionality/role as the ‘artist’ – as activist, editor, curator, mediator, image-maker and 
producer 
 
For a practical reason, I will present the different role and positionality that the research 
invited me to embrace, but I guess the complexity started in the fact that this roles were 
never fixed and univocal but rather always shifting, differentiated in one place or in the 
other, and that these shifts would influence also the mode of collaboration, and the role 
taken by others. Of course, these processes would work both ways (for example when 
Bouba Touré becomes an artist or is asking to take this function by an art institution, I 
became an assistant and translator3). 
 
From the very beginning, I approached the artistic research project as an artist but also as 
an activist, as it has been the case in many of my previous projects as well (Remanescentes). 
It means the artistic research has been used for artistic purpose but also for activist ones. 
To claim and affirm an activist use of the artistic research, an activist attempt at least, is 
necessary to make clear from the very beginning that the artistic research project is at the 
intersections of  various movement, the migrant worker and peasant movement, radical 
ecology, anti-racist, anti-fascist and anti-colonial movement. Part of the research is clearly 

 
3 This has been the case for instance at the 12th Photographic Encounters of Bamako – Rencontres 

Photographiques de Bamako in 2019 Stream of Consciousness curated by Bonaventure Soh Bejeng Ndikung, or 

in the exhibition and Invocations series, Agropoetics, soil is an inscribed body, at Savvy Contemporary, Berlin, 

in 2018, curated by Elena Agudio and Marleen Boschen. 

https://raphaelgrisey.net/works/remanescentes/


embedded, engaged together with the militant narrative of the cooperative founders: value 
and promote anti-colonial agroecological practices and representation as scripted by the 
cooperative founders themselves, by producing moving images, bring new forms of 
storytelling, archives activation and circulation.  
It is not that the artistic starts where the activist could end, the artistic is rather in this 
context the acknowledgment and discussion of my particular positioning within the 
movement, adding to the movement, instead of reducing it. 
Audrey Lorde said that Queer Black feminist movement amplified the black movement in the 
US and elsewhere, in Germany for instance, and never the contrary even if it could lead to 
solve internal conflict and contradiction. 
My position is very different of course, but this would be the goal to achieve. To claim 
myself in the anti-colonial movement, imply certainly an ongoing, endless self-critic that 
still shouldn’t become narcissistic, but mostly work against asymmetries in the practice, 
and use certain privileges or advantages, given historically of my gender, race and class to 
redeploy, redistribute as much as possible, and achieve certain things. More simply, as an 
artist, it is to find the right intersections within my practices and the one of the 
cooperative or the one of Bouba, to define moment of collaboration and/or collective 
practice. 
 
Clearly, the artistic research fellowship enable me to endorse new type of works within my 
artistic practice such as the editorial work made around the making of the book Sowing 
Somankidi Coura, for some of the exhibitions and finally for the website in becoming 
(www.semersomankidicoura.net, unfortunately not yet finished to be included into the final 
PhD presentation). Working as an editor for the book has enabled form of montage and 
form of dialogue I never had experimented before. 
First the research for contributors invite me to make crucial choices. The first were made by 
choosing the contributors I would like and be able to work with. To make this first choice is 
also to realize and take in consideration that certain research have been long done by 
others, and can bring an other understanding of your own approach and research by 
comparing it with different means, and methodologies of research and knowledge contents. 
The editorial choice for my book would imply further choices, positioning and orientation 
afterwards in my own research. 
To have the possibility of nurturing a dialogue and commissioning certain people was a form 
of relief, your research become more inclusive and complementary. For example, the 
possibility of collaboration with Romain Tiquet and Aïssatou Mbodj-Pouye, offered me an 
understanding and the access of specific archives that became keys for my understanding, 
and to scale anew my approach of the research. It also implies an ethic of quotations, of 
citing the sources, one is not always use to practice in the art world. It asks for a politic and 
ethics of collaboration, different to the appropriation, extractivism extremely present in the 
art world, especially in art criticism and curating, two fields having an immense capacity of 
flirting and appropriating theories and knowledge at large without naming the source. One 
learns somehow looking at certain practices of referencing in the academic field. 
 
But this referencing sometimes does not reach and have not acknowledged the informant, 
the one at the source of the knowledge, the studied migrant workers, or the plantation 
share cropper of the colonies. This absence of referencing is due first to the violence of 
colonial records themselves. Colonized bodies had the status of “bien-meubles” [furniture] 

http://www.semersomankidicoura.net/


during slavery, then after the “abolition” they becameindigenous work-force or tirailleur 
“chair a canon” [meat for guns]. They were anonymized or at the best given a misspelled 
first name. In anthropological research, anonymization can also be the result of the fear of 
coercive state violence, such as retention, expulsion, or of termination by the employers in 
the segregating and racist conditional citizenship of some of the resident (with the “carte de 
séjour renouvelable” [renewable residency permit]), to the absence of paper, and legal live 
and rights for the Sans-Papiers. 
I made this detour because within the editorial process, the combination and the waving of 
different voices coming either from academia, or from the foyers or from the garden and the 
fields were crucial to take in consideration and to layout a polyphonic textual scape. 
 
Doing the editorial work is to speak with each of them, producing constructive utterance and 
a dialogue, to make voices and authors speak together, articulate them together. It means 
following their research and writing processes closely, and having a comprehensive 
approach of their mode of writing, their mode of existence and of expression.  
 
 
Curating 
 
To convey works in relation to my artistic research, or better said completely integrated to it 
from the very beginning is a delicate process that, as editing can do, redistribute authorship, 
and reposition my own. 
There were specificities of Sowing Somankidi Coura, a generative Archive that led to work 
with partner institution in particular ways, such as with archive books for a large exhibition 
and a seminar, with Levart to coordinate a seminar and a theatre of the oppressed 
workshop, or more recently in AdKdW for an exhibition, a workshop and support to a 
digitization campaign. 
The research led me to draw a cine-geography, built on the militant and film production 
infrastructure of that time, that often, but not always connect with similar themes and 
approaches. Pan-African or diasporic thinking also draw certain recurrent lines. 
The practice of curating as a method of unraveling the research led to different approaches 
of exhibition montage and design, and a different relation to people working in art 
institution and venues. 
  
 
Mediation 
 
The research process led me to continue to take an other role, experienced before already, 
distinct from editorial work and curating, the one of a mediator to include Bouba Touré, and 
the cooperative of Somankidi Coura, not only as co-authors but as participants within 
presentation within certain networks, mostly in the western contemporary art scene. 
I would qualify this mediation work as making the attempt to create a sort of buffer zone to 
protect Bouba Touré in the place I was taking him in, such as academic places like the 
Goldsmiths university or neo liberal white centered art institutions. It could be a protection 
against eurocentrism, form of racism, knowledge extraction, or power production, or 
conventional white bourgeois set up, coming from the institution or other participants. 
I guess, common intervention make us work on our feeling to be sometimes ill placed. 



From the beginning of our collaboration, it was clear that he would take me in places I 
wouldn’t be familiar with, and that I would do the same together with him, and that 
somehow we would need to find our own grammar and rhythm.  
Let’s take an example: early on, I might feel obliged to take the defense of the poor image, 
or of the amateur image, when showing some videos or photographs of Bouba Touré. 
To value the images production of Bouba Touré was also a lot about making clear the 
condition of production, the place and the intention of production it was coming from. 
These three elements, are often not properly discussed within the art world. Or let’s say, 
they are presupposed and affiliated to certain discourse. But of course, this role of 
mediation is very ambiguous. To have to defend peremptorily a certain form of image 
production, is already acknowledging certain dominant esthetic strand shaping the gazes of 
the viewers, and bringing him in limited dual relations. How many times during presentation 
with Bouba Touré and even still nowadays, I felt the need to complement talks of Bouba 
Touré less driven by a will to support Bouba narrative but rather to fill up what I was 
considering to be the expectancy of the hosting institution. This expectancy being esthetic or 
political. This mediation, literally doing public presentation alongside Bouba Touré, is and 
has been working as a reflecting mirror but also a way to measure the institution intention, 
mode of support or on the contrary of extraction, or appropriation. I used the term of 
mediation, because it is often used by art institutions themselves, especially in certain 
institution in France, to level any artistic, cultural position into a prechewed and 
impoverished form. This ambiguous role of mediation, with its contradictions and potential 

for patronizing attitudes, had to be carefully negotiated and critically examined in each 

situation. Over the years, I came to understand that Bouba was also engaging in this work 

extensively. On one hand, he acted within his community in a way reminiscent of Pedagogy 

of the Oppressed, while on the other, he worked to educate white, middle-class individuals 

who had little knowledge or understanding of the conditions and stories of migrant workers. 

How many white friends did Bouba bring to the foyer? 

 
 
From mediation to pedagogy and alliance 
 
Along the research, due to the multiplication of common presentations, it became clear that 
we had to experiment our form of appearance, and that we shall work to complement each 
other, not in order to please a certain audience, a public or an institution, but to achieve the 
transmission of a story and a political form, with many variations and complexity. The quality 
of transmission of these variations, of this multilayered complexity of space and time, 
positioning, political and cultural backgrounds, etc. is exactly what can in my view break 
certain glass ceiling. Some perceptions are stuck indeed under the glass ceiling of certain 
episteme. The wonderful orality of Bouba Touré needed some amplification, and not to be 
altered or translated, nore liberal simplifications, it needed the right transmission channels 
to get free and enter the listeners mindset. 
 
 
Image and voice jamming as method 
 
I did some experiments to present the artistic project within the frame of the PhD 
fellowship. It was new to me to have to present regularly the project in 10 or 15 min. Before 
the research, I was more used to the Q&A format after a screening, where the film form is 



the foundation for the discussion. To reach and speak about the scope of the project, I had 
to include different elements in my presentation. A certain container of images, including 
photographs, collage, documents, sounds, videos, simply compiled in a power point became 
the basis of my presentation. Various observations and discussions were made around this 
mode of presentation, for example with Annett Busch and David Rych, who were back in 
2016 experimenting with forms to present their project Electronic Textures on magazines 
around the liberation struggles in a Pan Asian and African context. Once I had compiled a 
variety of materials that could show the complexity of the project and its different narratives 
aspects, I started to perform it with Bouba Touré. Initially, we used exclusively photographs 
of Bouba Touré during his presentation, but slowly we added all this cut up of elements, film 
stills, montage, archives, photographs, documents, texts, musics, etc.  
Bouba Touré improvised and I was jamming with images that could accompany, amplify the 
narration, complete, or add to it, that also could say something on their own term about our 
images production (mine and the one of Bouba Touré). We have been modulating this form 
of presentation as a method many times, and it definitively worked as live rehearsal and 
testing grounds for future film editing. 
 
 
Thinking through difference between voice and authorship, the polyphonic and the Tout-
Monde 
 
With this method, we were immersed in the feedback loop of voices, where the writing and 
composition of the script are intertwined. Voice travels through dividuals with a fluid sense 
of authorship, traversing between words and wordless sounds. If language doesn’t belong to 
someone in particular, if a word always belongs half to someone else, what is the 
consequence? The artistic research was driven by a method and a practice of dialoging and 
responding utterance4 with Bouba Touré and with all the other voices and authors I have 
been working together with. Within dialogism5 lays pedagogies, form of learning and 
polyphonies. 
 
Rehearsing and collaborating with the Theatre of the Oppressed company Kàddu Yaraax from 

2017 to 2019 involved voicing, singing, dancing, and embodying the archives and the 

narratives of Bouba Touré. A single detail from a story could be amplified by an entire chorus 

and dance. 

 

When I was singing and doing the griot as an experiment for the one-hour version of Xaraasi 
Xanne (Crossing Voices), I was ventriloquizing other voices, voices of ancestors maybe, or 
philosophers, biologists, I was speaking and singing through the voice and the words of the 
other. The voice-over is at the same time the personal story telling of Bouba Touré, and the 
dividual story of generations of migrants. 
 
The migrant is more than just a statistic; they are an epic figure, embodying a narrative that 
transcends mere numbers. Their journey is akin to an odyssey, often compelled by forces 
beyond their control. Each migration carries with it the weight of thousands of individuals, 
each with their own story and fate. The migrant's experience demands a mythological scale 
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to truly capture its significance. The migrants’ travel is both of their own making but often 
not on their own term. 6  They may be compelled to move due to enforced circumstances, 
but every migration is an odyssey in its own right and deserves to be treated as such. The 
ore of migration, thousands of migrants and the epic, the fate of those who were left 
behind. The migrant requires this level of mythological scale. Listening to music from the 
African and Black Atlantic music library of Bouba Touré was an other method of dialogue and 
of understanding of these epic overtones. Listening to the album There are the Promise of a 
Future by South African Pan African musician Hugh Masekela picked up from the music 
library of Bouba Touré, invited us to dance and dialogue on Grazing the Grass and There are 
Seeds to Sow. A practice of singing, listening, dancing and dialoguing became a method of 
embodied research and learning during my collaboration with Bouba Touré. 
 
 
Practice of montage as research method 
 
A montage practice is trying out various paths for expressing something similar. 
What you want to say at a certain point in a montage can be made possible by various 
materials. Each material indicates a potential point of view (who films, looked at, from which 
perspective the material being use is perceived at a moment in the film). Montage enable to 
test relationship between expression and materials and can lead to methods. 
 
The voice over, the gestures 
The use of voiceover in Xaraasi Xanne (Crossing Voices) creates a method that allows for the 
recontextualization of colonial film material, thereby disrupting its original intended 
meaning. This material, initially serving the broader colonial ideological projects such as 
"development," "modernization," or "Mise en valeur," is detached from its primary function 
of perpetuating colonial violence. Furthermore, it is removed from the violent context in 
which it was originally produced, providing an opportunity for reinterpretation and critical 
reflection. 
 
Without concealing the origins of the materials, the montage permits them to convey a 
different message by situating them within a narrative that step out the colonial perspective. 
By framing the materials in this way, they are liberated from the confines of the colonial 
gaze.  
We could test this at the editing table, and conclude that it was “working”, and that the 
material was starting to say something else. For example, the four seconds film sequence of 
“traditional indigenous” millet agriculture farming used in the colonial propaganda film to 
show “traditional indigenous farming” in contrast to the “modern” mechanized agriculture, 
become a vector of human and crop peasant breeding community memory and history with 
the montage. The hand touching the freshly harvested millet, filmed initially to show it as a 
trophies found by the colonial filmmaker for its collection of images artifacts of the 
“indigenous” mind and practice, become an expressive hand allowing the viewer, or some 
viewers at least concerned, to touch and be touched by the millet produced by the elders, 

 
6 I am thinking together here with Mantha Diawara, through his film Un opéra du monde (2018), and therefore 

indirectly also with Édouard Glissant and his Tout-Monde. 

 



witness and share a genealogy of gestures through generation and breeding. 
 
 
Method Of Comparative Studies 
 
The Afterlife Of Slavery And Of Forced Labor In A European Context 
Kodwo Eshun pointed out the migrant condition in the global North where citizenship is 
conditional (contingent citizenship) and is only given if you accept segregations of your 
settlement and your community at the margins of whiteness power. The unsettling of what 
was part of your settlement is applied as soon as your contest the racial ordering of white 
supremacy and producing a crisis. 
Contingent citizenship is an hostile environment, Great Britain named this plasticity of 
citizenship, but that is present in all NATO and European countries. 4th and 5th generations' 
practices of multi-accents foreshadow the possibility of citizenship revocation by the state. 7 
This speaks for the Windrush generations, but as well for the Migrant Worker and Sans-
Papiers generations in France, or for the Gastarbeiter*innen (guest workers) generations in 
Germany. 
By doing so, Kodwo Eshun is expanding the thoughts of Saidiya Hartmann on the Afterlife of 
slavery8 in North America in a Britain context that certainly speak for the French one as well.  
Giving attention to the different Afterlife form of slavery and forced labor in the various 
contexts we had been working together with Bouba Touré was if not a method, an ethic in 
the research against the forgetful storms of the present time. 
 
The Migrant Worker Movement And Diasporic Movement 
Understanding parallels and differences between for example the political movement linked 
to the Windrush generation in the UK, the Gast Arbeiter [guest worker] generation in 
Germany, to migrant workers and Sans Papiers, and to anti-racist networks within these 
three contexts was key. 
 
Politics Of Hunger, Politics Of Food 
It has been crucial to compare and comprehend the diverse narratives surrounding the Sahel 
famine throughout history. While the same famines prompted the ACTAF to respond and 
delve into agricultural history, their impact and interpretation differed significantly between 
the Sahel region and the global North. In the Sahel, these famines led to a profound critique 
of neo-colonial agricultural practices, whereas in the global North, they were often depicted 
merely as the unfortunate outcome of consecutive droughts, masking underlying issues such 
as food warfare, supply politics, and the neoliberal and neo-colonial NGO presence, which 
have reshaped the entire region. 
Consequently, it became more and more important to look at different context of famine 

 

7 Kodwo Eshun brought this up I think during In Burning Futures: On Ecologies of Existence / Podcast and Film 

#5 Beyond The End Of The World? / With T.J. Demos, Kodwo Eshun und Anjalika Sagar, at HAU, Berlin, 

2020. 

8 The Afterlife of slavery was theorized by Saidiya Hartmann in Scenes of Subjection: Terror, Slavery, and Self-

Making in Nineteenth-Century America (Oxford University Press, 1997) and in Lose Your Mother: A Journey 

Along the Atlantic Slave Route (Farrar, Straus and Giroux, 2007). 

 



production in (neo) colonial history, from the  Bengal Famine, to the Holodomor, to the 
Dustbowl, to the Biafra war, and until today in the occupation and the ongoing genocide in 
Palestine. It was similarly important to compare forms of ecocide linked to intensive farming 
and the plantation system in different part of the world. This will be develop in the next 
chapter. 
 
Affects And Spooky Actions At A Distance As A Method 
During the course of the research, it was important to constantly rethink and evaluate the 
project between various spectrum of geographies and times, to move within different scales, 
going from micro-history, to planetary consideration and the plantationocene, from the soil 
to the seeds, to the pixel grain of a photograph to big digital data circulation. Thinking in 
terms of infrastructures, of scaling, and stacks also was an ongoing method to approach the 
different contexts I was working in.9 
 
Method Of Care, Fugitivity, Processes And Contextualization 
I tended to approach with care and not prejudices the contradictions and fragilities in the 
struggle movement and to rather focus on dynamics and processes than critics. This was 
definitively a method used daily by Bouba Touré, a method of survival, far away from the 
critical tradition of academia. The undercommons10of debt, care and fugitivity was a 
necessary path to navigate critical academia and the university along the artistic research. 
The university has been a refuge for the research but also a place to escape from. As Stefano 
Harney and Fred Moten manifested The Only Possible Relationship to the University Today Is 
a Criminal One. It was important to contextualized categories that look self-evident such as 
crime, race, nation, hunger to allow them to change. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 
9 Thinking of and referring to The Stack - On Software and Sovereignty by Benjamin H. Bratton, 2016 and Irit 

Rogoff’s thinking around infrastructures such as in The Infrastructure Summit at the Bergen Assembly of 2016. 

 
10 The Undercommons: Fugitive Planning & Black Study, Stefano Harney and Fred Moten, 2013, Minor 

Composition. 



 

 

 

 

 

 

 

 

 

1. Expansion of the research  

 

 

 

 

 

 

 

 

 

 

 

 



Politics Of Hunger, Politic Of Food  
 
My personal engagement in this artistic research was also driven by the necessity I perceived 
to connect the dots between generations and geographies, particularly around the politics of 
hunger and food. The invisibility of the political challenges of the project stemmed from the 
fact that there was little discourse in the early 2010s art world in Europe focusing on 
decolonial practices, let alone emphasizing politics of food as a primary concern. 

Politics of food linked to decolonial ecologies only gained mainstream attention in certain art 
scenes around 2018, but this was not the case earlier. Therefore, there was much to 
understand and decipher regarding the connection between famine and politics, the story 
I was exploring, and the reasons and politics surrounding the Sahel famine. This included 
delving into anthropogenic colonial violence, climate change, and emerging political forms. 
 
When I started the project, I could connect issues of famine and drought with my disparate 
knowledge of Third World cinema. Having spent a lot of time studying neo-realist cinema 
and Cinema Novo during my six years working on projects in Brazil between 2009 and 2015, I 
was influenced by works such as the Hunger Aesthetic Manifesto by Glauber Rocha and his 
films like Deus e o Diabo na Terra do Sol [God and the Devil in the Land of the Sun] (1964), 
and Nelson Pereira dos Santos's neo-realist film Vidas Secas [Barren Lives] (1963).  
In 2013, I had the opportunity to do some research at the Arsenal kino archive and 
presented the film Cabra Marcado para Morrer [A Man Marked for Death] (1984), by 
Eduardo Coutinho on the peasant struggles of the Peasant Leagues (Ligas Camponesas) 
prefiguring the birth of the Moviemento Sem Terra in the 1980s. This contributed to the 
nurturing of the artistic research project. 
 
During my research I was interested to follow slumbered collective histories of famine 
resurfacing in the art and literature, for example on the Bengale famine via the research 
held by curator Natasha Ginwala for Documenta 1411 on the works of Chittaprosad and 
photographs of Sunil Janah, amongst others, and Madhusree Mukerjee’s book Churchill’s 
Secret War and her diagnostic of “The Imperial Roots of Hunger.” 
In 2016 Nida Ghouse introduced me to the Indiancine.ma platform12, where I could access to 
a few Parallel Cinema films dealing with the Bengal Famine, I could see amongst other films 
the amazing Akaler Sandhane (In Search Of Famine) by Mrinal Sen (1981) and Ashani Sanket 
(Distant Thunder) Satyajit Ray (1973). 
Much later for the Dhaka Art Summit in 2020, I was doing whispering translation to Bouba 
listening to the keynotes Famines and Art by Elizabeth Giorgis and Sanjukta Sunderason 
comparing the politics of famine in the context of anti-colonial and antiauthoritarian 
struggles in Asia and Africa in response to Bengal (1943), Vietnamese (1945), and Ethiopian 
famines (1984 – 85).  
 
 

 
11 See So Many Hungers, Natasha Ginwala, South as a State of Mind #8 
 Journal, Documenta 14, 2016 
12 I got introduced as well to the pad.ma platform led by the artist group CAMP, and get familiar with the 

Pandora open archive system, I develop briefly in my conclusion my interest to the work on archive proposed by 

CAMP and the developers of pandora 

https://www.documenta14.de/en/south/888_so_many_hungers


 
Expansion, Black Atlantic, Anthropocene, Animism, Archive 
the years preceding the research, I had been working during many years for the making 
Remanescentes (2015), a long feature documentary weaving the struggles and stories of 
three quilombola maroon communities in Minas Gerais Brasil fighting today extractivism, 
real estate, mining and administration. I focused  on the Brazilian forms of the slave trade 
history, the still ongoing racist and segregationist violence, of quilombolas resistance and 
reminiscence, I was opening up  to delve more into Black Atlantic history, connect and do 
parallels with the North American experience and writing.13 Comparing the politics of the 
cooperative and of a quilombo was a method I proposed in my abstract in 2015.  
Discussions around the plantationscene and capitalocene derived from the anthropocene 
discussion14 were also in my field of interest together with thinking on collectivities derived 
from Bruno Latour on human and non-human relations. One of my research’s intention was 
to translate this idea of collectivities into images collectives and ecosystem, and 
alternative archive systems. 
 
Here is the abstract Collectivities in becoming from the autumn 2015 as I was starting the 
PhD which give an idea of the very large scope I was considering touching upon back then: 

Collectivities in becoming aggregate and create interdependencies, like images and sounds in a 

film, members of a cooperative or ecosystems. Their motion is non-essentialist, generative, 

and implies definition of futurity, potentiality, time and history and an existential way of 

dealing with politics. Collectivities in becoming is an artistic investigation, with the means of 

texts, films, archival researches and presentations or exhibitions, of collective forms – 

encompassing human and non-human protagonists, multiple territories and archives – that 

resist towards bio-political commodification, identification, representation and taxonomy by 

states politics, techno-sciences and therefore create a movement of decolonization and 

possible mode of empowerment. 

Images themselves will be considered as collectivities, as actor and network in moving 

processes of appearance and disappearance for their own survival. 

A theoretical post-colonial and eventually post-human approach will lead the researches to 

focus on mutation and “creolization” of these processes, which implies a becoming-animal or 

to discover the other in oneself rather than to insist on the colonizer/colonized binomial and 

narcissist cultural/political differences (Deleuze/Guattari; Viveiro de Castro; Édouard 

Glissant). 

 

How could we think of images production, that tends to care or create relations to human or 

non-human collectivities, without giving to their agencies a too simplistic intentionality and 

rather support their contingency resistance? Do artistic practices have this capacity and will of 

being a “spoke person” in the edification of a collective (Alfred North Whitehead; Bruno 
Latour)? Or are they rather instruments that would reveal the unseen and the unspoken of 

entanglements through the mean of time, bringing something from the past or from an unfold 

materiality into an actuality? How much techno capitalism and the new era of digital and 

 
13 The work of Avery Gordon, Denise Ferreira Da Silva, Paul Gilroy, Fred Moten and Cédric Robinson were 

important readings in 2015 and 2016 to navigate through different form of Black radical Traditions of Black 

Marxism and compare with the place I was aiming to speak with and from: Brasil, West Africa and neo-colonial 

francophone geographies. I was already inhabited by some of the Francophone Caribbean thinking of Fanon, 

Césaire, Glissant, Chamoiseau, Maryse Condé and by West African thinkers of the independence such as 

Kwame Nkrumah, Amilcar Cabral, Mamadou Dia, Cheikh Anta Diop, or more recent literature of Aminata 

Dramane Traoré and A. Mbembe. 
14 See for examples Donna Haraway, Anthropocene, Capitalocene, Plantationocene, Chthulucene: Making Kin, 

2015, Duke Press and Racial Capitalocene, Françoise Verges, 2017 in Future of Black Radicalism, Verso. 



algorithmic computation, informs the experiments and the use of certain instruments in 

science as in film practice and our understanding of non-human agencies? 

 

Two works in progress, Cooperative and Remanescentes, consider the existential and 

empowerment processes of two collectivities in becoming of the African Diasporas within the 

means of documentary practices and text production: The agricultural cooperative of 

Somankidi Coura in Mali and the Afro-Brazilian quilombola communities in Brazil. Both 

have singular relations to post-colonial states ‘politics, to vernacular or global technologies, 

representational politics and share definitions of futurity, ecologies and affects that will need 

to be understand in their partial and multi-situated differences. Both adopted along their 

history the survival strategy of fireflies: their capacity of appearance and disappearance, to 

territorialize and deterritorialize, to produce minor lights to communicate and create 

revolutionary communities of desire in a diasporic Pan-African context. 

 
Moreover, The Bay, a new collaborative project with the theatre company Kàddu Yaraax in 

the Bay of Hann in Dakar, will deal similarly with chemical waste, fishes and fishermen, their 

agencies and their translation to local politics with the means of the Theatre of the Oppressed 
and moving images. The rocks and the fungi collective, a research that wish to be held in 

collaboration with specific science departments of the NTNU, will consider the politics and 

agencies of the rather non-human collective of fungis, its translation in sciences and techno 

capitalism as well as its chemical and semiotic entanglements with images production, 

humans, rocks and other beings. 

 
 
Sub-conclusion 
Even though I didn’t follow in detail all these diverse and different expanded 
threads of interest —such as my exploration of food politics history—throughout 
the research, they continued to inhabit my readings, thinking, and inform my 
practices all along the way and for example lead to some important decisions in the 
editing of writings and films much later. Even when I needed to get back into a 
micro-historical approach, I kept in mind a planetary thinking, with the intention of 
praising for a Humanism made to the measure of the world15, heading towards a re-
enchantment of Humanism and a worldly orientation16, and looking at a variety of 
scientific approaches such as agronomy, biology, history of science and political 
science at their crossroad with artistic practices. 
 
 

 
 
 
 
 
 
 
 
 
 
 

 
15 Aimé Césaire, Discourse on Colonialism, Présence Africaine, 1950 
16 David Scott in The Re-Enchantment of Humanism: An Interview with Sylvia Wynter, 2000 



 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

2. Getting closer 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
The first step was to get closer to the people who had produced the material I had already 
gathered. I made an effort to meet with the producers of these archives and documents as 
much as possible. 
 
 
The Digitization Of Parts Of Bouba Touré Archive And The Dilemma Of Indexation, 
Taxonomy And Ungraspable Haunting Floating Signifiers 
 
During the making of Cooperative, my documentary installation from 2008, I had already 
clearly identified that the photographic work of Bouba Touré, which was at the very core of 
the film initially, hadn't found its full space of expression within our collaboration. I realized 
that it would be crucial to start again from there. From 2015 and throughout 2016, I met 
with Bouba Touré many times in Paris and Berlin to look through, select, and digitize parts of 
his photographic archive. In parallel, we began discussing the form of indexation for this 
archive for future use and collaboration. The idea of an online platform with multiple 
editorial entry and navigation forms began to take shape. 
 
This implied, for the first two years, digitizing bits of Bouba Touré's photographic archive 
together, understanding and discussing the contents of his working archive, and deciding on 
the criteria for selection and the conditions for its digitalization, conservation, visibility, and 
circulation. 
Returning to Bouba Touré's photographic archive was a way of closing a circle and reopening 
the possibilities for a second loop. It all began for me as a child with Bouba Touré's 
photographs and later, in 2006, followed by the production of our films in 2008 and 
consideration of other films and archives in subsequent years. It had been the starting point 
of the research, and it was important to come back into it in detail. I felt the necessity to 
revisit Bouba Touré's photographic archive primarily because our previous collaborations 
had, for various reasons, failed to properly pay tribute to it. Although I had used some 
images in my film Cooperative, and his photographic practice was discussed in his own film 
Bouba Touré, 58 rue Trousseau, something felt missing. During our first exhibition in Les 
Églises, in Chelles (FR) in 2008, in the Parisian suburbs, I had intended to produce a small 
publication with his photographs, which couldn't be realized, leaving something unfulfilled—
a sort of debt. 
 
Working again and directly with the archive of Bouba Touré enabled me to continue 
questioning authorship and co-authorship in relation to my research, as a precondition 
even to research. It allowed for discussions about the various narratives contained in the 
Bouba Touré archives and in the history of its making. Finally, it provided a space for the 
embodied and performative aspect of the archive that was constitutive from the very 
beginning—the art of the slide show with commentaries, the relational gestures involved 
in image-making, and the circulation of images on paper from hand to hand. Revisiting the 
photographs went hand in hand with the notion that "images speak," as Bouba described 
in his film the images and posters on the walls of his flat. This reexamination of the archive 
and its performative aspect later led to collaboration with the theater group Kàddu 

https://raphaelgrisey.net/works/cooperative/
https://raphaelgrisey.net/works/bouba-toure-58-rue-trousseau-paris-france/


Yaraax, embodying and performing the images and stories. 
 
Let’s revisit the selection of photographs and negatives with Bouba Touré. Prior to the 
research, and for the purpose of my film Cooperative, I had already scanned some of his old 
photographs related to the founding of Somankidi Coura in 1977, the preparation of the 
land, the construction of the irrigation systems, and the daily life of the 14 people of the 
group during the first years of their implementation. I had also looked at and scanned some 
slides from the 1980s, likely based on what Bouba would allow me to see or what he could 
easily show me without having to search too extensively in his archive. 
 
 
The Photographic Archive Of Bouba Touré, Sorting The Negatives (Winter 2015-2016) 
 
Returning to Bouba Touré’s home to explore his archive initially involved gaining an 
understanding of its organization within the entire living room and its various contents, not 
solely limited to photographs. But what exactly constituted an archive, particularly Bouba 
Touré’s? Was it a working archive or a militant one? Was it a container, a reservoir, or a 
granary? How could I convey its multiplicity, encompassing writings, documents, video 
tapes, music, annotations, and dates on every object? The archive was not just a collection 
of materials; it was also a home, and the home itself functioned as an archive, serving to 
reassemble the world. During this initial phase, my approach was influenced by the Living 
Archives project of the Arsenal Archive in Berlin, the work and ideas of the CAMP collective, 
conversations with artists like Ines Schaber and Filipa César, the team at Archive Books, film 
curator Tobias Hering, and, of course, my supervisor during the first year, Marie-Hélène 
Gutberlet, as well as Annett Busch, who initiated her research on Electronic Textures. 
 
The negatives were often stored in envelopes, each hand-labeled with a date and 
description, and they were scattered throughout Bouba Touré's living room. They could be 
found piled up on the desk, on a lower table, and in a large trunk nearby. As for the 
photographs themselves, they were similarly spread out in stacks of various thicknesses and 
sizes across the room. Most of these stacks contained photographs ranging from 10x15 cm 
to 20x30 cm. The organization of these image and negative reservoirs reflected their 
frequent use: At the top of each pile, one would typically find the negatives of recently 
printed or reprinted images. Among these were older negatives that Bouba Touré would 
regularly print for various purposes, including exhibitions, for friends and relatives, and to 
promote the story and achievements of the cooperative. The other negatives at the top of 
the piles were mainly recent photographs, such as those from Sans Papiers demonstrations 
and occupations, or images taken in the foyer or during Bouba's last journey to Mali. Within 
these categories, there were two types of images. Firstly, there were photographs that 
Bouba took for himself, documenting living conditions, daily life, and struggles during 
occupations or in the foyer. Secondly, there were commissioned photographs, often 
portraits of foyer residents. These portraits were staged, with participants often wearing 
their best Western suits (or borrowing them from friends or relatives) and posing with 
various attributes such as a TV, a radio, a briefcase, or even a fancy car found by chance in 
front of the foyer. One could observe a sense of complicity between the photographer and 



his subjects, a kinship, and often a sense of joy in the shooting process and of simply being 
together.17 
 
Sans-Papiers coordination groups or occupation groups would often request to keep some 
images for their own archives, including group portraits. Bouba Touré was also regularly 
commissioned to document weddings or gatherings of the West African diaspora for 
political, social, or cultural purposes. However, many photographs belonged to multiple 
categories simultaneously and circulated extensively. For instance, photographs from the 
fields and gardens of the Somankidi Coura cooperative, or from other villages such as 
Tambacounda (Bouba Touré's native village), could be found adorning the walls of a 
bedroom in a foyer. This indicated much about the mode of circulation and the community-
binding role of Bouba Touré’s photographic practice. 

To understand Bouba’s archive, it was crucial to grasp the different contexts, emotions, 
and intended recipients of the images. Some series constituted the daily, compulsively 
produced photographic diaries of Bouba Touré’s political consciousness in action. 

Other series comprised constructed images of happiness and economic success, often 
imbued with humor and irony, and intended to be sent to family and loved ones. These 
images of happiness and success, which mimicked the master image and perpetuated the 
myth of the European Eldorado, went beyond conventional representation; they were tools 
for maintaining social bonds across geographies, from Sahel villages to Parisian foyers, 
offering images of care amidst the turmoil of segregation, violence, and forced migrations. 

Often, the prints of many negatives, especially those made on commission, were missing. 
Bouba Touré would give or sell the prints and retain only the negatives. Therefore, the 
selection process before scanning was sometimes done blindly, based on other indications 
such as date, location, and a rough guess of the content. Within the piles of photographs, 
one could find series that Bouba Touré couldn’t sell, others that he kept for himself, and 
some that he intended to distribute at a later time. 
 
Amongst the commissioned photographs, portraits, and weddings, there were also portraits 
of many migrant workers and Sans-papiers movement activists, as well as an extensive 
archive depicting daily life in the foyers and a large corpus of photographs taken at 
demonstrations of all sorts. Bouba Touré systematically documented major social 
movements, festivities, friends in foyers or elsewhere, and his travels over the last 40 years. 
In Bouba’s flat, I encountered photographic series as diverse as demonstrations against the 
pension reform in 2008, the annual gay pride parade, Ganesh celebrations in La Chapelle, 
Chinese New Year in Belleville, and Kanak solidarity demonstrations in the 1980s. We 
selected some images to scan with the intention of showcasing this wide variety of subjects 
and practices. Bouba’s photographic practice encompassed the roles of activist, passionate 
amateur, community leader, and dedicated professional simultaneously. 

 
17 For a beautiful essay speaking about the home archive of Bouba Touré written the same period, see: Things 

and Their Proper Places. Notes on the Photography of Bouba Touré, by Tobias Hering, p.79 in Sowing 

Somankidi Coura, A Generative Archive, Archive Books. 



Nevertheless, the stacks and piles of negatives and photographs were a dynamic entity; 
they resisted being grasped or encompassed and instead needed to be accompanied and 
followed. The archive was in constant motion in relation to its usage, moving in and out of 
Bouba's flat, circulating among his partner's house in Le Mans, the village of Somankidi 
Coura, and the foyers. I attempted to systematically scan the oldest photographs or 
negatives but realized that others might be located elsewhere. For Bouba, the distinction 
between scanning a negative and scanning a photograph held little significance; the 
difference in quality did not affect him. His perspective challenged my own education as a 
photographer and indirectly as an archivist, which had emphasized the search for source 
material for higher-quality scans. Bouba Touré's relationship with images prompted me to 
consider the modes and conditions of their production and circulation rather than 
prioritizing the original. 

Navigating the process of selection wasn't always straightforward, especially when Bouba 
Touré wasn't physically present with me. We agreed to organize his negatives 
chronologically and store the oldest ones in acid-free envelopes. However, as we 
reorganized, Bouba expressed frustration at not being able to quickly locate certain 
negatives that he needed to print urgently. I had to tread carefully and find a compromise 
between my work and Bouba's ongoing management of his living archive. This balance was 
essential to ensure that I respected his needs and priorities while also advancing my 
research goals. 
 
 
Captions, Keywords 

Analyzing, discussing, and later searching for names, themes, and potential tags for images 
became a method of recollection for Bouba, allowing him to recall stories within the larger 
narrative. Examining certain pictures often led to a better understanding of the conditions 
under which the photographs were produced. For example, during the first precarious years 
at the cooperative, Bouba Touré would give his color film rolls to be developed in France by 
a friend named Anne Meyer, as there were no color photo labs in the region. For black and 
white film, there was the Photo Pinto lab in the nearby city of Kayes. 

This detail emerged when we noticed an unidentified woman in a picture, later appearing in 
a second photo. I asked Bouba for her name for the records, and later discussed the 
possibility or necessity of including her in the captions and tags of the online Drupad 
repository I was building in parallel with the programmer Volker Moritz in Berlin. 

Bouba had brought only a few film rolls to the cooperative, as they were expensive at the 
time, and he was cautious while taking pictures. He would only see prints of some of his 
photographs upon his return to France. This was likely the case for photographs taken by 
visitors and friends from France who passed by during the cooperative's early years of 
establishment. 
 

The Absent Images 
 
Searching for images prior to the founding of the cooperative, only a few were found. Some 



depicted Bouba's internships in Marne and Haute-Marne, often with unclear authorship. 
These photographs were either taken by others using Bouba's camera or were archived by 
fellow group members or the farmers hosting them. 

Among the discovered images were two prints in Bouba's album, showing him with 
coworkers while he worked as a house painter. There were also photographs taken at Foyer 
Pinel in St Denis, one in front of the foyer and another in a room with a bunk bed and a 
friend. A polaroid from 1967 showed him with a white child. In a professional studio 
photograph, he posed with a cousin in a Western suit, likely intended for family. However, 
there were almost no photographs that portrayed him as a photographer. All the 
documentation he made with his Kodak Retinette camera of migrant worker housing had 
been lost when he moved to the cooperative in November 1976. The trunk containing books 
and photographs was stolen in Dakar during their journey from Marseille to Kayes, after an 
accident in the Dakar harbor. 

Anne Meyer, Bouba's friend who brought back some film rolls to develop, also lost some of 
them once while riding a bike. Additionally, when Bouba left the cooperative to return to 
France, he left behind a large album of photographs taken from 1977 to 1982, which he later 
could not locate. He recalled a photographic series depicting the military governor cutting 
the first tree in the cooperative in 1977; some of these photographs were eventually found 
in another cooperative member's archives years later. 
 

Sub-conclusion  

All these details revealed during the archival work shed light on the conditions of 
production of these photographs, as well as the difficult and precarious conditions 
of their preservation. They also acknowledge the losses and shadows of absent 
images. Taking these conditions seriously, making them visible, and writing about 
them can produce a change of perspective and another gaze on the remaining 
photographs. The images begin to reflect on the conditions they have been 
produced under, adding to the picture and representation as a whole. 

I considered important to keep these elements in the annotation of the 
photographs for the online platform or later forms of archiving. Certain of these 
elements resurfacing during the selection, scanning and naming of the 
photographs, would be for instance later included into the writing of the voice-over 
of Bouba Touré for the film Xaraasi Xanne (Crossing Voices).  
 
The absent images needed forms to speak and exist again, either with the support 
of images in relation or sister-like images, or by images that needed to be produced 
anew. The co-existence of remaining images with absent images, together with 
images yet to come, could give the archive more resilience and resistance to hold 
on. The virtual image to come, that could figure the ones of Bouba that had 
disappeared, would take different forms. 
 
First they could be other archival images, corresponding with the context and the 
time, other archive in historical relation. For example, militant films and 



photographs made in foyers could speak for the situation that Bouba lived in his 
own foyer. The images of the foyer Drancy from the film Journée Porte Ouverte à 
Drancy by the Revolution Afrique group, or the foyer Riquet depicted in the film 
Nationalité: Immigré, could speak for the absent photographs of the foyer Pinel 
that Bouba had lost in Dakar. 
 
Second they could be constructed fictional and conceptual images, such as the ones 
that would be produced for example with the theatre of the Oppressed group 
Káddu Yaraax for the work Traana (Temporary Migrant) and Xeex Bi Du Yeex (A 
Luta Continua), or the images of the film Safrana or Freedom of Speech by Sidney 
Sokhona. 
Third they could be the third image created by the montage. The image created by 
the collapse, the fade, the overlap of two other sequences of images, in a montage 
of an exhibition, or of a film. 
 
Within this process, I considered the possibility to make an online platform, a 
server to upload the selection of Bouba Touré photographs, some of his newly 
made video diaries, the films that we had already done and the films, interviews 
and documents of others in relation along the research. I thought that process of 
doing this might help to find ways to assemble in a non-linear way all these 
heterogenous materials. But most importantly, it could give us the possibility of a 
multi-editorial access. It would give for me and Bouba Touré, and later for other 
collaborators, access to the material and the possibility to enter meta-data (tags 
and captions of the photographs for instance) from different places. 
It was about testing the possibilities of a multi editorial entry of metadata and 
prepare the material for new assemblages such as films, editorial work for 
publication, and exhibitions. 
The idea was to build a tool for the research, that could lead later to a website. 
 

 
Collaboration With Volker Moritz In 2016 
 
Building a server backend data entry system with the programmer Volker Moritz allowed me 
to clarify various aspects of the data entry fields. For each data entry, such as a photograph, 
film, audio file, or text, it was essential to have multilingual options, including French and 
English, with the possibility of adding additional languages such as Soninké, Wolof, Bambara, 
and Haal Pulaar. This multilingual approach aimed to cater to diverse users of the platform. 
French is the common language between Bouba Touré, some cooperative members, and the 
art world in France and West Africa. English is primarily used for my professional activities 
and research reflection. Soninké, Bambara, and Haal Pulaar are the main languages spoken 
in Somankidi Coura and the region, while Wolof is spoken in Senegal and became relevant 
through collaboration with the theatre company Kàddu Yaraax. 

This approach allowed us to create a comprehensive search engine that could filter media by 
type, location, date, and keywords, enhancing the accessibility and usability of the platform. 
 
 



Keywords - From Realist Mode Of Tagging To Prospective And Speculative Research 
 
The process of indexing revealed the inherent biases and limitations of terms used to 
categorize images, highlighting the need for a multi-editorial approach to ensure accuracy 
and inclusivity. For example, creating tags like "migrant worker" and "Sans-Papiers" and 
applying them interchangeably to photographs of demonstrations or views in foyers posed 
significant challenges. 

The term "migrant worker" historically referred to the labor force brought to France from 
former colonies following their independence in the 1960s and 1970s. "Sans-Papiers," on the 
other hand, emerged in the late 1980s and early 1990s amidst increasing marginalization 
and legal restrictions on migrants, regardless of their work status, through legislation such as 
the Marcellin-Fontanet circulars and the Pasqua-Debré laws. 

Bouba Touré offered a different perspective, emphasizing solidarity within the foyer 
community. He argued that within the foyer, there are no "Sans-Papiers" but rather a 
collective approach to addressing each individual's challenges with administration and 
unemployment. The term "Sans-Papiers" is seen as a pragmatic label adopted by those 
fighting for their rights to legal status and residency. 

This discrepancy highlights the importance of considering the perspectives and experiences 
of the individuals depicted in the photographs when assigning tags and categories, rather 
than relying solely on historical or societal labels that may not fully capture their realities. 

The systematic tagging of names, places, and dates gradually revealed series of 
photographs depicting the same locations over decades, offering insights into the 
evolution and continuity of these places. One such example is the fields of the cooperative, 
which were documented over time. Similarly, specific foyers like the Foyer Pinel in St Denis, 
where Bouba resided in the 1960s and early 1970s, and the Foyer Charonne, located close to 
his previous home in the 1980s and 1990s, were documented extensively. Through this 
tagging process, it became evident that curated selections of photographs spanning from 
1967 to 2016 could illuminate unique historical narratives, capturing the depth and 
evolution of these spaces over time. For instance, by juxtaposing photographs taken over a 
40-year period, one could trace the expanded daily life of Room 111 in the Foyer Charonne, 
offering insights into the micro-histories and changes within these environments. 
 

Web Platform As A Working Tool Or A Potential Public Website? 
 
This collaborative work around the making of this online platform generated questions for 
Bouba, around making public or not some photographs of the foyers, and raised his concern 
of having them shown outside a friends or community network. 
The discussion turned around what the photographs reveal and had to say versus its 
necessity to be published, it raised plenty of legal and community binding questions that we 
had to unpack. It was at the beginning of the research and the very naming of the platform 
was also still a question. 
Like for the future publication, a lot of details, agreement and editorial discussion would 



have to take place with Bouba Touré, and other protagonists. I would come back to the co-
editorial aspect later in relation to the book making.  
 
The selection, the scanning, the indexing, and naming, brought ethical and political 
questions on its own potential limitation and foreclosure, the risk of reproducing colonial 
categorization, racial or gender bias by proposing algorithms too rapidly. It was therefore 
important to work closely with Bouba Touré at the different steps of the process. 
The capacity to have a lot of multiple entry for one documents or pictures, adding for 
example a text, a vocal description, commentaries or stories, meta link to other works could 
bring back a performativity to the image, with the virtual presence of Bouba Touré. 
It became clear in the process that the performing and narrative aspect of the photographs 
of Bouba Touré was the thread to follow. Somehow a voice, or voices were still needed to 
perform the slide show or the scrolling of images. 
 
The idea of a website platform at this early stage of the research still shown some 
limitations: the data entry, translations, images cleaning, was requiring an excessive labor 
force. My idea to make a web platform as a collective working tool didn’t work at all at the 
end. It became slowly clear, that this specific project in the research would come to shape 
step by step, and be finalized at the end of the research process, including a reflection of 
its own making and the other side projects. 18 

 
Sub-conclusion 
This first stage implied a clear decentering within my artistic practice, to focus on 
the understanding of the photographic and writing practice of Bouba Touré, and its 
mean of production and circulation, so important to position myself together with, 
in relation to it and not in competition, against, or being ill placed and reproducing 
a neo- colonial form of knowledge extraction. 
This aspect in the research goes also with the redefinition of individual and 
collective authorship within an attempt to decolonize the form of collaboration 
considering a decentering of my own artistic production in regard to other cultural 
productions around the making of the cooperative of Somankidi Coura. 
 

 
Around The Films Of Sidney Sokhona 
 
I first heard about Nationalité: Immigré in 2012, as I asked Bouba about a 16mm film box I 
saw in a corridor of his home. Bouba had kept a 16mm copy of Nationalité: Immigré during 
40 years. He screened the copy in foyers, movie theatre and community centers in 1975 and 
1976 before he moved back with the group to the cooperative. Sidney Sokhona left to 
Mauritania in 1978 but the copy remained in Paris. Bouba came back to France in 1982 and 
had kept the copy since then. I had never heard about the film, or very little, I guess out of 

 
18 Volker Moritz had built the back end of labournet.tv, an online video archives of decentralized workers’ right 

activism. I found the platform exemplary and relevant back then, we worked together as I described to figure out 

a complex archival back end, with data and tags entry for an intern research engine, and multilingual system. I 

started with an assistant to make entries for about 800 photographs and uploaded them. They haven’t been yet 

translated in the new Wordpress repository started in 2020 with graphic designer Patricia Reed. These entries 

and notes will be partly used for the ongoing pre-inventory and future inventory of the negatives at donated at 

the Archives Départementales de Seine Saint Denis (see conclusion). 

https://en.labournet.tv/


interest and also because Bouba hadn’t seen it since before the foundation of the 
cooperative. The film was there, somehow waiting. 
Bouba Touré always spoke about the film as being a collective one. A film made, produce 
and distributed collectively. It’s not clear how much he was involved into the production as 
such, but he was the one that projected the film all over the country. In my memory, he 
didn’t mentioned Safrana or Freedom of Speech, the fiction film about the return of the 
group in which Bouba had one of the main role. He hadn’t seen it when it came out, as the 
group had already left to found the cooperative. 
After a year and a half, I finally got access to a digital copy at the Cinémathèque Afrique of 
the French Institut, that archives all the films, mostly from African filmmakers that had been 
supported by the former Ministry of the cooperation with some various kind of contracts. 
The Cinémathèque Afrique was until very recently run by a single person mostly occupied by 
the diffusion of newly coproduced film by the actual ministry of Foreign Affair and the 
Institut Français. Very little support, incentive and time has been given to the circulation of 
the amazing archives of African films.  

After I could see both of the films in 2014, we discussed with Bouba Touré and Tobias Hering 
with whom we organized the screening of the film in Berlin at different occasions, about the 
opportunity to hand over the copy of Nationalité: Immigré to the Arsenal Kino in Kino in 
Berlin. After contacting Sidney Sokhona, and a two years process, the 16mm copy of 
Nationalité: Immigré and two digital copies of Nationalité: Immigré and of Safrana were 
handled to the Arsenal Archive. 
The choice of the Arsenal Film Archive was made in relation to the catalogue of militant 
cinema they already had gathered and in relation to the politics of archives diffusion 
proposed by various film curators, scholars, activists and artists within the Living Archive and 
the Visionary Archive program of the Arsenal with people already accompanying, following 
and supporting my research such as Ines Schaber and Nicole Wolf. Many ongoing sister-
projects had been or were supported in some form by the Arsenal such as the collaborative 
project Luta Ca Caba Inda by Filipa César, Sana Na N'Hada and many others around the 
archive of Guinea Bissau, Studio Ga around the archive of Sundanese filmmaker Gadalla 
Gubara by Nadja Korinth, Katharina von Schroeder, Sara Gubara, or Specters of Freedom – 
Cinema and Decolonization, coordinated by Tobias Hering and Catarina Simão. 
 
We decided to leave a note with the history of the specific copy that Bouba Touré had kept 
for 40 years, together with the English subtitles of the film we had produced with Tobias 
Hering for some screening at Savvy in 2013 and in Zeughaus Kino in 2014, and previous 
interviews by Sidney Sokhona with the Cahier du Cinema and with CinemAction.19 
 
In the meantime, I met Catherine Ruelle in Paris, the producer of Safrana and the Freedom 
of Speech. We did two interviews together. She was an old friend of Bouba Touré, and they 
had met around the making of the film. Catherine was a militant, a cultural and film 

 
19 Since then, the films got a clear slowly growing renewed interest. Steve Mac Farlane shown the films in 
Spectacles in NYC in 2017 together with our previous own films and created a subtitle file .srt for Nationalité: 
Immigré , he lately in 2024 made an interview with Sidney Sokhona. The Cinémathèque Afrique, made a 
restauration of the film Nationalité: Immigré from the negative in 2024 with the incentive of Léa Morin, 
hopefully a restauration of Safrana will be soon made a renewed circulation as well of the two films. 

 
 

https://www.dhm.de/nc/en/zeughauskino/kalender/terminansicht-zeughauskino.html?tx_cal_controller%5Bview%5D=event&tx_cal_controller%5Btype%5D=tx_cal_phpicalendar&tx_cal_controller%5Buid%5D=213&tx_cal_controller%5Blastview%5D=view-list%7Cpage_id-1049&tx_cal_controller%5Byear%5D=2014&tx_cal_controller%5Bmonth%5D=05&tx_cal_controller%5Bday%5D=14&cHash=76e4872956c5789df4333a299a622f93
https://www.spectacletheater.com/sidney-sokhona/


journalist at the time she met Sidney Sokhona and Bouba Touré. The encounter with Sidney 
Sokhona and the making of the film was a fundamental experience for her self-education 
into becoming a film curator. She was editor of the journal CinemAction with Guy Henebelle 
on African Filmmakers, and co-founded the Festival International du Film Racines, amongst 
many others, and initiative for the distribution of African films in France and on the African 
continent. The interviews with Catherine Ruelle in 2016 was one of a key moment to 
understand the cine geography of the time, the structures and the relations between 
filmmakers, producers and activists between Europe and Africa, and to investigate into the 
history of the FEPACI, the Fédération Panafricaine des Cinéastes, of the festival JCC and of 
the FESPACO. 
The discussions with Catherine Ruelle on the film Safrana, or Freedom of Speech offered 
the possibility of a reflection on the representation of agricultural politics and the life and 
conflict for farmers and peasants in France. The small farmers and all the locations in the 
countryside of the film Safrana, or Freedom of Speech were shot in a village that happen to 
be the one of Catherine Ruelle’s relatives in the Côte d’Or region. The place has been chosen 
for logistic convenience of course, but also because this region was showing a rural world 
still transiting into intensive farming and discussing the inconvenience of entering the 
system of the debt for mechanization, and dependence towards the agro-industry for 
fertilizers and seeds. 
In “real” life, the members of the ACTAF did their farming internship with members of the 
ACCIR association, and discovered almost exclusively the harsh reality of intensive 
agriculture of the Marne and the Haute-Marne regions. The possibility to compare and 
discuss with Catherine Ruelle and other people the realities of the film and of the Actaf 
group was enabling to contextualize more broadly the situation and issues of agriculture 
of the time.  At this point I realized that I had to get a better understanding about the 
situation of farming and of the peasant movement in France, in the diaspora, but also in 
the cinema of that time made on the African continent. Catherine Ruelle told me that 
Sidney Sokhona had met Safi Faye at that time in the surrounding of Jean Rouch teaching 
classes. We also evoke the films and militant networks of the Vincenne University. Sidney 
Sokhona had worked as an assistant with Med Hondo on the film Bicôt-nègres vos voisins 
and was often at the university where he certainly had meet Bouba too.  
Finally, we evoke the rupture, and the abrupt departure of Sidney to Mauritania for a new 
film project that he didn’t achieve. After the coups and turmoils of the late 1970’s in 
Mauritania Sokhona turned his coat while finding opportunities to rise in the sphere of the 
power of the new military regime. Sokhona became instantly a persona non grata for most 
of his previous collaborators and friends: Catherine Ruelle, her producer and former partner, 
Med Hondo who then would disown Sidney Sokhona and accuse him of plagiarism, as well as 
Safi Faye, whom I’ll met several times the coming years. 
I could finally meet Sidney Sokhona in Dakar at the end of 2016 for an interview. I had 
research in the meantime his public appearance and interviews he gave for newspapers 
(Cinemaction, Cahiers du Cinema, and public radios) around the release of his two films. He 
handled me some digital files he had kept from the Cinematheque Afrique, as we were 
discussing the donation of the copy of Nationalité: Immigré held by Bouba Touré and gather 
materials around the film. Sokhona could remember the classes given by Serge Le Péron and 
his active support for the film Nationalité: Immigré20, his encounter with Safi Faye and  Jean 

 
20 Serge le Péron wrote a text in Cahiers du Cinéma n265 on the film, along with an interview by Serge le Péron, 

Serge Daney and Jean-Pierre Oudart with Sidney Sokhona. 



Rouch, his collaboration with Med Hondo, and of course his relation with Bouba Touré and 
with the legacy of the political project of the return , and of the farming cooperative. 
 
The relationship between Bouba Touré, other diaspora activists, and filmmakers like Sidney 
Sokhona became increasingly complicated, particularly when Sokhona began working for the 
state administration of the military regime in Mauritania. Bouba Touré and other 
cooperative founders felt aggrieved, believing that Sokhona had appropriated the scenario 
of Safrana from them. Bouba often expressed that he had shared the entire scenario with 
Sokhona, leading to bitterness and a sense of betrayal. 
This resentment was exacerbated by the fact that they never benefited from the release of 
Safrana or had any symbolic recognition, such as being invited to attend the film's premiere. 
The group had previously experienced similar situations with individuals who had 
documented their story in the past, adding to their sense of disillusionment and mistrust. 

The precarity of African film production post-independence, coupled with its dependency on 
European film industries and distribution networks, likely contributed to the ambiguous 
relations between filmmakers and state power. In the case of Sidney Sokhona, it's plausible 
that he shifted his allegiances because he may have been unable to realize the film he had 
originally planned upon his return. There could have been expectations that he would 
receive funding from the state to continue his project, especially considering the challenges 
faced by filmmakers in securing financing during that era. 

The precarious migrant condition experienced by filmmakers from the diaspora within the 
French film industry further complicates this dynamic. Sidney Sokhona have addressed this 
aspect in his text Notre cinéma, published in Cahiers du Cinéma 285, along with his interview 
following the release of Safrana, or Freedom of Speech.21 His reflections in these writings 
shed light on the complexities of navigating the film industry as a diaspora and African 
filmmaker. 

Getting closer to the history of the production and of the circulation of the films of Sidney 
Sokhona led me to translate and republish two interviews with Sidney Sokhona in the 
publication Sowing Somankidi Coura, a Generative Archive, the first for the Cahier du Cinema 
n.285 called Le cinéma Africain, the second in CinemAction with an interview by Catherine 
Ruelle and Guy Hennebelle, entretiens (CinemAction N.8, 1979). 

 
Sub-Conclusion 
The research on Sidney Sokhona's films, their circulation history, and their legacy 
highlights the conflicts and challenges within the networks of diasporic African 
filmmakers in France at the time. It also reveals tensions between activists, peasant 
communities, and filmmakers more broadly. Much like the photographic archive of 
Bouba Touré, this study underscores the precarious and fragile conditions of 
diasporic cultural production and distribution during that period. Furthermore, it 
prompted me to reflect on my own role in addressing these issues through the 
research process. Finally the history of the making of both the films led me to 
consider cine-geographies that needed to be researched and understood. 

 

 
21 This interview has been translated in Sowing Somankidi Coura, A Generative Archive, p.139 
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22 The term comes from and is defined in The Militant Image: A Cine‐Geography, Kodwo Eshun & Ros Gray, 
2011 



 
This chapter will expand on bits of my previous text Figuring Fallow Time, published in 
Sowing Somankidi Coura, a Generative Archive, and will try to take other perspectives, 
examples, and conclusions on the expanded research on cine-geographies related to my 
inquiries. 

With the body of films I started my research with, I had a time span going from the late 
1960s to this day. In the chronology, I could foresee three entries or anchor points: 

• The time of the founding of the ACTAF around the solidarity to the liberation 
movements in the Lusophon former colonies, and within the migrant communities 
in France, starting from the late 1960s. 

• The Sahel droughts and famine of 1973-1974 and the consequent launch of the 
cooperative in 1977 in Mali. 

• My personal history and relation to the cooperative and to Bouba Touré. 

Further research was aiming to question this chronology, and maybe more radically to 
question the directionality of time, and think in terms of transmission, repetition, 
traumatic loop, versus mathematics of spiral and time vortex. The question was about 
finding a methodology in time travel. 
 
It would lead to research on the University of Vincennes infrastructures and militant 
network where Bouba Touré and Sidney Sokhona have learned to become respectively a 
projectionist and filmmaker, to look at the films of the group Cinélutte for example, and 
their collective films on migrant worker strike and struggle (Jusqu’au Bout which portraits 
the hunger strike of Tunisian worker against the Marcellin-Fontanet law, the first one to 
reduce migrant worker rights and transform them into illegals; and La grève des ouvriers de 
Margoline, 1973), and the connections between the cinema students and teachers and the 
migrant workers movement at large. A path was also leading to Med Hondo, for his historical 
role in diasporic cinema in France with Soleil Ô from 1969 and because Sidney Sokhona had 
been his assistant on the film Bicots-Nègres, vos voisins, made in 1971 within Parisian foyers, 
at the same time that Sokhona started to film the first images of Nationalité : Immigré with 
the 16mm he could afford to pay. 
 
Certain relationships between militant diasporic cinema, and peasant cinema would 
emerge while looking at and thinking through these films. Even if the distinction between 
these cinemas and cine-geographies wasn’t clear at all, certain issues such as the migrant 
worker struggle, structural racism, and certain affirmative paternalist attitudes would prevail 
and be discussed in both genres, even though situating themselves differently. The politics 
of the point of view, as well as solidarity politics, were at the center of all these films.  Of 
course, they were echoing other older or more recent practices and questionings such as my 
own in my collaborative practice with Bouba Touré and the cooperative, Bouba Touré in his 
relation with the Sans Papiers movement, or Sidney Sokhona with the ACTAF around the 
making of Safrana. The quality of these relationships was all informing about politics of 
collaboration in filmmaking on different levels. 

 



Aïssatou Mbodj-Pouye 
 
I first met Aïssatou Mbodj-Pouye during a workshop at the Khiasma Art Center in 2014. She 
had been working on the history of different foyers, and I knew about her collaboration with 
the photographer Anissa Michalon. When we met again to exchange around our respective 
projects, she handed me a copy of the film Drancy, Journée porte Ouverte by the group 
Révolution Afrique. The copy had a similar story to the copy of Nationalité: Immigré kept by 
Bouba Touré; she found it in the flat of Samba Sylla, an activist from Foyer Pinel, and helped 
digitize it with the support of the association Périphérie and Tanguy Perron. Aïssatou Mbodj-
Pouye also gave me an interview she had just conducted with Richard Copans, the 
cameraman of the film and future co-founder of the group Cinélutte. She also mentioned 
the book Mamadou m’as dit - luttes des foyers, révolution afrique et africa fête by Gilles de 
Staal, a memoir on the history of the Révo Afrique group, its journal, and its African network. 
The group was tiny but closely followed migrant worker struggles in France, decolonization, 
and anti-authoritarian struggles on the African continent, offering an internationalist reading 
of 1968. 
I visited the BNF, the French National Library, to explore their collection of Revo-Afrique 
Journals in search of histories related to the ACTAF. Although I found only a few references, 
the journal provided extensive coverage of activism in Foyers such as Foyer Pinel and Foyer 
Losserand, where many of the ACTAF group used to live. I discovered numerous articles on 
liberation struggles in countries occupied by Portugal, on figures like Amilcar Cabral, on 
student repression in Senegal after 1968, and on the Sahel Famine and peasant revolt of the 
early 1970s. Many years later, I incorporated some headlines into the film Xaraasi Xanne 
(Crossing Voices) and presented facsimiles of the journal alongside the film Journée Porte 
Ouverte à Drancy in various iterations of Sowing Somankidi Coura, a Generative Archive. 
 
But most importantly, our discussion led me to commission Aïssatou Mbodj-Pouye to write a 
text for our book Sowing Somankidi Coura, a Generative Archive. She collaborated with Jean-
Philippe Dedieux to compare the ACTAF and the group Revolution Afrique in the context of 
the Foyers’ rent strike movement, and we worked closely on the final editing and 
iconography together. She recommended that I look at the film Un Malien à Ivry (1970) as I 
began to explore film archives at the French national Institut for the Audiovisual (INA). This 
short TV film focused on the tragedy in Aubervilliers where five migrant workers died in their 
sleep due to intoxication, marking the start of a large migrant worker movement that lasted 
for almost ten years. The film included images of the funeral turning into a demonstration 
and occupation, featuring Madeleine de Beauséjour from the group Revo Afrique alongside 
other activists of that time. After remaining dormant for many years, I incorporated many 
bits of this archive into our film Xaraasi Xanne (Crossing Voices). 

My collaboration with Aïssatou Mbodj-Pouye continued as she visited the cooperative of 
Somankidi Coura several times and developed a terrain at the Radio Rurale de Kayes in 
recent years. We, along with Bouba, benefited from her archival and research work at the 
RRK for the film Xaraasi Xanne (Crossing Voices). 

 

https://www.peripherie.asso.fr/seine-saint-denis-memoire-et-images/a-propos-5/


My Interview With Richard Copans 
 
After watching Une journée Porte Ouverte à Drancy and reading the interview Aïssatou 
Mbodj-Pouye conducted with Richard Copans, I became interested in interviewing him 
myself. He spoke about his experiences as a white Maoist petit bourgeois activist, which 
resonated with me as I observed similar forms of voluntary activism among white individuals 
in refugee BIPOC communities in France and Germany. We discussed the films of Cinélutte 
and his involvement in the group. When I introduced the cooperative and my collaboration 
with Bouba Touré, he mentioned the films of Guy Chapouillié and the Front Paysan. I asked 
him to recount the story he had shared with Aïssatou Mbodj-Pouye about his journey with 
Madeleine de Beauséjour, an active member of Révo Afrique, filmmaker, and film editor, to 
Senegal for a film financed by the Black Panthers in 1969. They traveled throughout Senegal 
in search of farming cooperatives but couldn't find any that aligned with their Trotskyist-
Maoist revolutionary perspective. Fragments of our conversations will be included in 
exhibition notices and will spur further research. 
 

Safi Faye 
 
I attended a viewing session of Safi Faye's films, Kaddu Beykat and Fadjal, at the Arsenal Film 
Archive in Berlin on 16mm. I presented both films in the exhibition Sowing Somankidi Coura, 
A Generative Archive in 2017 at Archive Kabinett, and we met regularly afterward in Paris, 
either just the two of us or with Bouba Touré, followed by lengthy discussions over the 
phone. Safi Faye had an ethnographic and feminist perspective, rooted in her familial ties to 
the rural world and her family village. Her gaze was simultaneously sharp, analytical, 
intimate, and distant. Prior to her filmmaking career, Safi Faye had an intellectual life and 
was associated with figures such as Jean Rouch, her partner Jean Monod, and various leftist 
and Africanist intellectuals of the time. 

What struck me initially about Safi Faye's films, and was confirmed through discussions with 
her, was her profound and dedicated love for the village of Fadjal, her family's village, where 
she would later also shoot her film Mossane, visit her family annually, and ultimately be 
buried. I immediately saw parallels between Safi Faye's connection to Fadjal and Bouba 
Touré's immense debt and love toward Somankidi Coura, the village he co-founded in 1977. 

During our conversations, Safi Faye and I also discussed her relationship with Haile Gerima 
and affirmed the significance of Harvest: 3000 Years, a masterpiece of the LA Rebellion film 
movement, which addresses farmers' lives and working conditions in Ethiopia under a post-
colonial authoritarian regime characterized by corruption among landowners. Harvest: 3000 
Years and Kaddu Beykat were frequently screened together at festivals in Africa and 
worldwide. I had previously written about these two films in my text Figuring Fallow Time in 
the book Sowing Somankidi Coura, A Generative Archive, and was touched to see my 
intuitions being confirmed by stories of tangible friendships between the two filmmakers. 
Safi Faye's struggle within a white, hetero-male-dominated cinema and intellectual world at 
the beginning of her career, as well as her feminist perspective on labor in her films, 
resonated with me during my collaboration with Kàddu Yaraax and while editing the 
sequence on the women's strikes at the cooperative of Somankidi Coura for the film Xaraasi 



Xanne (Crossing Voices). I was surprised to learn of her closeness to René Dumont, who 
authored L’Afrique est mal Partie, and concluded that their discussions and critique of the 
peanut cash crop economy had informed her film Letter from my Village. 
 

The Opening Up Of To International Farming Movement Networks 
 
It was striking to observe the convergence of soil politics addressed in films produced by 
the African diaspora and in texts and speeches by agronomists following the failure of 
post-war intensive farming, colonial monoculture, and the high-yield cash crops promoted 
by the post-war Green Revolution (which was less implemented in West Africa due to 
infrastructure limitations compared to South Asia, for instance). Both spheres advocated 
for sustainable family agriculture and its political support. 

Films such as Harvest: 3000 Years, Káddu Beykkat (Letter from my village), and Safrana, or 
Freedom of Speech tackle a diverse range of land access issues in colonial and post-colonial 
contexts. For instance, state-led division of land into individual plots often conflicted with 
village collective organizations and commons, while colonial and state taxes imposed on 
farming communities resulted in forced migration. 

The occupation of Larzac in France following the army's expropriation of farming land 
resonated with struggles on the African continent. Members of the ACTAF visited the Larzac 
plateau for the mass harvest demonstration of 1974 in solidarity with the Third World. 

Films from the Front Paysan movement depict the transformation of peasants into workers, 
compelled to adapt to the imperatives and politics of intensive farming. These films also 
explore issues of land ownership, land right-of-use, the historical protection of land by 
peasants, and the neoliberal shift towards corporatization, where farming cooperatives 
become corporations and individual farmers lose their voice in the face of agribusiness 
lobbies (as seen in La guerre du lait). 

 
Birth Of Political Ecology 

Beyond the analysis provided by René Dumont in L’Afrique est mal Partie, I delved into the 
writings of Amilcar Cabral, which led to similar conclusions in his agronomic theses on the 
agricultural situation in Cabo Verde and worldwide. This reading was made possible after 
acquiring his book Estudos agrários de Amílcar Cabral, I had heard about from Filipa César. 
Interestingly, despite the group's initial connection through the solidarity movement for the 
liberation of the former Portuguese colony led by Amilcar Cabral, their members wearing 
the same peasant hat he carried, and their shared interest in farming politics and 
organization, they were unaware of Amilcar Cabral's agronomical research and background. 
It is likely that Cabral's work significantly informed the politics and tactics of the PAIGC 
guerrilla movement. Regrettably, texts such as Em defensa da terra I-IV [In Defense Of The 
Earth] have not been translated into French, a situation that persists to this day. 
 
In a different direction, looking at the many groups that has been involved closely or from 
the far to the Larzac movement, I read some texts of the journals edited by the Survivre et 



Vivre group23, led by dissident scientists from Canada and France such as the mathematician 
Alexander Grothendieck, 24 that echoed and reflected on a lot of ecological ongoing 
struggles in Europe around the nuclear, agricultural and land issues such as the Larzac 
occupation, or the anti-nuclear movement in Fessenheim in France. I looked back and closer 
to The limits of Growth report commissioned by the Club of Rome Group from 1972, to the 
film carrying the same name, the reflection around The Whole Earth exhibition in HKW in 
2013. 
My research’s drifts led me to The Dustbowl, and its links to the birth of a long standing 
documentary film and photographic tradition I had been familiar during my studies in the 
history of photography, and its memory through music and texts was key. I was looking on 
the impact in West-Africa of the 1973 oil Embargo combine with the Sahel droughts. There 
were somehow parallel to be done with the Dustbowl, the Wall Street Crash of 1929 leading 
to the Great Depression and the “world” economic crisis. 
Reflecting on the history of the Farm Security Administration (FSA) photographic 
commissions and the work of Walker Evans, Dorothea Lange, and later Gordon Parks and 
Richard Wright, it is crucial to recognize the whitewashing and racial biases in the 
storytelling surrounding these images. It is also essential to acknowledge that the vast 
majority of those forced to migrate to Northern U.S. cities during the 1930s were Black rural 
laborers. 
The film The plow that broke the plains by Pare Lorentz from 1936 that I found on 
archive.org was making beyond the correlation between intensive plowing and the depletion 
of the soil, stunning other ones in its editing between intensive farming, monoculture and 
the military industrial complex economy. I would use some excerpts in the film Xaraasi 
Xanne (Crossing Voices). I felt the urge to search and connect the Sahel famines and 
droughts to a planetary scale of soil depletion in the present of climate change but also in 
connection with a traumatic genealogy of past western-man made ecocides. In the book 
Sowing Somankidi Coura, I started to describe an Image Fabric of the Drought26, that could 
definitively be extended to a comparative study between documentary production during 
the Sahel Famine and during the Dustbowl. In the course of my research I could see appear 
publications such as Dust Bowls of Empire by Hannah Holleman (Yale Agrarian Studies Series, 
2018) that confirm me to look in this direction. 
 

 
Some Aspects Of The Post 1968 Workers’ Movement In France In Films 
 
I have already mentioned some films related to the birth of the migrant worker movement 
in France, signing for some of them the self-representation of their struggles such as those 
made by the Revo Afrique Group, the group Cinelutte, or the films of Med Hondo and Sidney 
Sokhona. Through my research, I gained a better understanding of the manifold leftist 
currents at play in the foyers, French and Dakar Universities, and factories. This included 
exploring the influence of Maoism in France, Senegal, and elsewhere, as well as the internal 
issues within workers' unions between "migrant workers" and "French workers," ranging 

 
23 Survivre et vivre Critique de la science, naissance de l’écologie Coordonné par Céline Pessis L'échappée, 2014 
24 A compilation of their texts have been reedited in Survivre et vivre, Critique de la science, naissance de 
l’écologie, edited by Céline Pessis, L'échappée, 2022 
 
26 Figuring Fallow Time in Sowing Somankidi Coura, A Generative Archive, Archive books, 2017 

https://archive.org/details/PlowThatBrokethePlains1


from structural racism to differentiated demands. I also investigated amateur films made 
during the Chaussons factory strikes (where Bouba Touré used to work from 1965 to 1970), 
as well as strike documentation archived at Cine-archive, the archive of the French 
Communist Party, some films on the Strike of Renault-Flins (Oser lutter, Oser vaincre, Jean-
Pierre Thorn,1968) and during the LIP strikes such as the sarcastic and intersectional feminist 
film Christine et Monique Lip V by Carole Roussopoulos (1973) and Le Conflit Lip 1973-1974, 
by Dominique Dubosc (1975). I revisited the films of the Medvedkine groups and the film 
Reprise, Un voyage au cœur de la classe ouvrière (1997) by Hervé Leroux, in search of traces 
of migrant workers' presence within these movements. Their presence remained mostly 
fragile, minored and unheard in the masses of the French white male workers, and is at the 
better tokenized or use as an adjustment value for the working class movement.  
Therefore, acknowledging and give attention to the whitewashing of migrant worker 
struggles role within worker movements’ representations was key to revisit some of these 
militant films with a critical perspective. 
 
 
The Liberation Movements In The Former Portuguese Colonies 
 
I tried to investigate which guerilla films from the liberation movements in the former 
Portuguese colonies could have been screened by Bouba Touré and others during evenings 
and parties organized by the ACTAF in the foyer. Discussing with Fillipa César and with 
Tobias Engel who directed No Pincha! with René Lefort, Gilbert Igel in 1971, there were a 
series of films made by French activist filmmakers that could have circulated in France 
around these days in the foyers: Guerre du peuple en Angola by Antoine Bonfanti, Bruno 
Muel, Marcel Trillat (1975)27, Nossa Terra by Mario Marret (1966), the film of Tobias Engel of 
course, and a few others. I could see some of them in festivals or through research at the 
Kino Arsenal Archive and via the archive of the INA. I would during the editing of the film 
listen also more closely to songs linked to the liberation struggles such as the Super Mama 
Djombo song Assalariado that would later enter the polyphony of the film Crossing Voices 
(Xaraasi Xanne) and that were in the soundscape of Bouba Touré’s music library.28 It felt in 
this research endeavor to be in a collective practice of sharing knowledge. More recently I 
was glad to see in the INHA in Paris 2021 and later in 2022 in Lisboa the research of Raquel 
Schaefer and Catarina Boieiro Résistance visuelle généralisée. Livres de photographie et 
mouvements de libération (Angola, Mozambique, Guinée-Bissau, Cap-Vert, 1960-1980) that 
opened the research of solidarity cultural production to the field of photography and 
publications, coming from the Portuguese political refugee diasporas, that may have been 
close to the Comité de Soutien des luttes de libération des anciennes colonies portugaises 
where the group first met. 
 

 
Sub-conclusion 

 
27 The same Marcel Trillat had filmed five years earlier the film Étranges Étrangers with Frédéric Variot (1970), 

one of the important films documenting the fire of Aubervilliers in 1070s that would lead to the raise of the 

migrant worker movement. 
28 I have been following closely since 2011 the research of Filipa César around the state archives of Guinea-

Bissau, and was familiar with the films of Sana Na N’hada, Flora Gomes, and films they made accessible again 

during the project Luta Ca Caba Inda and the Living archive Program at Kino Arsenal Archive in Berlin.  



Along the research years, I have been following the development of the Electronic 
Textures project around post-independence African fanzines, the exhibition and 
publication Parapolitics-Cultural Freedom and the Cold War in HKW by Nida 
Ghouse, Antonia Majaca, Paz Guevara and Anselm Franke, the journal Women On 
Airplanes edited by Annett Busch and Marie-Hélène Gutberlet, and the horizontal 
research Sismographies des luttes coordinated by Zahia Rahmani on anticolonial 
fanzines from the 1817 to 1991. Witnessing and engaging in these research efforts 
felt like being part of a broader movement of digitization and archival 
consolidation, aligned with contemporary academic trends. These efforts often 
seemed more closely connected to diasporic struggles than to those of Indigenous 
communities. Was it really the case or was it that academical research and 
exhibition felt often ill-placed or at least not situated where it came from and 
where it is supposed to return to? 
The challenge was to avoid the liberal or patrimonial fetishization and extraction of 
the archives and building up a memory for a collective and internationalist Left 
anew, taking up and following up agenda and solidarity with oppressed 
communities from the global South, balancing and revisiting the old canons and 
roles of big unions, the worker and communist political parties, in the prism of 
independence, decolonization and race. 
 

 
The Reactionary Images Fabric Of The Sahel Drought And Of The Famine 
 
What I observed in the INA state archives was that the brutal images and infantilizing 
discourse generated by the Sahel drought and famine were reminiscent to what would be 
the media coverage of the Ethiopian Famines of the 1980s, and to what have been a few 
years earlier the western mediatic coverage of the Biafra war and famines. This coverage, 
led by major NGOs and media outlets, served as a precursor to the virulent neoliberal 
Structural Adjustment Programs implemented by the World Bank and the IMF. These 
programs devastated the few remaining benefits of socialist state policies and profoundly 
disrupted the social and economic fabric, as well as solidarity practices, of rural 
communities. 
 
The mediatic images regime surrounding the Sahel droughts was part of a broader backlash 
characterized by reactionary, conservative, and racist films and documentaries produced 
during that era. Symptomatic examples include the Mondo films, the racist Africa Addio, and 
the unfiltered images of the Biafra war and famine, which served as a proxy war benefiting 
the weapon industries of former colonial powers. These representations were described as 
"porno-miseria" by filmmakers such as Luis Ospina and Carlos Mayolo in the late 1970s. This 
regime obscured images of liberation movements in the former Portuguese colonies and 
other emancipatory struggles in the newly independent world. 
The flow of images depicting humanitarian aid and food distribution dropped by planes or 
delivered via trucks, accompanied by self-congratulatory narratives from global aid 
infrastructures, actively contributed to the depoliticization of the situation. It framed the 
crisis as a natural disaster that required management, obscuring the underlying 
neocolonial political and socio-economic powers at play. 
For example, the INA reportage of the cloud seeding campaign conducted by the French 



military in the midst of the Sahel drought of 1974 was symptomatic of a neo-colonial geo-
engineering tech-fix ideology. The commentary accompanying the footage embodied all the 
arrogance and violence inherent in neo-colonial "modernization" efforts. It echoed colonial 
propaganda educational films that I discovered in the Pathé archive while searching for 
images of the sisal plantation system, especially those related to the Diakhandapé sisal 
plantation. 

 
The Sisal Plantation Of Diakhandapé And The Film Archive 
 
The Diakhandapé Sisal plantation was first brought to my attention in 2006 during my time 
at the cooperative with Ousmane Sinaré, one of the members. Ousmane Sinaré, a Mossi 
from Burkina Faso, met Batou Coulibaly, his future wife, in Samé, a village located on the 
other side of the river facing Somankidi Coura. This village is situated amidst the ruins of the 
industrial buildings, barracks, basins, and former habitations of the colonial plantation. A 
portion of the site now houses the Center for Agronomic Research of Samé and was 
formerly a Groupement Rural, a state cooperative farm under the Modibo Keita regime. 
Batou Coulibaly, Ousmane's wife, also hailed from Mossi descent but was born in Samé. 
Ousmane recounted to me the stories of forced migration and forced labor endured by the 
Mossi people at the plantation. He had learned about these experiences from Batou 
Coulibaly, her relatives, and other elderly individuals of Mossi descent who still vividly 
recalled life on the plantation until the 1940s. Mossis, along with outlaws and other 
populations, were used by force and brought to the plantation because local Soninké and 
Fulani people were reluctant to work there, preferring instead to subsist through family 
farming or by sending relatives to work in harbor cities, or to engage in seasonal peanut 
harvests known as "manetana" in the Tambacounda region, as far as St. Louis, Mboro, in the 
Niayes region, or even in Dakar. 

Revisiting the story through the INA film archive led to thoughts about the technical 
apparatus of the filming device on one hand and the perceptible elements on the film itself: 
the slave robots of colonial exploitation, the machinery, the cash crops like agave, and all the 
infrastructure associated with it. This included the logistical and industrial setup of the 
private Compagnie of the Diakhandapé Plantation, owned by individuals from Bordeaux. This 
encompassed everything from the irrigation of the agave, its defibrating and drying 
processes, to its transportation by boat to St. Louis or by train to Dakar, and its 
transformation into rope or "ficelle" by female laborers in Le Havre, France. 

The archive of colonial "educational" films, along with numerous films indicating farming in 
Africa, made clear the exploitation of bodies, soils, and resources. However, within the same 
movement, there was the gesture of bringing modernization, education, and the ideological 
principle of "Mise en Valeur" (literally, to bring to value). 

These films served as tools to disseminate the toxicity of developmentalist ideology, 
promoting modernization and civilization in the "wild" territories of colonial lands. This 
propaganda aimed to conceal the continuation, through different means, of the slave trade 
and the systemic extraction of so-called raw materials. 



Often, African geographies and colonial geographies were intertwined and mixed up in these 
educational films. The same shot, for example, of the Sisal plantation of Diakhandapé could 
be found in films of varying lengths with different commentaries. These films could be about 
colonial cash crop production, the French Sudan geographies, or industrial development in 
the colonies from Indochina to Madagascar. Successfully locating a particular location in the 
colonial archives required an understanding of the circulation of images within the 
production of colonial films. 

Research into particularly harbors on the Senegal River and train infrastructure in Kayes, 
sheds light on the colonial infrastructures that supported sisal and other crop production 
during the colonial period. The films made obvious the totalitarian and planetary ambition of 
the French colonial project, with the cruel optimism of the propaganda narrative veiling the 
embedded violence in the images, and around their production. 
 
 
Larzac Struggle 
 
The research at the INA archive surrounding the Larzac Struggle, and subsequently, the 
peasant movements in France after WWII until the 1970s, began with a reflection on the 
archival images of the Fête des Moissons (Harvest Festival) in solidarity with the Sahel in 
1974 on the Larzac Plateau. The shifting boundaries between solidarity, charity, debt, and 
cooperation were evident there, revealing ethical and political implications that I would keep 
researching later on. 
 

 
Conclusion: The images of the Sahel drought as Pharmakon 
 
The images of the Sahel drought, much like the concept of the desert in Elizabeth 
Povinelli's Geontologies,29 serve as both a symptom and a part of the healing 
process. One could also liken it to the concept of the pharmakon30. The media 
framing and construction of catastrophic events such as the Sahel drought and 
famine, and later the Ethiopian famine in the 1980s, resulted in patronizing 
responses and the intensification or revival of old colonial patterns and reflexes. 

Similarly, during the colonial period, the care of indigenous populations was a key 
tool for colonial propaganda in the post-slavery period to validate the colonial 
project. The urgency of the drought or famine in the 1970s served as a pretext for 
new colonial experiments and forms of governance, as had been the case earlier in 
the 1920s and 1930s. The naturalization of catastrophic events became a pretext to 
accelerate the "Mise en valeur" and the "civilizing mission" of the colonial 
extractivist system. A notable example was the requisition by the Sociétés 
Indigènes de Prévoyance (SIP) 31, a sort of collective granary run by the colonial 
administration, of crops and harvests for the sake of a hypothetical drought, which 
resulted in the precariousness of peasants and the control of their agrarian 

 
29 Geontologies: A Requiem to Late Liberalism, Elizabeth Povinelli Duke Press, 2016 
30 Jacques Derrida, Plato’s Pharmacy, University of Chicago Press, 1981 
31 Native Provident Societies (NPS) 



production, rather than preventing any famine. The necessary response to 
urgencies such as the Sahel famine did not prompt reflection on global trade 
conditions based on former slave and forced labor, intense monoculture cash crop 
farming, or the exhaustion of soil and water resources. The management of the 
urgency and its colonial geoengineering fix served as a way to avoid addressing the 
structural causes of these famines. 

 
Cabascabo, Towards Transitioning And Healing 
 
I'd like to conclude this list of film and archive encounters and this slow mapping of cine-
geographies and networks by mentioning the Nigerian film Cabascabo by Oumarou Ganda 
(1968). Film curator Nikolaus Perneczky mentioned the film that he had come across during 
his research at the French Cinémathèque, as we were discussing my ongoing research at the 
now-closed La Colonie in Paris. This film was indeed significant because it recounts a tale 
about returning to work the land. In Cabascabo, returning to the land is not depicted as a 
programmatic moment in nation-building propaganda, a planned collectivist or NGO 
program, or an eco-activist utopia. Instead, it is portrayed as a gesture one understands 
they must follow when they have been completely dispossessed—stripped of their 
colonial privileges, all their economical possessions, and haunted by the trauma of war. 
The scenario, based on the biography of Oumarou Ganda, tells the story of a Tirailleur 
Africain enlisted by the French colonial power in the Indochina war. Refusing to fight, he is 
sent back to Niger, where he waits for his veteran pension. However, upon receiving it, he 
finds himself dispossessed of it by his friends and relatives. The film depicts a radical 
decolonization process that results in total mental and material dispossession, ultimately 
leading to the protagonist's decision to return to the land. This gesture is not an injunction 
but rather a pathway, perhaps the only way to reclaim dignity and sanity. Oumarou Ganda's 
proximity to Safi Faye suggests that their conversations about the film may have empowered 
Faye to assert her voice in Letter From My Village (1976). Many filmmakers seems to have 
follow the narrow path of Oumarou Ganda walking towards the fields at the end of the film, 
to grow independant film and cultural productions networks as well as gardening and 
farming infrastructures. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

4. Transformation, Generation, Relational Research 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



In this coming section, I will chronologically evoke and reflect on different forms of 
collaboration with Bouba Touré, Kàddu Yaraax, the cooperative of Somankidi Coura, 
contributors and art institutions. 
The form of these collaborations could have been workshops, practice of filmmaking, of 
theatre making, of writing, to regular or occasional discussions and dialogues. I can’t insist 
enough on the fact that my daily dialogue with Bouba Touré around my research has been 
fundamental, and led to the further development of our collaboration, and of collaboration 
with others. 
 
 
We Hold This Myth To Be Potential 

During the class and weekly screening program led by Annett Busch at Kit NTNU in 2015-
2016, titled "The Race for Space: On Afrofuturism," I was invited to show some films, which 
sparked crucial conversations and discussions with Annett Busch and the master students. 
These discussions led to specific directions in my research. 

From the outset, my conversations with Annett Busch about the possibility of integrating the 
research within a teaching program on Afrofuturism, and later for a show and 
seminar/workshop titled We Hold This Myth To Be Potential, opened up new perspectives 
and raised important questions. Annett Busch sought a critical perspective on Afrofuturism, 
challenging the tendency to reduce it to a reified imagery of black bodies in space suits. (This 
was in 2015, when Afrofuturism was becoming both a liberal canon of black art in white 
museums and, simultaneously, was enriched by new thoughts and artistic practices.) 

It was incredibly stimulating to revisit the research project and the cultural production of the 
Somankidi Coura cooperative through the lens of Afrofuturism. This perspective raised 
questions about futurity and speculation. The cooperative project was envisioned and 
continues to be envisioned as a pathway to a future where people are not forced to migrate 
due to economic or environmental reasons. In this context, I grappled with how to engage 
with the technological empowerment narrative often associated with North American 
Afrofuturism (such as Sun Ra and the mothership, or Drexciya and techno music), as well as 
the dystopian technologies prevalent in black British Afrofuturism (Black Audio Collective 
and Ngozi Onwurah32). 
 
The research necessitated an archaeology of the future, particularly in the discourse 
surrounding farming technologies in the 1970s. Firstly, there was a focus on the group that 
had defied a predetermined future by making a decisive turn in time and space. They 
achieved this by reflecting on farming technologies, including irrigation techniques, and not 
only appropriating them but also designing their own tools, methods, and technologies for 
future agriculture along the Fankhoré river. 33 Secondly, the haunting presence of 
colonialism within developmentalist ideologies, which were perpetuated by national and 
international organizations or NGOs at the time needed to be recognized. These ideologies 
were exacerbated by the Sahel drought and the subsequent attempt to find a technological 

 
32 I was thinking in particular of Welcome II the Terrordome, by Ngozi Onwurah, and the racist technologies of 

police urban warfare and segregation. 
33 Fankhoré is the Soninké name for the Senegal River 



solution using the Green Revolution, which promoted irrigation and high-yield cash crops 
dependent on chemical fertilizers and pesticides. The colonial ideology of modernization 
through the "Mise en Valeur" of the land, with its array of technological apparatuses, also 
carried within it a necro-politic and dystopian vision of the future, a vision that remains 
observable today more than ever. 

In 2016, during the show and workshop "We Hold This Myth To Be Potential: Investigations 
into Afrofuturism," proposed by Annette Busch at the Galleri Kit in Trondheim, I presented 
Becoming Cooperative Archives, a display of our previous films Cooperative and Bouba Touré 
58 rue Trousseau (2008) together with Safrana by Sidney Sokhona and hundreds of 
photographs and documents of Bouba Touré we had newly scanned together and that I 
easily could print in the photographic lab of the art school. It was a first experiment into 
bringing heterogenous elements together in an exhibition space. 
I presented a session titled "Becoming Cooperative Technologies" along with Marie-Hélène 
Gutberlet. Our focus was on technologies related to filming, photographing, archiving, 
recording, writing, and farming. The aim was to explore and discuss these technologies 
within the context of care politics, drawing from the archive and film corpus I was working 
with at that time. 
 
For this presentation, I drew insights from "Transient Workspaces / Technologies of 
Everyday Innovation in Zimbabwe" by Clapperton Chakanetsa Mavhunga. This reading 
helped me explore new forms of design emerging from people's daily practices. My 
argument emphasized that one should not simply view cooperative technologies as 
imported Western farming techniques or as mere appropriations of such techniques. 
Instead, I proposed that they represented a form of creolized innovation, where various 
situated knowledges converged to create something new—a coherent and sustainable 
technological setup that transcended neoliberal and neo-colonial logics. 
 
In the background of my reflection at that time, there was a conflict, contradiction, or 
tension within the cooperative, or among its members, between a productivist approach 
and an ecological approach. However, making a clear separation between these approaches 
wasn't feasible because many decisions on-site, in relation to farming technologies, could 
change from one year to the next, from one member to another, and from one patch of land 
to the next. Ultimately, it was these negotiations and conflicts within the group, as well as 
with the crops, cattle, bushes, rivers, soil, and plants, that defined the cooperative and 
shaped its history. From the beginning, there was a logic and approach akin to 
permaculture (even if not explicitly named as such by the people involved): extensive 
observation, consideration of different scales, and pragmatic responses to conditions on 
the ground.34 
 
Another important key moment of this workshop in Trondheim was the presentations and 
personal conversations with Kodwo Eshun and John Akomfrah. We discussed the story of 
the migrant worker movement and the farming cooperative movement in relation to and in 
comparison with the black British movement. We spoke about the Black Audio Collective, 

 
34 I would think critically through permacultures ideas and concepts in conversation with Nicole Wolf and 
Mojisola Adebayo that led to our participation with Bouba Touré in their workshop and talk series Soil-City-
Solidarity in Silent Green, Berlin, 2019. 
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and heard about for the first time of the Black Liberator, a journal of neo-Althusserian and 
black Marxist theories. Additionally, the group discussion focused on publications such as 
Third Text review, Black Orpheus journal, Transition Magazine, and Kaddu, among others 
and connection between them. 
 
Suddenly, an overwhelming flow of Afro-American and Afro-British references entered the 
discussions. I didn’t even mention all the discussions we had during this workshop about the 
Afro-Asian and tricontinental networks with Michael C. Vasquez and Nida Ghouse in relation 
to Annett Bush's electronic texture project. Bridges had to be made or rebuilt, akin to 
translation. While I had read Mbembe, I knew very little about Fred Moten around that time, 
and started to read him together with Denise Ferreira da Silva, who immediately caught my 
attention because of her Afro-Brazilian background. On one hand, the discussions 
highlighted parallels between Pan-African and transatlantic stories, but also revealed the 
scarcity of strong common references beyond, let's say, Frantz Fanon. The recent decolonial 
discourse in Francophone countries (France and West Africa) wasn’t well known, and vice 
versa. 
 
I remember a provocative comment from John Akomfrah about the perceived softness of 
the story of the cooperative. He referred to the Black Panther revolutionary movement and 
its bloody repression, comparing it to France in the 1970s. People were jailed and murdered 
in both places, but not to the same extent, certainly. This led me to pay more attention to 
the migrant worker movements in France in the 1970s in relation to police and racist 
violence. While the history of such violence from the early 1960s (such as the massacre of 
October 17, 1961) linked to the Algerian War for independence, or from the 1980s, has been 
kept alive by activist groups like Agence IM’média, the memory of the 1970s was much more 
invisible. 

Later research for the film Xaraasi Xanne (Crossing Voices) revealed the extent of police 
brutality and racist crimes against migrants in France during the 1970s, as well as the anti-
racist campaigns and demonstrations that occurred in reaction to the struggles in the foyers 
and factories. It also led me to consider the difference between an anti-imperialist 
revolutionary practice and that of the ACTAF and the cooperative. It was about different 
forms of fugitivity, of radicality perhaps in relation to the necessity of violence, and different 
survival strategies. After all, one cannot farm and support relatives when one is dead or 
imprisoned. 

Finally, the workshop in Trondheim led to discourse and debate on blackness coming from 
the US and Black Britain, which wasn't yet as present at the beginning of the research, 
especially in the French or West-African cultural context I was involved in35. This would open 

 
35 This changed very rapidly in the following years. However, discussions on blackness in France, facilitated by 

BIPOC activists, also critically addressed certain forms of commodified identity politics imported from the US, 

which were seen as benefiting only a North American BIPOC bourgeoisie, and prioritized concept of racialized 

and colonized to first work with. See Le Ventre des femmes : capitalisme, racialisation, féminisme, Françoise 

Vergès, Paris, Albin Michel, coll. « Bibliothèque Idées », 2017 

 
 



a comparative way of thinking for the years to come. 
 

Queen Gardens – Crossing Voices And Gazes In Kinship 

At the beginning of my research period, I had the opportunity to edit some materials I had 
filmed with Bouba Touré during a trip to London in 2013. We were invited by Nicole Wolf, a 
teacher at Goldsmiths University, to present my film Cooperative, Bouba Touré's film 58 rue 
Trousseau, and Safrana, or Freedom of Speech by Sidney Sokhona. 

It was Bouba Touré's first time in the UK, and he extensively filmed during the five days of 
the trip, as was his habit at the time. We used two different cameras: I filmed with my new 
Canon 5D Mark II in HD, while Bouba used his Sony DV handycamcorder, which he had been 
using since 2008. 

Until then, we had filmed separately and later exhibited and discussed our respective 
practices. However, this five-day trip offered something unique: the possibility of more 
intimate filming, where our cameras, gazes, and voices could intersect in what seemed like a 
"free" improvised filming performance. We had the distance of another space (London and 
its gardens), allowing for new comparative devices of understanding and knowledge. 

Being outside of France or West Africa in a foreign country, with leisure time, didn't erase 
our relationship and friendship or the shadow of our colonial past. Instead, it enabled us to 
perform differently, to explore a broader and somewhat playful spectrum of experiences 
and interactions. 
 
We began filming each other and capturing our laughter as soon as I picked up Bouba Touré 
at the station upon his glorious and revolutionary arrival in London via the Eurostar. The 
morning after, we filmed our breakfast at the Queen Hotel, cracking jokes about queens, 
kings, and the French Revolution. Bouba kept repeating and chanting, "À bas la reine 
d’Angleterre! À bas la reine d’Angleterre!" [Down with the queen, Down with the queen!]. 
While joining in his chants, and assuming that we both shared a background in French 
revolutionary politics, I also called for the guillotining of the queen. However, it didn't 
convince Bouba at all. We had already had conversations about queens, death sentences, 
authorities, and power. In the film Cooperative, we had staged a conversation with Bouba 
defending the termite queen against my extractive, archival impulse in a corner of a banana 
field, where I intended to destroy a termite mound and film it for the sake of the film's 
narrative. 
 
I had started to understand that maybe all queens were not that bad in the eyes of Bouba, 
and perhaps in mine too, as authority didn’t have to be absolute. Queer feminism values the 
actions and behaviors of queens. While filming in Hyde Park, I teased him about his 
ambivalence with queens and political agency. We encountered a series of trees adorned 
with red ribbons or small pieces of cloth tied to branches. The ritual practice intrigued 
Bouba, and we stayed for a while. He picked up some leaves from those trees, which may 
have already received wishes, prayers, and good thoughts through the ribbon transfer. I 
jokingly suggested that all these ribbons might have been offerings for the Queen of 
England. However, I then began to discuss more seriously the princess Yacine Dior, who 



fought with the Ceddos against the onslaught of Islam, Christianity, and the slave trade in 
Sembene's film. Meanwhile, Bouba had in mind the Azna priestess queen Sarraouina, who 
fought against the French colonial troops in 1899 in Lougou, as depicted in Med Hondo's 
epic film. 

Nevertheless, we spent quite some time wandering in the park until we finally found, at the 
end of a series of nodes and epiphanies, the Queen's Garden, which was in full blossom at 
that time of the year. We filmed the flowering bushes in an attempt to capture something of 
our joy, the overwhelming scents, and each other's happiness in this campy, colorful flower 
scene that we loved and filmed. 
 
I edited a 13-minute version of the material, enhancing our choreography and intersecting 
paths and gazes in this highly colonial park. I later described this edit as follow: 36 

 
Queen’s garden is a wandering in the flower queen’s garden of Hyde Park in London 
with two cameras, and two gazes: the one of Raphaël Grisey and the one of Bouba 
Touré. Queen’s Garden was filmed in 2013 in Hyde Park, on a trip to present the films 
Cooperative by Raphaël Grisey, and Bouba Touré, 58 rue Trousseau, 75011 Paris, 
France by Bouba Touré at Goldsmiths University.  
No celluloids but the noise and the glitch of two digital formats colliding with flowers, 
flowers colliding with other ones, two gazes of friendship and kinship with plants and 
trees, the gesture of planting calling for an other, leisure calling for work, and work 
calling for contemplation, the noise of the street and of the undercommons, an 
escape from the english empire remains to the Sahel. This is less the geography that 
matters here but the oscillation between the flower and the vegetable, the desert 
and the garden. 
The film is either part of a lecture performance presenting the research project 
Sowing Somankidi Coura or exhibited together with other elements and works of the 
research project. 
 

Is Afrofuturism Digital Or Not? 
 
John Akomfrah's initial remarks after viewing the 13-minute film I presented during the 
Afrofuturism workshop organized by Annett Busch focused on the discrepancy between the 
"HD" digital image I used and the analogue image used by Bouba Touré. This difference in 
image quality reflected the technological gap and racial segregation in access to and use of 
technology. Akomfrah had been of course exploring these themes in his own work, 
particularly in relation to afrofuturism. His latest works had been shot exclusively in slicky 4k. 
While I understood his critique, I left also frustrated because addressing this issue had been 
a long-standing discussion with Bouba Touré that couldn't be easily resolved and that I 
couldn’t I guess express so well either. Despite my efforts to convince him to upgrade his 
equipment, Bouba preferred using DV tapes for their autonomy and storage capabilities, 
especially during his time at the cooperative. 

 
36 The film Queen Gardens can be seen here. 
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He didn't own or desire a computer, and the technological gap was compounded by a 
generational gap. Bouba's amateur and activist approach rejected unnecessary technological 
updates, and I couldn't persuade him otherwise. He was accustomed to his methods and 
wasn't concerned about the pictorial quality of photographs or films.37 
 
Indeed, grappling with this technological disparity was a challenge. However, as Hito Steyerl 
said in her essay In the Defense of the Poor Image38, Bouba was mocking the promise of 
digital technologies and rather claiming a poor image as long as it effectively speaks.  
Later, these reflections and discussions on afrofuturism, farming and images technologies 
would inform the editing process of the film Xaraasi Xanne (Crossing Voices). Since Bouba 
Touré passed away in 2022, I have been involved in the digitization process of 32,000 
negatives and slides from his archives (see the last chapter). However, I face the reverse 
dilemma today: one should keep the memory of the poor image circulation via DVD, DV 
Tapes, cheap photo prints, craft envelopes, low-cost flights to Mali and Senegal, and old 
buses on dusty roads, while working with the newly slick digitized negatives. 
 
 
Fugitive Remains: Soil, Celluloid and Resistant Collectivities 
 
Some key questions in the research revolved around how filming and farming practices 
intersect, how methods from permaculture could be applied to filmmaking, and vice versa. 
We considered ecosystems of amateur and militant archives, alongside forms of farming 
that take care of the soil. 
 
The seminar Fugitive Remains: Soil, Celluloid and Resistant Collectivities, organized in London 
by Ros Gray, Shela Sheikh, and Nicole Wolf in 2016, was a pivotal moment for gathering and 
sharing the insights from my research at that stage. It provided an opportunity to present 
my work alongside Bouba Touré in an art context and a foreign language, and to engage in 
ongoing dialogues with the research of Filipa César and each of the three organizers. 
 
Preparing for the seminar sparked discussions around the notion of fugitivity, which could be 
seen as both a concept or paradigm, and also as a method for understanding and making 
sense of concrete examples of action in motion. These discussions resonated with my 
previous research and collaborations with maroon quilombola communities in Brazil 
between 2012 and 2015 during the making of the film Remanescentes. Additionally, there 
was a shared interest among participants in the writings of Fred Moten, which I had started 
to explore in relation to a previous seminar in Trondheim a few months earlier, and further 
during the Bergen Assembly that same year. Moten's work spoke about fugitivity and 
maroonage as conditions of Blackness and the undercommons, albeit in a more abstract 
manner than I had previously considered within my own research. 

 
37 I actually bought him a handycam Sony 4K HD camera in 2018 for him to shot certain images at the 

cooperative but he finally didn’t used it, still preferring filming with his old DV camera, or even his cellphone. I 

would use the camera myself in 2019 when I would come back to the cooperative. 
38 “Poor images are the contemporary Wretched of the Screen, the debris of audiovisual production, the trash that 

washes up on the digital economies’ shores. They testify to the violent dislocation, transferals, and displacement 

of images—their acceleration and circulation within the vicious cycles of audiovisual capitalism.” In the Defense 

of the Poor Image, Hito Steyerl, 2009, eflux Journal #10 
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Looking back at my experience with grassroots quilombolas politics in Brazil, and comparing 
it with the lyrical approach of Fred Moten and the situation of African Americans in the US, a 
triangulation occurred. This led me to delve into the texts of Denise Ferreira da Silva, which 
resonated between both perspectives. Revisiting the story of the cooperative with this 
hypothesis, I began to see its foundation and its crop and image production as an act of 
escape, a fugitive move to liberate oneself from the conditions faced by migrant workers 
and the people of the Fankhoré river, and from the dominant colonial and racist regime of 
representation. 

Comparing my research with that of Ros Gray on the Mozambican liberation movement and 
Filipa César's work in Guinea-Bissau, it became clear that there was a specificity and 
distinction within the liberation movements of migrants and those of the people of the 
river. There was no singular national movement, but rather a pan-Africanism defined by 
the migrant condition on one hand and by the border region of the Fankhoré river on the 
other. The fugitive move transcended national borders and their haunting colonial 
limitations. Unlike in Algeria, the new political elites in Senegal and Mali never supported or 
encouraged emigration. On the contrary, in the case of Modibo Keita, migrants were 
considered traitors to the nation-building process after independence. Similarly, for Senghor, 
they were highly suspected of dissidence and were closely monitored by the Senegalese 
police, even within the dormitories of the foyers in France. 
 
There were also unheard and forgotten subterranean forms of solidarity that needed to be 
considered, such as those within the peasant movement and the workers' movement in 
France and West Africa. Bouba had mentioned for the first time the presence of the group at 
the Fête de la Moisson (harvest celebration) on the Larzac Plateau in 1974. The abundance 
of the harvest and the multitude of people and groups involved reflected the profusion of 
activist groups with diverse backgrounds, capable of articulating claims for intersectional 
justice. 
 
The piece of text I produced for the seminar was published alongside the transcription and 
translation of Bouba Touré’s talk, as well as a selection of his photographs and documents, 
in the Empire Remains Shop publication. This was edited by Cooking Sections, Ros Gray, 
Shela Sheikh, and Nicole Wolf for the Fugitive Remains section. I titled my text Sowing 
Somankidi Coura, a Generative Archive, and it later served as the basis for my text Figuring 
Fallow Time, which I published in 2017 in the book Sowing Somankidi Coura, a Generative 
Archive. 
 
 
The 40th Anniversary Of Somankidi Coura, January 17. 2017 
 
A celebration, an exhibition, an attempt to do a screening series or the grain and the dust 
of the sahel in the artistic research machines. 
 
The 40th anniversary of the cooperative of Somankidi Coura marked a significant moment 
for me to revisit the cooperative with Bouba Touré. We aimed to share our research findings 
and utilize the printing facilities at Kit NTNU to organize an exhibition during the celebration. 
It had been quite some time since my last visit in 2008 during the filming of my previous film 

https://raphaelgrisey.net/publications/the-empire-remains-shop/
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Cooperative, which also marked the beginning of my collaboration with Bouba Touré. This 
trip held immense importance for us after a year and a half of artistic research and 
preliminary investigations alongside Bouba Touré. 
 
I seized the opportunity to visit the cooperative of Somankidi Coura during my time in Dakar 
in early 2017, collaborating with Káddu Yaraax on the remake of the play Traana (Temporary 
Migrant). Chiara Figone from Archive Books and her family joined me on this trip. Bouba 
Touré, who typically spent at least three months each year in Mali since his departure from 
the cooperative in 1982, was already there since a few weeks, having traveled from France 
via Bamako. 
 
Before my trip to Dakar, I took advantage of the opportunity to print a large selection of 
photographs by Bouba Touré at kit NTNU in Trondheim. These photos depicted the 
cooperative from its foundation until recent times, as well as images portraying the living 
conditions and struggles of the Senegal river diaspora in the Paris region. Bouba and I had 
previously digitized a rough selection of negatives. Additionally, I decided to reproduce 
digital images of colonial postcards from the region, which I had recently found online during 
my research. Most of these postcards were colonial propaganda photographs showcasing 
the railway infrastructure of the Dakar Djibouti line in the city of Kayes, the embankment of 
the Senegal River in Kayes and its trading posts, as well as other colonial structures in the 
city. There were also some photographs of the Sisal plantation of Diakhandapé, the village 
next to Somankidi Coura on the opposite riverside, where the ruins of the basins, factory, 
and storage buildings were still visible. I had initially come across moving images of the 
plantation in colonial "educational" materials during my research at the INA. 
 
I arranged prints measuring 70 x 110 cm, each containing around 30 images, which could be 
easily rolled and transported. These prints were first taken to Berlin, then to Dakar, and 
finally to Somankidi Coura in the taxi of Seydou Barri. Seydou Barri was the old childhood 
friend of Seydou Ndiaye, the partner of Chiara Figone and co-founder of the theatre forum 
company Káddu Yaraax. They had both grew up in the narrow streets and the beach of 
Yaraax, a fishermen Lebou village in Dakar. Mamadou, a taxi driver employed by Seydou 
Barri at that time, accompanied us on this trip. 
We faced challenges in obtaining the necessary licenses to pass Senegalese police controls 
without excessive bribery. In addition to driver and taxi licenses, we needed authorization to 
drive tourists and an extra permit to travel outside Dakar. After obtaining the required 
permits, we set off and reached Kaolack, where we stayed at the Maison des Oeuvres 
Catholiques before departing early the next day. 
 
During our journey, we encountered an obstacle when a tire exploded after hitting a deep 
pothole. Mamadou skillfully changed the tire, borrowed cautiously from Dakar, and we 
resumed our journey, enduring the scorching heat of the savanna. Upon reaching Kidira, 
near the Senegalese-Malian border, we faced further complications. The Senegalese border 
patrol officer demanded payment in the name of the longstanding Senegalese-Malian 
friendship. Although Chiara Figone and I had valid visas and were able to pass through 
without issues, Seydou Ndiaye and Mamadou, the driver, were asked to pay 2000 Fcfa to 
cross the border. Despite my request for a receipt, it was denied. 
 



Mamadou's taxi turned left off the asphalt road shortly after Samé village, entering through 
the entry porch of the agronomical center area of Samé plantation. The site appeared largely 
unchanged. Beyond the sheds sheltering a few agricultural machineries that likely hadn't 
been operational for years or even decades, the house of the janitor's family still stood. This 
house had been either built for the administration of the Sisal plantation in the 1920s or 
1930s, or for the state cooperative groupement rural right after independence. 
After exchanging greetings, we proceeded down the final hundred meters separating us 
from the Senegal River. The taxi halted between narrow ravines, each about three meters 
deep, cutting across the dirt road in all directions. Erosion had significantly worsened since 
my last visit nine years prior. Upon reaching the riverbank to signal for a pirogue to pick us 
up, I observed changes that Bouba had shown me on his cellphone. On the opposite side, a 
concrete pier had been constructed. It was a massive 60-meter-wide strip of concrete 
coating poured down the slope from the village to the shore, which was seven meters lower. 
In the center of the pier was a staircase with metal banisters. 
 
I would soon understand that this pier was part of a long overdue development program 
financed by the OMVS (Organisation pour la Mise en Valeur du Fleuve Sénégal), along with 
an additional expensive and inefficient white elephant project. People couldn’t wash their 
clothes and dishes as easily as before, and many even ended up injuring themselves on the 
metal fences sticking out of the concrete pier. Cattle were sometimes falling and hurting 
themselves on the steep concrete slope. The pier was built alongside an irrigation system for 
part of the gardens, but the pipe system was poorly installed and leaked from the first day. 
Moreover, the pump would have consumed a lot of gasoline, which nobody individually or 
collectively could afford to run. The pier hadn't been finished in six months, and erosion had 
already broken part of the concrete slab, worsening around the edifice. The cooperative had 
accepted the project, understandably thinking that they would have nothing to lose. 
 
The pirogue was still piloted by Salif, who had been carrying children to and from the 
elementary school in Samé every morning and evening, either paddling or pushing with a 
long pole in the dry season, before the construction of the new elementary school in 
Somankidi Coura. He also transported daily teenagers and adults to their high schools or 
workplaces in Samé or Kayes. 
 
The exhibition of 15 prints pinned up on wooden boards fixed on the mud wall of the village 
houses lasted for a long week. Six panels hung on the house of the Niakhaté family, and four 
others on the house of the Sinaré family, were all related to the cooperative of Somankidi 
Coura. They included early photographs of the foundation, highlighting what had been 
accomplished by the 14 young men who returned from France, as well as more recent 
images, some taken with Bouba Touré's smartphone, showing the harvest in the women's 
association fields, and group portraits made in the newly founded elementary school of the 
village. The others were dispatched on the ruins of the former house of the Radio Rurale de 
Kayes people and on the house of Salif’s family. 
 
I had prepared almost everything to propose a series of screenings together with Bouba 
Touré. I brought a projector, my computer, and the films. I had brought a rough cut of what 
we had filmed with Kaddu Yaraax in Dakar, our previous films, as well as films by Sidney 
Sokhona, other archives I had collected, and even some films for the kids.  

https://raphaelgrisey.net/news/40th-anniversary-of-the-cooperative-of-somankidi-coura/


The level of preparation and improvisation required for this kind of trip was unexpectedly 
high; there was no methodology, just a philosophy of resourcefulness. We improvised a 
screen with bed sheets from Bouba Touré and had found some wooden panel to display the 
prints. However, we still needed to find an electric generator for the projector and 
computer. We didn't find any alternative in Kayes for renting. After days of searching, we 
finally found an electric generator in Somankidi Village normally used for irrigation. It 
produced alternative current but hadn’t a regulator… When we plugged in the projector and 
the computer, they both broke and smoked instantly. 
 
This trip marked the first recognition of my work and collaboration with Bouba Touré for the 
cooperative. It had been nine years since I last visited. Prior to our arrival with Chiara Figone, 
Bouba had brought the transcribed interviews I had prepared of each of the founders for 
editing. We presented the book project already in the making, our editorial choices, and its 
manifold contributors, along with the ongoing collaboration with Káddu Yaraax in Dakar. I 
caught up on the state of seed production, the association COPROSEM, the multiple 
cropping in the fields, the access to water, and the economic challenges faced by the 
cooperative in purchasing the necessary gasoline for irrigation. People didn’t dare to be 
delusional yet about the new pier and irrigation project; complaints came first from the 
women who were the first to need a viable access to water daily. 
We managed to screen Safrana, or Freedom of Speech by Sidney Sokhona one night on a flat 
screen at Niakhaté’s house. The elders were present, and the yard was filled with women 
and children. A soccer game that evening quickly captured the attention of the younger 
men. Some of the founders recalled having seen the film on the ORTF some 20 years earlier, 
but for most of the audience, it was a new experience. There were whispered translations 
from French to Soninké, contextualizations of the shots by Bouba Touré, who had acted in 
the film. Laughter ensued each time the 25-year-old Bouba appeared on the screen, while 
children played in the yard and the sounds of goats and sheep echoed in the background. 
 
The other evening gatherings on the central alley of the village with the elders led to 
discussions about the past and the era of Modibo Keïta, focusing on agricultural policies 
after independence up until the dictatorship. These discussions confirmed or provided more 
insight into what I had learned about the Groupements Ruraux from my collaboration with 
the historian Romain Tiquet. We had been working together the previous months to edit his 
text Plantations and Cooperatives. The colonial Coercion Economy and Postcolonial 
Developmentalist Agrarianism which was intended to be published in the book Sowing 
Somankidi Coura, A Generative Archive.  
 
Siré Soumaré and Mady Niakhaté concluded that the failure of Modibo Keïta's agricultural 
policy was due to a lack of state agents to engage in dialogue, coordinate, and inform 
peasant and village communities. This absence led to suspicion, misunderstanding, and the 
rise of a conservative class consisting of local traders and chiefs who did not view 
collectivization as beneficial for their own business interests. 
They also insisted on stating that the military dictatorship regime of Moussa Traoré actually 
pursued some of the socialist ideas of Modibo Keïta, particularly concerning agricultural 
development in the country and the region. They emphasized that these efforts came to a 
halt with the return of democracy and the implementation of neo-liberal policies enforced 
by the Structural Adjustment Programs of the IMF and the World Bank. This correlation 



explained the connection drawn between democracy, corruption, and neoliberal politics in 
Malian people mindset, which would shape the political atmosphere of the years to come. It 
highlighted how these factors contributed to the acceptance of authoritarian regimes and 
the return of military rule from 2020. 
 

Collaboration With The Cooperative Of Somankidi Coura 
 
A year later in 2018, I made another unsuccessful attempt to organize a series of screenings 
at the cooperative. I brought a newly bought gazoline running electric generator from Berlin, 
however, it mysteriously disappeared at the Dakar airport and was never recovered. We 
arrived again via Dakar with Bouba Touré after another workshop on the Somankidi Coura 
archive with Káddu Yaraax, that would later lead to our second collaboration for the 
scripting of the play and film Xeex Bi Du Jeex (A Luta Continua). 

This time, I brought preprinted copies of Sowing Somankidi Coura, a Generative Archive to 
present to the cooperative members. Additionally, with Chiara Figone and under the 
supervision of Bouba Touré, we had edited a special printed edition focusing exclusively on 
the history of the cooperative. This edition featured photographs by Bouba Touré, 
documents, and interviews of the cofounders, resembling a family album. We printed 20 
copies to distribute. The initial idea was to have two publications catering to two distinct 
expectations: one focusing more narrowly on the cooperative, and the other opening up to a 
broader contextualization, stories, and archives in relation. However, after further 
discussions, we decided to abandon the idea of producing more prints of the special edition, 
and to focus on the expanded version. Nevertheless, this special edition had been a 
necessary gesture to answer a demand of Bouba Touré to focus on the cooperative. It 
turned into a gift to convey discussions and gathering that would nurture future 
collaborations and expanded approaches. During this trip, I also had some ideas for shots I 
needed to film for our upcoming film, Xaraasi Xanne (Crossing Voices). 
 
We gathered with the cooperative founders around the book Sowing Somankidi Coura, A 
Generative Archive to discuss in detail what was supposed to be a presentation of what had 
been agreed upon and proofread the year before with the cooperative members, regularly 
consulting with Bouba Touré. At this stage, the book was supposed to have already been 
printed. Nonetheless, I conducted extensive presentations of the different contributions that 
were to be included in the book, discussing layout choices and iconographies along with the 
photographs by Bouba Touré. Additionally, we discussed Aïssatou Mbodj-Pouye, who was 
expected to visit the cooperative soon for her research on the Radio Rurale de Kayes. 
Although they already had all the interviews a year earlier and approved after a first 
proofreading, some of the founders complained that Ousmane Sinaré, in his interview, was 
speaking too much about the colonial era, the history of the Samé and Diakhandapé 
plantation, and the Mossi diaspora living in Samé. They felt this was not part of the collective 
history and therefore unnecessary. It took a lot of discussion to explain the relationship 
between individual trajectories and collective narratives, and to argue why it would be 
important for me and for Ousmane Sinaré to include storytelling of lived experiences around 
the colonial plantation of Diakhandapé in relation to the cooperative and to farming issues 
drawn through the publications. During this process I realized that some of the founders 



didn’t have the capacity to read or were illiterate, and basically needed some support for 
proofreading. Bouba Touré had suddenly stepped out as if to say it wasn’t his role to decide 
on this, or to support my decision, or the will of some of the cooperative members. After an 
intense process, I was still asked to remove a part of Ousmane Sinaré's interview where he 
explained that a former agronomical school director tried to profit by selling the remaining 
metallic structures left from the colonial plantation and sisal factory to Senegalese. He 
mentioned that the villagers of Samé rebelled against it. Diplomatically, it was not possible 
to leave such an accusation in the text. We removed it in the French version of the book, but 
it remained in the English version. 
 
On my way back to Europe, I met with Goundo Kamissokho in Bamako to proofread her 
interview once again, as well as review the selection of photographs for her section. The 
atmosphere was more relaxed and interpersonal, a stark contrast to the intense gatherings 
with the elder patriarchs at the cooperative. 

A few days after I came back to Berlin, Bouba who stayed at the coop called me in a panic, 
asking me to remove all the photographs he had taken in the foyers that were laid out in the 
book. We had already agreed on them and showcased them extensively in exhibitions, but 
the sudden realization that they would be printed in a book, a much more permanent form 
in Bouba's eyes that a film, created a new dilemma for him regarding his legitimacy to print 
them. He was essentially afraid of being accused of profiting from the people he had 
photographed, and discussions between the elders had certainly continued longer after I 
left. 

We later in Paris sat down together again, going through each images one by one to check if 
they were legitimate to be published. The layout had already been completed, and any 
changes would have significant consequences in terms of time and cost for the design. In the 
end, we only removed one photograph and found a compromise for the others. However, 
this was all part of the collaborative process, even though it occurred amidst disrupted 
schedules, and geographical gaps. 
 

Sub-Conclusion 
 
These few examples of situations briefly described above illustrate the granularity 
of the research and the collaborative process I've been involved in over the years, 
where material conditions, asymmetrical relations, multiple situatedness, and 
misunderstandings need to be unpacked to progress and resolve conflicts. There 
was trouble in care and my legitimacy was regularly challenged by Bouba. I 
understood also that as much as I was indebted towards Bouba Touré, Bouba Touré 
was indebted towards the collective of the cooperative. Decision making would 
vary for him as well as for me depending on where we would be situated, in France 
or at the cooperative. I needed to take in account this change of value system and 
of expectations related to place and group dynamics to better define the research 
and my role in it. The dilemma of the materials, researches that were expanding 
the core of the farming cooperative foundation narrative, would remain, and 
become productive. Even though I saw expansion as necessary, I also felt that 



regular re-centering was equally important to maintain the political endeavor that 
the research demanded. 
 

The Making Of The Book Sowing Somankidi Coura, A Generative Archive 

The book had been a long-held aspiration of mine, stemming from my desire to pay homage 
to Bouba Touré's photographic work since our initial collaborative efforts in 2008. I had 
discussed the idea of a publication with Paolo Caffoni and Chiara Figone from Archive Books 
as early as 2014. During the research program, with guidance from Marie-Hélène Gutberlet, I 
began to conceptualize the book's editorial work, which ultimately led to the naming of both 
the book and the ongoing series of exhibitions. 

Initially, my research title had been Becoming Cooperative Archive. The concept of the 
cooperative as a political and conceptual model was multifaceted and complex, and was 
too specific to address the variety of what I intended to. The decision for the group to 
organize as a cooperative was pragmatic, allowing the association Jeunesse Rurale du Fleuve 
to engage in various activities ranging from crop farming to cattle herding, mechanical 
workshops, and even operating a radio station. 
Discussions with historians highlighted that the state cooperatives in Senegal, championed 
by Mamadou Dia, or in Mali with Modibo Keïta's Groupements Ruraux, were fundamentally 
different from the radical activist migrant group initiative of ACTAF and Jeunesse Rurale du 
Fleuve. Furthermore, industrial farming cooperatives in France had evolved into large 
agribusiness entities exploiting their members, particularly in industries like milk production, 
diverging significantly from the original collectivist or communalist cooperative ideals. 
 
We agreed on Sowing Somankidi Coura, a Generative Archive. The new name included a 
gesture of planting and farming, while directly acknowledging and paying tribute to the 
micro-history of Somankidi Coura. This name change was approved by Bouba Touré, and we 
would have to prove ourselves with the cooperative of Somankidi Coura. It also underscored 
the importance of collective engagement and local narratives, emphasizing the need to 
focus on specific vantage points rather than relying on broad global concepts as starting 
points for research. The concept of A Generative Archive emerged from the idea of 
repeating narratives with variations, using different perspectives, generations, artistic 
forms, and pedagogies.  
Instead of using the term "archives," we contemplated "reservoir," a metaphorical container 
akin to a tank, spinning the agrarian metaphor. However, we ultimately reverted to our 
initial decision. A Generative Archive also resonated with the work of the Living Archives 
researchers network group I was closely following in Berlin. 
 
 
Transcriptions Of Interviews With Cooperative Members 
 
In the making of the book, the decision was made rapidly to include the transcription of 
interviews I had conducted in 2007 during the production of the previous film, Cooperative. 
These interviews were conducted to gain insight into each of the elderly cooperative 
founders during my initial visits to the cooperative. Even though they never found a place in 

https://www.arsenal-berlin.de/en/campus/publications/living-archive/
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the film I was working on or in the subsequent collaborations I had with Bouba Touré in the 
following years before starting my PhD, I kept remembering that there was something 
significant in them. While conducting the interviews, I was struck by the singular and 
peculiar quality of the same narrative being repeated over and over again by all the 
members, with differences emerging only when referring to individual backgrounds and 
roles within the cooperative. 
 
It struck me even more while doing the transcriptions. I began transcribing because it 
became evident that the voices of other founders besides Bouba Touré were necessary, and 
that this collective voice deserved a place in the forthcoming publication, even though I 
didn't yet know in what form or constellation. While Bouba Touré had provided me with the 
initial communiqué of the ACTAF (Cultural Association of African Workers in France), the 
historical and individual perspectives in relation to the collective narrative were missing. 
 
Once I transcribed the interviews, an editorial process and proofreading were undertaken 
together with Marie-Hélène Gutberlet. Our aim was to discern the individual journeys and 
language levels within the collective narrative, noticing the variations in the same story told 
from slightly different points of view. I followed a similar set of questions for most of my 
interviews, starting with inquiries about the time "of the migration" to France (including the 
departure and initial experiences in France). Then, I delved into the establishment and 
activities of the ACTAF during the Liberation war in Lusophone countries, the Sahel droughts 
and famines, the project of returning, internships in the French countryside, the founding of 
the cooperative upon return, and its evolution to the present day, along with the associated 
social, economic, or agricultural infrastructures developed along the way. 
 
Some voices were more militant or educated than others; some were down-to-earth, 
technical, bureaucratic, while others made clear digressions from the collective narrative 
(but in doing so, reached other narratives and made connections to them). 

The issue of gender, which had already caught my attention in my film from 2008, 
resurfaced and needed to be addressed again, given that all the founders self-identified as 
men. I transcribed the interviews I conducted with Goundo Kamissokho, the only woman I 
had interviewed back then due to language barriers. Goundo was almost the only one fluent 
in French. I found myself facing the same challenge as ten years earlier when transcribing 
these interviews. I had to edit the voices of all the male cooperative founders alongside the 
single female voice.  

In the following years, when I had the opportunity to return to the cooperative, I would try 
to conduct some interviews in coordination with Aïssatou Mbodj, who could conduct 
interviews in Bambara as well as Soninke. She conducted some interviews in 2019, and I 
conducted others in the same year and in 2020. Many difficulties arose beyond the language 
barrier. The availability of women for interviews was much harder to secure than for anyone 
else. The demands of household economy and labor—from childcare, cooking, and washing 
dishes and laundry to fetching water from the river, collecting wood, selling crops, and of 
course, working the land—left very little time and provided no breaks from early morning to 
late evening. Interviews had to be coordinated well in advance. Another issue was the 
presence of some of the cooperative founders, such as husbands or Bouba Touré, during the 



interviews. Their presence often influenced and steered the course of the interview back to 
the founders' narrative, mostly unintentionally but certainly. This phenomenon had to be 
understood in the context of active silencing and invisibilization within the patriarchal power 
dynamics of the cooperative and within the realm of artistic research as well.  
 
Let's revisit the process of proofreading the interviews. After Marie-Hélène Gutberlet and I 
edited them, draft copies were given to Bouba Touré and the cooperative members who 
were interviewed for further review and proofreading. Only minor changes, if any, were 
made at this stage. 

However, it was when an advanced mockup of the book, already designed, was distributed 
in person to the group for a final proofreading that the situatedness of the cooperative and 
the materiality of the book object became central to the discussion of the editorial work. 
Proofreading was no longer about abstract interviews from ten years ago for a hypothetical 
publication. With the book materializing in their hands, everyone began to scrutinize every 
sentence of their own interview and those of others within a complex network of local 
diplomatic considerations, exclusivity, and, for some, preconceived narrative specifications. 
It was only when I was there with each individual that I realized how demanding the 
proofreading process was, especially for some who were almost illiterate. 
 

Sub-Conclusion 
 
The process of transcribing and editing these old interviews brought about a series 
of crucial questions that resonated with the broader project. How can various 
voices and authorship be conveyed within a single narrative? What role does 
repetition play in transmission, and how can it be utilized effectively? How can the 
voices of those on the periphery or excluded from the dominant narrative be 
included? Furthermore, I grappled with questions about my own intervention and 
positioning in conflictual situations within the group regarding who to include and 
who to listen to. This involved bringing in the voices, and if not the images, of 
individuals who joined the group later, such as the wives of the founders, the 
Pulhar herders Founty and Samba Diallo, and their families, who now care for the 
founders' cattle. Additionally, it meant considering the perspectives of the daily 
and seasonal workers who make up half of the workforce in the cooperative fields. 

 
I won’t described and reflect further onto the making of the book as I have already done it in 
the book itself in my introduction, and in my text Figuring Fallow Time. 

It's worth noting that the book wouldn’t have been possible without the determination of 
Chiara Figone, who conceptualized and realized a significant portion of the design, along 
with the support, toward the end, of Patricia Reed. The book's creation involved lengthy and 
enriching editorial work with many collaborators, as well as several twists in the 
proofreading process, as mentioned earlier in the section on my collaboration with the 
cooperative of Somankidi Coura. I learned a great deal from these varied experiences. 
Additionally, we encountered financial complications despite receiving ample funding. 



Unexpectedly high costs for translations, as we insisted on producing a bilingual edition in 
French and English, led to significant delays and finally resulting into compromises in the 
quality and quantity of the prints. 
 
Later, the book would serve almost as a script for the future film Xaraasi Xanne (Crossing 
Voices). Layout and book editing were forms of montage, similar to exhibition making or 
seminar curating, that would inform film editing in the future. 
 
 
Sowing Somankidi Coura, A Generative Archive, At Archive Kabinett 
 
While making the book, we organized with Chiara Figone the making of an ambitious 
exhibition in the new space of Archive Kabinett in Wedding. I worked with Lorenzo Sandoval 
for the design of modular structures that could become after the exhibition long-lasting 
furniture or displays to be used in the space in various ways. The exhibition structures would 
later travel to Copenhagen, to the Neue Berliner Kunstverein in Berlin, and reproduced in 
parts in various other places such as PAV Turino or recently at the Museo Reina Sofia. 
Chiara Figone managed to bring over to Berlin from Milan a set of seven old Antarex screens 
on which I could display peasant archives from the Larzac, Pathé colonial archive from the 
plantation of Diankhandapé, the film A Letter from my Village by Safi Faye, Journée Porte 
Ouverte à Drancy by Revo Afrique, Nationalité: Immigré by Sidney Sokhona, Bouba Touré, 58 
rue Trousseau, 75011 Paris, France by Bouba Touré. On four beamers, we presented 
Safrana, or Freedom of Speech by Sokhona, my previous film Cooperative, and our newly 
made short films Queens Garden, and Traana (Temporary Migrant) with Káddu Yaraax. 
 
the exhibition was complemented by a two days long seminar and a series of screenings. I 
would like to reproduce the program here before commenting it. 
 

Participants: Ibrahim Wane, Raphaël Grisey, Marie-Hélène Gutberlet, Safi Faye, Shela Sheikh, Nicole 

Wolf, Tobias Hering, Bouba Touré, Åsa Sonjasdotter, Bino Byansi Byakuleka and WeAreBornFree 

Radio amongst others. 

 

Saturday July 1st, 2017 

Migrant liberation struggles : fugitivity and empowerment through images production 

1.30 pm 

Short introduction with Chiara Figone and Raphaël Grisey 

Migrant liberation struggles: Fugitivity and empowerment through images production 

2.00 pm 

Wearebornfree! Empowerment Radio (We!R), Bino Byanso Byakuleka, Antonia, Moro Yapha. 

Media activism and the wish to establish a community living in Berlin and in the region of Brandenburg 

and beyond. (We!R broadcast from Archives Kabinett from 3pm to 5pm) 

3.00 pm 

Bouba Touré 

On the past activities of ACTAF (Cultural Association of Migrant workers in France), the cooperative 

Somankidi Coura, and the ongoing archives of Bouba Touré. 

3.30 pm 

Aïssatou Mbodj-Pouye 

Rent strikes and political protest in migrants’ hostels in 1970s’ France: a view on postcolonial migrants’ 

political involvement 

4.30 pm 

Marie-Hélène Gutberlet 

Run, comrade, run, the old world is behind you – The cinema of Med Hondo 

5.00 pm 

https://raphaelgrisey.net/news/sowing-somankidi-coura-a-generative-archive-2/


On fugitivity 

Panel discussion with the participants Shela Sheikh and Nicole Wolf 

Thoughts on archives, temporalities, soils, agriculture and culture, and how to activate the remains. 

6.30 pm 

Raphaël Grisey / Bouba Touré 

The Sahel drought image fabric. Peasant alliances in Somankidi Coura, and in the film Safrana or 

freedom of Speech by Sidney Sokhona. NGO, geo-engineering, Larzac Plateau and decolonizing the 

developmentalist paradigm. 

9.00 pm 

Screening of Kaddu Beykat (Letter from my Village) 

Kaddu Beykat (Letter from My Village) is a 1975 Senegalese film directed 

by Safi Faye. Centred on a romance, it chronicles the daily lives of people in a rural Senegalese village 

and their struggle with the state land and agricultural politics. It was the first feature film made by a 

Sub-Saharan African woman to be commercially distributed. 

 

  

Sunday July 2nd, 2017 

Care, permacultures, archives: peasants, labor, plants 

1.00 pm 

Raphaël Grisey 

Introduction : On kinship and amateur practices, a permaculture cinema? 

1.30 pm 

Romain Tiquet 

On transition, labor and the ideology of “Mise en valeur” through the colonial archives around the sisal 

plantation of Diakhandapé (Mali) 

2.30 pm 

Ibrahim Wane 

Magazines, rural animation, music, in Senegalese maoist leftist opposition after the independance 

3.30 pm 

Kaddu Yaraax and Theatre Forum presented by Seydou Ndiaye 

4.00 pm 

Shela Sheikh 

Care Time: Postcolonial Ecologies and the Politics of Soil 

5.00 pm 

Åsa Sonjasdotter 

A note on co-species’ workings of humans and plants, on problems of de-skilling and strategies for re-

skilling 

5.30 pm 

Nicole Wolf 

Permaculture: fugitivity and repair 

Group discussion / workshop 

 

Screening series 

July 4, 2017 

Arsenal – Institute for Film and Video Art 

Safrana ou le droit a la parole (Safrana or Freedom of Speech) 

Sidney Sokhona 1978, 100’ 

Presented by Raphaël Grisey and Bouba Touré 

In the mid-1970s, a political group made up of members of the West African diaspora in Paris decided 

to turn their back on factory work, to become apprentices of French farmers; later founding the 

cooperative “Somankidi Coura” in Mali. The Mauritanian director Sidney Sokhona based his feature 

Safrana ou le droit a la parole (1978) on them. It is a collective work in which the protagonists of the 

diaspora play themselves in central roles. 

 

August 4, 2017 

Archive Kabinett 

Fad’Jal, Safi Faye, 1979, 110’ 

Fad’Jal is the second film of Safi Faye after Kaddu Beykat (Letter from my Village) shot in her native 

village, Fad’Jal, in Senegal. An elder tells to a group of kids the village’s history and its resistance 



against the kingdom, the colonists and the state. 
 

 
The seminar enabled to meet and connect many different people I had been working with 
independently from each other on previous projects, such as Nicole Wolf and Shela Sheikh, 
or contributors for the book to come such as Aïssatou Mbodj-Pouye and Romain Tiquet. I 
was glad that activists Moro Yaffa and Bino Byanso Byakuleka of We Are Born Free Radio 
who had co-initiated the OPlatz Refugee movement in Berlin from 2012, could meet and 
dialogue with Bouba Touré and share intergenerational experiences on the refugee 
movement in France and in Germany shortly after the European Refugee Spring of 2015. It 
was also an opportunity to acknowledge long term friendship and common interest for each 
other works with Åsa Sonjasdotter, and to learn from researcher Ibrahima Wane on the 
Senegalese Front Culturel, with Marie-Hélène Gutberlet on Med Hondo fugitive spirit, and 
with theatre actor Seydou Ndiaye from Káddu Yaraax on Theatre of the Oppressed methods. 
The seminar consolidated working and activist relations as well as friendship that would 
continue to grow in the following years. 
Despite her last-minute absence, the seminar and screening of two of her films provided me 
with an opportunity to initiate contact and begin a dialogue with filmmaker Safi Faye. 
Shortly afterward, I met her with Bouba in Paris, which marked the beginning of a dialogue 
that proved invaluable in understanding the challenges faced by her generation, particularly 
as the first Black African woman filmmaker in a male-dominated field. Through our 
conversations, I gained insights into Safi Faye's connection to the land and her family village 
of Fadjal. She also shared her involvement with a network of decolonial agronomist activists 
and her friendships with filmmakers such as Oumarou Ganda, Ousmane Sembene, Haile 
Gerima, Med Hondo, and Raoul Peck, I had looked closely along my research. 
 
The themes for each seminar days would definitively remained threads I would continue to 
follow and weave together within the editing of Xaraasi Xanne (Crossing Voices) and could 
almost still described two interwoven parts of the film:  
 
Migrant liberation struggles : fugitivity and empowerment through images production 
 
and  
 
Care, permacultures, archives: peasants, labor, plants 
 
 
 
 
 
 
 
 
 
 
 
 
 

https://en.wikipedia.org/wiki/OPlatz_(Oranienplatz)_Movement


 

The Collaborations With Káddu Yaraax 

 
 
Around the script of Traana (Temporary Migrant) 
 
Traana (Temporary Migrant) is a theatre script written by Bouba Touré in 1977, one of the 
documents from his on-going archive composed mainly of photographs, but also including 
writings such as diaries, notes or novel manuscripts. Traana shows similarities with an other 
play, the collective play L’Immigration Quel Solution?[immigration, which solution?] that the 
ACTAF wrote and performed in some foyers and cultural centers before going back. Both 
narrate the reason of the rural exodus and the living and working condition in France.  
Unfortunately the script of this collective play hasn’t been found. Traana was written near 
the Fankhoré river, after the return in a retrospective gaze. 
 
The theatre script of Traana was written after Bouba Touré and 14 other members of the 
Cultural Association of African Workers in France decided to resettle back to West Africa. 
They settled along the Fankhoré river (Senegal river in Soninké), an enclaved region 
experiencing massive emigration divided by three national borders, in order to promote a 
cooperative model and new forms of doing permaculture, the main source of income in the 
area, and to reconsider denied origins and revisit rural knowledges. 
The play tells a story of rural exodus, from the countryside to the city, from the city to 
Europe. This story of migration from the 1960’s and 1970’s indexes the failure of the 
liberation movements and of the first governments in Senegal and Mali after the 
independence to acknowledge and challenge the colonial living conditions of the peasants 
and inhabitants of this particular region.  
 
Searching with Bouba Touré for documents related to the origin of the cooperative in his 
archive around 2013 and 2014, we found the manuscript of Traana. We presented the script 
during a two days screening program at Khiasma in 2014, acknowledging his value but not 
knowing yet with Bouba what we could do out of it. 
In February 2015, I had the chance to meet some members of the theatre company Kaddu 
Yaraax in Dakar and to assist to some repetitions and get introduced to their practice of the 
theatre of the oppressed, and especially of one of its branch, the Theatre Forum, by 
Mouhamadou Diol and Seydou Ndiaye, two of the founders of the theatre group. I had 
heard about them from Kerstin Mayer who had initiated with them since the Social Forum in 
Dakar in 2011, a collaboration in order to transcribe and translate the scenarios from the 
large repertoire of Káddu Yaraax. This project in 2014 turn into a workshop with Chiara 
Figone, Diol Mouhamadou and many others that became the wonderful online project 
named alainde –scénarios prolongés/expanded scripts (unfortunately only partly online 
nowadays). 
Káddu Yaraax means the Voice of Yaraax in Wolof. Yaraax is one of the Lebou fishermen 
villages in Dakar that has historically been a place of resistance against the colonial regime 
and against the latest State and city politics to this day. Many of the fishermen of Yaraax 
eventually became smugglers in the 90’s for the people who sought to migrate to Spain, 
using their navigation skills on their huge pirogues. The societies of the fishermen Lebou 
villages, and the rural Soninké region of the Fankhoré river are both societies connected with 

https://raphaelgrisey.net/works/traana-temporary-migrant/
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water, sharing the same stories of emigration and conflict with the colonial or more recent 
state authorities. 
Káddu Yaraax, the Theatre of the Oppressed group, exists since the 1990’s and organizes an 
international Theatre Forum festival since more than 20 years. Their work engages with 
issues of the day such as emigration, health, city development and ecology, with modes of 
address for specific local communities. The principle of Theatre Forum is to play a scenario 
that is then given over to discussion, interpretation, critique and transformation by an 
audience.  
 
A year later after my first encounter with Káddu Yaraax and during my artistic research 
period, I sent the theatre script of Traana to Diol Mouhamadou to have a look at it. When I 
proposed him if he would be interested of doing something with it, he embraced the idea 
right away. Káddu Yaraax already had in their repertoire many scripts and scenarios related 
to issues of emigration, the reasons of departure, the condition of the migrants, the travel or 
the administrative issues and violence at the borders, and they also had a lot of scenarios 
taking place in the countryside. 

The adaptation of Traana by Káddu Yaraax and myself in December 2016, is the result of a 
ten-day workshop with 8 actors coming from Yaraax or other surburbs of Dakar. The actors, 
professional, semi-professional or non-professional, learned and rehearsed the play in both 
Wolof and French. Each actor chose the language they felt most comfortable with, for their 
performance. Some songs or dances from Wolof rural origins were added. 
I filmed extensively the workshop, the appropriation of the text from the French (the 
language in which Bouba had written the play) to Wolof, the improvisations around situation 
suggested by the script, and the later rehearsals. During the process of appropriation, even if 
I was physically there, filming and occasionally commenting, I wasn’t included, or only for 
short debriefing at some key moments of the working processes, as much of the 
conversations were held in Wolof. 
This would somehow define the condition and the mode of collaboration with Káddu Yaraax 
for the future: an alternation of short dialogue, followed by intense sessions in Wolof for the 
actors group, later summarized to me briefly, and all over again. In this process, I decided to 
step back and to not intervene. Anyhow, my few attempts to do it were rapidly tempered by 
the group. I could say and explain my view on the play, about the actors play and 
coordination, the details of the dialogue, etc, but it become very clear that it would be a 
collective process and a collective authorship and that I would need to learn and understand 
many of the techniques and exercises of Oppressed Theatre. It was essential to grasp my 
position and the power dynamics and conflicts inherently involved in the process. Secondly, I 
had to begin exchanging roles around these power dynamics. 
First, each actor appropriated their character through various improvisation sets following 
the scenes of Traana. To ensure that a majority wouldn’t speak much in French, all dialogue 
was adapted to be improvised in Wolof (with the option to switch to French later if 
necessary). Every character was discussed in relation to the power dynamics between 
genders, social roles, and political roles. The improvisations and rehearsals were always 
preceded and interrupted by a tea ceremony, warm-up exercises, vocal and physical group 
exercises, and games leading to dancing and singing. All the games were relational, involving 
individuals and the group, or alternating between pairs, trios, or groups of four. Building the 
community around the production of Traana was both physical and vocal. 



Meanwhile, there was the setup of the office of Káddu Yaraax, a community center that 
provided a meeting place, internet access, and shelter for the neighborhood and a broader 
community of actors, musicians, artists, and researchers from various places. 
 
The most striking aspect was that every actor would try out, play, and interchange all the 
roles within the play without discrimination. Everyone was given the opportunity and 
encouraged to try all roles. Only a few hours before, at most a day or two in advance, were 
roles potentially predefined for a public presentation. This constant switching of roles 
defined a process-oriented method that was impossible to grasp within the classical linear 
filming process. 

The question that triggered me during the collaboration was how to adapt the play 
without erasing its historical perspective, how to maintain the temporal scope of the story 
and of the script itself, to update the play on one hand and recognize and acknowledge its 
historical depth and complexity on the other. Acknowledging that the peasant conditions 
haven't fundamentally changed since the 1960s and that the same fate of emigration and 
rural exodus was perpetuated brought a sensation of vertigo that needed to be expressed. 
In this regard, the decision was taken to insert some notes from Bouba Touré about the 
theatre play that were appended to the script, into the play itself. This twisting of history, 
bringing in the play a meta and historical reflection, helped to grasp the historical depth of 
the performance. 

At an advanced stage of the workshop, we went to Mboro for three days to rehearse on the 
beach. Káddu Yaraax had their working methods, and mini-residencies were offering the 
possibility to fully focus outside the daily routine. The play was first staged in Gediwaye, a 
migrant worker neighborhood of Dakar, as part of a street festival, before considering a 
possible adaptation into a film. 
 
 
The film Traana (Temporary Migrant) 
 
By Raphaël Grisey, Bouba Touré & Káddu Yaraax, 2017, 25’ 
 
Working in Yaraax in the fishermen village or in Mboro, discussions with the collective 
revealed a similar destiny for the fishermen and the peasants in the region. Both 
communities faced the same neo colonial violence renewed by extractive capitalism, 
whether through the fishing industries or the agribusiness and cash crop monocultures. 
We brainstormed to find an outdoor setup in Yaraax to create a video documentation of the 
play. Our aim was to imbue the footage with significance and convey our intention behind 
adapting Bouba Touré’s script from the 1970s, originally set in rural Mali, to the heavily 
polluted coastal fishing village of Dakar. 
When I suggested trying it on a pirogue, it felt like the most natural choice. We simply had to 
approach one of the dozen of pirogue owners who were close friends or relatives of 
members of the group, negotiate a deal, and set a date. We did three takes, refining the 
choreography of the actors and adjusting their movements to fit within the limited space of 
the tossing pirogue and the movements generated by the boat's pilot. 
 

https://raphaelgrisey.net/works/traana-temporary-migrant/


Once the workshop was concluding, I found myself ensnared by my own voluntary 
commitment to do the right thing by ensuring transparency in the compensation of the 
participants. I insisted on individually compensating each actor who participated in the 
workshop and the film recording, in addition to what I had agreed upon with the organizers, 
Leity Kane and Diol Mouhamadou. In doing so, I inadvertently bypassed the collective 
infrastructure and mindset that Diol and Leity were overseeing and managing the flow of 
money. This challenged their roles within the collective. Furthermore, by paying actors 
individually, it began to shift their perception of their work from a collective endeavor to an 
individual contractual job. Despite having signed a contract with Káddu Yaraax regarding the 
collective co-authorship of the adaptation with Bouba Touré and our intellectual rights to 
use it individually (myself, Bouba Touré and the association Káddu Yaraax), some actors 
reproached me for turning the recording into a film without their authorization. Later, they 
frequently asked for individual compensation tied to exhibitions where the film would be 
presented. I inadvertently stepped into the power structures within the Káddu Yaraax 
collective. This tension persisted during the making of our second collaboration, although it 
eventually transformed into something constructive and conscious. The tensions and 
negotiations were not any longer exclusively between me and some of the actors, but 
between some of the actors and the administrators of the collective, putting in light the 
asymmetrical condition of our collaboration, and its precariousness.  
As Elizabeth Povinelli aptly described her collaboration within the Karrabing film collective, 
the films we made with Káddu Yaraax similarly embodied the precarity inherent in the 
collective and the collaborative process. Power dynamics within the Theatre of the Opressed 
group got triggered by our collaboration creating moment of tension, of negociations and 
redistribution. To this day, I strive to redistribute to the association Káddu Yaraax a portion 
of any additional screening fees I receive for the film Traana, and for Xeex Bi Du Jeex (A Luta 
Continua), the result of our second collaboration.  
 
 
Xeex Bi Du Jeex (A Luta Continua) 
 
For documentation, link here. 
 
A year later I would come back to Dakar, this time with Bouba Touré, to renew the 
collaboration with Káddu Yaraax, with the desire to focus this time more in detail around the 
storytelling of Bouba Touré, his photograph archives, and the materials and archives of my 
own research. We came up with Bouba Touré and Diol Mouhamadou to this following intern 
workshop proposal: 
 

Workshop program with Káddu Yaraax, Raphaël Grisey and Bouba Touré: 
 
Monday February 12, 2018, 6:00 p.m. - 10:00 p.m., Kaddu Yaraax: 
1/Presentation of the play Forum L’eau by Káddu Yaraax 
2/Screening of the film Safrana, or Freedom of Speech by Sidney Sokhona (1977), a fiction 
based on the story of the members of the Somankidi Coura cooperative. 
3/Presentation of the photographic work of Bouba Touré on the life and struggles of 
immigrant workers in France and on the history of the agricultural cooperative of Somankidi 
Coura 
 

https://raphaelgrisey.net/works/xeex-bi-du-jeex-a-luta-continua/


February 13, 2018, 9:00 a.m. -4:30 p.m., Yaraakh Cultural Center: 
Theater workshop on the political and social reasons for the choice of return and the 
founding of the agricultural cooperative by former immigrants (struggle of immigrant 
workers, drought in the Sahel in 1973, agricultural policy and technique). Interaction 
between acting and images (video or photographic). 
 
February 14, 2018, 9:00 a.m. - 4:30 p.m., Yaraakh Cultural Center: 
Theater workshop around reactions to the desire to return and after the return to the 
neighborhood, the family etc... The problems encountered, the misunderstandings. Do you 
come back by warning your family or without warning them? The notion of “visa wasters”. 
Discussion on the differences between regions (city and countryside) and population groups 
on the question of return. The workshop can draw inspiration from the examples of Bouba 
Touré on village or family reactions to the return of the group as well as the experience of 
the play The Return of Yacine. Possibility of making invisible theater on this issue in the 
neighborhood. 
 
February 15, 2018, 9:00 a.m. -4:30 p.m., outing to the Lac Rose area. 
Workshop on water management and its techniques in agricultural environments, on policies 
and adaptations to climate change. The workshop will connect the positions and voices of 
plants, animals, natural elements, farmers, traders and agribusiness in the face of these 
problems. Possibility of making invisible theater on this issue. 
 

 
This first workshop led to the encounters of the Káddu Yaraax collective with Bouba Touré, 
his archives, and my ongoing research. Káddu Yaraax also rehearsed older play of their 
repertoire for Bouba to get an understanding of the Forum Theatre method in particular. 
Our trip to the outskirt of the Lac Rose in farming areas led the group to draw parallel 
between the situation in the Niayes region and along the Senegal river in Mali and get 
informed about the ecological and socio economical challenges of both places. 
We ended up this first workshop by writing collectively a full script and starting to improvise 
around the scripts in the streets in situation of either Invisible Theatre, staged for the 
camera, or a mixture of both. While filming I had a lot of reminiscence from Brazilian Cinema 
Marginal films, from the film Mueda, Memória e Massacre, by Ruy Guerra, or Terra em 
Transe by Glauber Rocha. Filming in the streets of Dakar was invoking the memories of a 
cinema history shot in the same places, in Contra’s city, Badou Boy, Touki bouki and La petite 
vendeuse de Soleils by Djibril Diop Mambety, or in Jom by Ababacar Samb Makharam.  
 
I returned with Bouba Touré six months later to continue filming. As was customary with 
Káddu Yaraax, this meant re-rehearsing the entire play, enrolling and briefing new actors, 
and essentially restarting the process anew. Káddu Yaraax is not a company, and actors are 
not contracted by the group. Therefore, a different group of actors was available to work 
with us each time. Those who had been active in the previous workshop introduced and 
taught the newcomers. After two or three days of warming up and recap sessions, we 
rehearsed exclusively for two days in the garden of Deni Biram Ndao, amidst the peasant 
workers in the fields who became our audience. We conducted several takes to refine the 
choreography, spatialization of the scenes, actor movements, and camera work. This 
become the 70 min long film Xeex Bi Du Jeex (A Luta Continua).  

https://en.wikipedia.org/wiki/Invisible_theater
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Xeex Bi Du Jeex (A Luta Continua) 

2018, 70’ 

Raphaël Grisey, Bouba Touré & Kàddu Yaraax 

 

Xeex Bi Du Jeex [A Luta Continua], is a play and a film resulting from a workshop held in 2018 

in Dakar with Bouba Touré, Raphaël Grisey and Káddu Yaraax. The workshop consisted of 

conversations with Bouba Touré around the archives of the cooperative of Somankidi Coura, 

followed by improvisations with methods from the Theatre of the Oppressed. A research trip 

took place in the gardens of Deni Biram Ndao, a village near Dakar facing drought, 

salinization and land speculation, to listen to the conditions of the inhabitants, the peasant 

workers and their land. A collective writing session led to an assemblage for a script and the 

writing of two specific scenes in the form of Forum Theatre. The resulting play was 

premiered at the Cultural Centre Hann Bel-Air, in the Forum Theatre Festival Kaddu Yaraax in 

Dakar, and in the gardens of Deni Biram Ndao in May and July 2018. The gardens eventually 

became the set for the film. 

With: 

Youssoupha Dieye, Moussa Kalamou, Samba Mbalo, Alioune Sane, Cheikh Ndiaye, Meme 

Bassene, Pape Sidy Sy, Lala Seck Ndong, Mamekagne Diatta, Yacine Diop, Masseye Ndiaye, 

Raphaël Grisey, Bouba Touré, the inhabitants and peasant workers of Deni Biram Ndao. 

Camera : Raphaël Grisey 

Sound : Youssoupha Dieye 

Sound mix: Jochen Jezussek 

Executive producers : Leity Kane, Moussa Kalamou, Diol Mouhamadou, 

Thanks to Seydou Ndiaye, Chiara Figone, Diol Mouhamadou, Leity Kane, Malick Mbaye, 

Cultural Centre Hann Bel-Air, Dakar 

With support of Káddu Yaraax, Archive Kabinett, Norwegian Artistic Research Programme, 

NTNU 

 
Similarly to the experience during the production of Traana (Temporary Migrant), some of 
the actors began to deviate from the agreements we had previously made with the Kàddu 
Yaraax administration. They went so far as to initiate an informal strike in order to negotiate 
for better individual compensation, and more ataia (tea) breaks during the shooting. This 
occurred during a scene depicting a workers' strike at the Chaussons fabric led by Bouba 
Touré himself playing is own role 50 years later. Diol Mouhamadou, who would typically 
oversee such matters sovereignly, was unable to be present during this second workshop. As 
a result, a more horizontal organizational structure emerged, which, while welcomed, also 
led to increased chaos, joyfulness, a heightened emphasis on power dynamics within the 
context of the Theatre of the Oppressed, and more ataia breaks full of storytelling by Bouba. 

In parallel, we worked on adapting the play into different Theatre Forum formats, where the 
audience would be swiftly invited to engage in conversation with the actors and the 
scenario, potentially even changing it. Kàddu Yaraax performed the play on the beach of 
Yaraax as a side event during the Dakar Biennale of 2018, and later during  their festival. 
During the festival, Bouba Touré would join the conversation after the performance to speak 

https://raphaelgrisey.net/news/xeex-bi-du-jeex-a-luta-continua-2/
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about the cooperative of Somankidi Coura. Switching between Theatre Forum, classical play, 
invisible theatre, and filming was undoubtedly an enriching experience for all parties 
involved. Kàddu Yaraax and, in a sense, the villagers functioned almost like a chorus in the 
storytelling of Bouba Touré and the archives—reinterpreting, translating, and 
contextualizing his struggles and cooperative experiments within their own reality and 
becoming in a sense co-author. Bouba Touré was grateful for their commitment, and the 
feeling was mutual. 
 
The latest adaptation of the play took place in Tambacounda for the Festival de L’Union in 
2020, upon an invitation by Agnes Stillger, who had previously invited me and Bouba Touré 
to collaborate on a seminar at Villa Romana in 2018. Stillger was curating the residencies and 
research program Seeds For Future Memories. 

Eight actors of Kàddu Yaraax traveled to Tambacounda at their own expense and met 
Ousmane Sinaré, co-founder of the cooperative of Somankidi Coura and Sikhou Diaby, the 
son of Dramane Diaby, Bouba Touré's brother, who both arrived the same day from 
Somankidi Coura. After the play, Ousmane Sinaré delivered a speech alongside the Kàddu 
Yaraax actors involved. Bouba Touré and I couldn't attend due to budget constraints. It was 
quite an experience to organize this from afar and witness through WhatsApp messages and 
social media the ongoing networking and encounters happening without our physical 
presence. The expanded activities of the research with Káddu Yaraax were spreading 
geographically and linguistically, but they came to an abrupt halt with the arrival of Covid in 
Europe. We had envisioned with Bouba Touré, members of the Cooperative of Somankidi 
Coura and of Kàddu Yaraax proposing a residency at Thread and further workshops involving 
a greater number of cooperative members and actors from Káddu Yaraax, along with Malian 
actors who speak Soninké or Bambara, near the Senegal River and relatively close to the 
cooperative. Despite the absence of Bouba Touré and the political situation in Mali, I still 
hold hope that this project will come to fruition in the future ideally combine with an 
ambulant cinema tour along the Senegal River. 
 

Sub-conclusion 
 
The collaboration with Kàddu Yaraax and its various presentation formats 
demonstrated the potential of generative practices and archives for the research 
project: a shift in authorship, the dissemination of the Somankidi Coura narrative 
informed indirectly by all of Bouba's stories and archival research, and perhaps 
most importantly, the continuation of intergenerational transmission between the 
elders of the cooperative, their children, and the youth from the region, despite the 
challenges of translation between Soninke, Wolof, and French.  
The years 2018 and 2019 led to reflection on circulation, planetary scale, autonomy, 
deep listening, soil, gardens, and seeds politics. A multi-perspective approach 
within the project linked to the planetary scale and the multiplicity of correlations 
with difference felt necessary consequently and additionally to the collaboration 
with Kàddu Yaraax.  

https://raphaelgrisey.net/news/festival-de-lunion-xeex-bi-du-jeex-a-luta-continua/
https://raphaelgrisey.net/news/festival-de-lunion-xeex-bi-du-jeex-a-luta-continua/
https://raphaelgrisey.net/news/seeds-for-future-memories-symposium/
https://www.albersfoundation.org/foundation/residencies/thread


Parallelly to the research development in Senegal and Mali, prolongation, involving 
language, geographical, and ecosystemic translation, as well as anticolonial 
development, took place during the series of workshops Figuring Fallow Time held 
in Levanger, Norway, together with Bouba Touré, Diol Mouhamadou, and others. 
The art world is replete with analogies, generated by biased algorithms, swiftly 
integrated within the art world's value system of discourse validation and that can 
become sloppy menace40. However, analogies aren’t mere relations or comparative 
studies. The workshop format enabled us to carefully propose comparisons, looking 
at structural relations of oppression, and potential forms of liberation and struggle. 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
40 Quoting the work Your Analogy is a Sloppy Menace by Kameelah Janan Rasheed 



Figuring Fallow Time- A Workshop  
Agro-Pastoral Ecosystems, Cultivation, Herding And Theater Of The Opressed 
Practices, In The Face Of Climate Change 
 
 
Figuring Fallow Time- A Workshop (Part 1) 
 
The title Figuring Fallow Time emerged after a text was written for the book Sowing 
Somankidi Coura. It subsequently became the title for a series of conversations, a research 
trip, and a workshop held in two parts with Bouba Touré, Diol Mouhamadou from Kàddu 
Yaraax, Sami herders and activists, farmers, refugee community members of Levanger, 
Kurdish activists, scientists, artists, and students. These events took place at Levart in the 
region of Levanger, Trøndelag, Norway. In this chapter, I aim to not only discuss the 
outcomes of the workshops but also delve into the conversations that occurred within or 
surrounded their conceptualization and preparation, as well as the research trip in October 
2018 and the workshops held in October 2018 and April 2019. 
 
I first met Anne-Gro Erikstad, who runs the art center Levart, during my initial visit to 
Trondheim for a seminar on art and labor41 that she organized in 2015. Over time, we 
engaged in regular conversations about the progression of my research. In early 2018, she 
extended an invitation for me to participate in a workshop focused on the politics and 
aesthetics of commons, public space, and gardens. Levart had initiated a new artistic and 
discursive program involving artists, local associations, social workers, farmers, and activists, 
aimed at reclaiming and activating potential forms of commons within a parking lot and the 
surrounding terrain near the Levart house, where the city planned to establish a park. 
 
Through these discussions, it became evident that Levart Art Center, along with The Park 
project and its exploration of commons, could serve as a place for creating relations 
between the sites of my research project and the rural landscape of Levanger and Trøndelag. 
Trøndelag stands out as the oldest farming region in Norway, characterized by vast arable 
lands on gently rolling hills and a coastal microclimate. It features a diverse terrain, including 
mountains, forests, high plateaus, and grazing lands for semi-wild reindeer herds. However, 
like other regions in northern Norway, Trøndelag faces challenges from extractive mining 
projects and large-scale wind farm developments, which raise ecological concerns for 
traditional Sami lands and herding pathways. 
During our conversations, I became acquainted with the civil movement led by Sami and 
ecologist activists against the construction of the largest wind farm in Europe, located north 
of Trondheim on the Fosen Peninsula. The wind farm, operated by the joint venture Fosen 
Vind DA, comprises stakeholders such as the state-owned company Statkraft, TrønderEnergi, 
and Nordic Wind Power DA, with investment from Credit Suisse Energy Infrastructure 
Partners and the Swiss energy company BKW. However, this project exhibited all the 
hallmarks of greenwashing and capitalist investment, as the investment model prioritized 

 
41 Art Production in Restriction. Possibilities of Transformative Art Production and Coalition-Building, Seminar, 4-
7 September 2015 
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profits for energy consumer companies rather than meeting local energy needs. The struggle 
unfolded both on the sites earmarked for the wind farm and in the media, with the state and 
the construction company on one side and ecologists and the Sami herding community on 
the other. 
The situation highlighted issues of common land use and ownership. The movement 
advocated for the recognition of grazing practices, territories, and rights for Sami herders 
and reindeer as part of a new anticolonial justice agenda. The Norwegian state has never 
fully acknowledged that the Fosen Peninsula serves as grazing land for reindeer and the Sami 
herding community for part of the year. The temporal use of the land for herding doesn't 
align with a relationship to land based on private ownership or wilderness. This challenges 
the prevailing episteme of nature as separate from humans, which validates neo-colonial 
practices and attitudes upheld by the Norwegian state. 
 
This investigation into the different modes of relationship to land by farmers and herders 
in Scandinavian ecosystems strongly resonated with my research near the Senegal River in 
the Sahel. These relationships and cosmologies all have to contend with neo-colonial 
politics and struggle with climate change. Considering the "agro-pastoral pact," the 
agreement between herding and farming, is crucial for understanding the social relations 
among humans, soil, plants, and wild or domesticated animals, both along the Fankhoré 
River and on a planetary scale. A comparative approach had been left behind in my 
research, and this could serve as a starting point for discussion and a workshop. 
 
But let’s briefly return to the current situation in the Sahel: Over the past few years, in Mali, 
Burkina Faso, Niger, and indeed in most Sahelian African countries, deadly conflicts have 
erupted between herders and peasant populations over land issues and access to water. 
While these conflicts have existed for a long time, they were often resolved through 
negotiations and were even structural in the social relations between groups. However, they 
have recently taken a more threatening turn due to the shrinking of grazing land during the 
dry season. The climate breakdown in the Sahel is evidenced by shorter rainy seasons and 
intense rainfall that drains the soil instead of soaking into it, resulting in water stress. These 
longstanding conflicts have become more deadly since 2012, as they have been 
instrumentalized by various militarized political factions operating in the region. Weapons 
originating from Libya have made their way into the region, fueling secular separatist 
groups, jihadist factions, and paramilitary groups formed by local residents in response to 
the absence of state governance or, conversely, to support state military forces. 
 
During my research, I encountered many heated comments and animosity towards the 
Fulani people, a population historically involved in herding (though not exclusively) and 
spread throughout West Africa. They have faced various forms of discrimination in 
education, healthcare, and political representation since colonial times. This hostile speech 
was fueled by the civil war in North and Central Mali, as well as the conflation of Fulani 
villagers with supporters of the Katiba Macina jihadist group. 
 
The region of the Somankidi Coura cooperative has remained largely untouched by the 
conflict so far. The practice of cousinage and taquinage, jokes made around the relations of 
people's groups and family names when they meet someone, still serves as a strong social 
bond today. At the cooperative, the Fulani family of Samba and Founty Sy has been 



responsible for caring for the cattle of the villagers in addition to their own since the mid-
1980s, when they were hired by the founders. The agro-pastoral rhythms of life dictate the 
days in the village; the cooperative isn't solely focused on growing vegetables. The cattle 
leave the village early for grazing and return at night for milking. Donkeys are typically left on 
plots of land lying fallow after a harvest, where they eat the last remaining leaves of the okra 
plants. The compost used in the fields comes from the manure of the cows, sheep, goats, 
poultry, and donkeys of the cooperative. 

The division of labor remains very strong between Soninke or Bambara peasants and Fulani 
herders. Fulani people primarily work caring for the herds of others, but they rarely own 
their own livestock.  
These days, perhaps more than before, one can observe herders setting up temporary grass 
houses in the proximity of the river during the dry season. During my previous stay at the 
cooperative, I regularly heard about cattle or goats being intentionally or unintentionally left 
to graze in the cooperative gardens and the conflicts it may have caused. This could lead to 
various responses such as the construction of fences for the gardens, the creation of 
corridors for the cattle to access the river, or heated discussions in the village. I only heard of 
one case in the 1990s where a goat was killed as a last warning after repeated incidents of 
crop damage in the gardens. Otherwise, the pact, co-living, and ecosystem were maintained 
well. 
Therefore, the pressure on the agro-pastoral relations and ecosystems that I had been facing 
directly in my research led me to try to articulate this to the situation in Norway. 
 

A visit to Gunnar Austhreim 
 
In this regard, during my research for the workshop, I contacted Gunnar Austhreim from the 
Institute of Natural History at NTNU, who has been working for decades on grazing land in 
northern ecosystems, often referred to as "Alpine" ecosystems. During our first 
conversation, we discussed the radical shift that occurred in the 20th century from semi-wild 
environments to the strengthening of the divide between wild environments and those of 
intensive farming on a global scale. Not long ago in Scandinavia, various types of livestock 
would be left to graze for part of the year (including sheep, reindeer, and cows), whereas 
now this is mostly the case only for semi-wild reindeer herds. This division in landscape 
imagery between wild forests and cultivated land has had significant legal consequences for 
land management and policies, effectively excluding people and beings from grazing 
systems. It became clear to me that for biologists as well, an understanding of socio-
ecological systems was necessary to progress further. 
Since our conversation, it has become increasingly clear that the non-consideration of semi-
wild environments and the drastic extinction of wild ecosystems in favor of extensive 
agriculture or other extractive activities have forced narrow cohabitation of species. This has 
resulted in accelerated opportunities for viruses to mutate and play a leading role in all of 
the epidemics of the last few decades, including Covid-19, AIDS, swine flu, influenza, SARS, 
and Ebola. 

We discussed the recent chronic wasting disease epidemic that had affected a herd of many 
thousands of reindeer and two moose the previous year, leading to great worry and 



depression within the Sami herders community. The chronic wasting disease in the reindeer 
population was very similar to a North American type, suggesting that it may have been 
introduced from the North American population of reindeer. Apparently, this disease 
persists in the environment; it can become stuck in the soil and remain there for extended 
periods. As a result, animals could be contaminated for 8 to 10 years. 
 
Gunnar Austhreim mentioned another recurring problem related to climate breakdown in 
Svalbard and in Northern Norway: the rare winter food supply that reindeer and other 
herbivores could usually access by digging up the snow was often getting stuck under a layer 
of ice, making it inaccessible. When the weather changes abruptly over a short period, first 
becoming warm and melting the snow, and then becoming cold again and icing over the 
water, the reindeer cannot reach lichens or grass under the thin new ice layer. This stressful 
period for reindeer and other herbivores had previously existed but tends to occur more 
often now, leading to death. 
 
Another important aspect stuck in the ground is CO2. There is a common assumption in 
agroforestry that trees harvest CO2 from the air. While they do absorb CO2 from the air, 
they first pump a significant amount of CO2 from the soil. The alpine ecosystem has the 
capacity to retain a lot of CO2 in the soil, partly with the help of herbivores. In the words of 
Gunnar Austhreim, this is an important ongoing discussion between agroforestry workers 
and ecologists, from which new forms of agroforestry could emerge. 

Big herbivores exert pressure on the soil and alter its chemistry, and they also produce 
manure. Mammoths, extinct for around 4000 years, used to break trees with the weight of 
their bodies, creating niches for microorganisms and insects to thrive on the dead trees. 

On a related note, some bioengineering researchers in Denmark and Russia, perhaps driven 
by publicity and questionable transhumanist notions, have discussed the future possibility of 
reintroducing extinct woolly mammoths into northern ecosystems. Intact remains of 
mammoths have been found in places where permafrost has melted in recent years. By 
developing stem cells found in the blood or organs of an Asian or African elephant, it is 
theoretically possible to reintroduce the mammoth species. 

When Gunnar Austhreim mentioned this story, I became very intrigued. If we could 
contemplate the potential breeding of a woolly mammoth with an elephant, we could 
imagine numerous benefits in terms of comparing and contrasting the experiences of two 
ecosystems, plotting their imaginary evolution, or considering the possible inter-ecosystemic 
services facilitated by human host. 

During the summer of 2018, the effects of climate breakdown were palpable across vast 
areas of Europe, experienced firsthand by many without the need for scientific instruments. 
This period marked a turning point in public opinion regarding the urgency of addressing 
climate change issues. 

While we were preparing for the workshop, unprecedentedly large forest fires were raging 
in Norway and Sweden, even above the Arctic Circle. Anne-Gro Erikstad emphasized the 
direct health impacts of climate change on reindeer herders: herds were succumbing to 
epidemics, which not only affected the very existence of Sami herding communities but also 



the economic viability of their way of life. Many cases of suicide were reported within the 
herding community, highlighting the urgent need to address these challenges head-on. 

The decision to include a member of the Kàddu Yaraax theatre company in the workshop 
alongside other participants such as Bouba Touré was made early on. Conversations with 
Diol Mouhamadou revealed that certain methods and games from Theatre of the Oppressed 
could serve as valuable relational techniques and necessary abstractions to navigate the 
complexity of various socio-ecosystemic situations and their potential intersections, as well 
as to address oppressive structures both within and around these systems. Diol 
Mouhamadou emphasized the importance of having a diverse group of participants with a 
range of perspectives and claims regarding the local situation, ensuring that the workshop 
didn't become exclusively focused on individuals from the art world. 

Given Diol Mouhamadou's own background and experience working with herder 
communities in the Northern Senegalese region of Fouta Toro, particularly with his Pulhar 
descent, he expressed a keen interest in meeting people from the Sami community and 
other herders. There was even consideration for a potential collaboration with the Avant 
Garden Theatre of Trondheim, although this collaboration ultimately did not materialize. 

 
Research Trip and first Figuring Fallow Time workshop in October 201842 
 
Before describing and sharing my thought on this first trip, I reproduce here an extended 
version of the public invitation to the workshop with additional notes that resume the 
premises and questioning preceding it: 
 

Can we compare agro-pastoral pacts coming from West Africa and Norway, and their 
correlated ecosystems? Can we breed them and build multi-situated knowledge interfaces 
without reproducing neo-colonial patterns of extraction? 
 
In this workshop, we propose to learn from the experiences and methodologies of the Theatre 
of the Oppressed company, Kàddu Yaraax, based in Dakar, and their use of forum theater 
towards mobilization for social change and political action in local communities in West-Africa. 
The workshop will navigate between visual and performative arts research, practices of 
cultivation and herding, migration and translation of situated knowledge and pedagogies. 
Through methods of improvisation, we will invite participants to bring their personal 
experiences into the workshop. We aim to create a resonance with (agri)cultural, post-colonial 
and migration politics in Norway, in order to think of collective modes of resistance to climate 
change in relation to the violence of extractive capitalism and neo-colonial imaginaries. 

Additional notes for the workshop: 
How climate changes the properties of the earth? 

 

42 The research trip and the workshop in Levart, Levanger (NO) was held on October 11-13, 2018, with Diol 
Mouhamadou, Bouba Touré, myself, Sissel A. Berg, Bjørg Nyjordet, Magnar Gilberg, Jostein Trøite (Oikos), M. 
Trøite, Aina Bye, Anne-Gro Erikstad, Prerna Bischnoi, amongst others. 

 

Research%20Trip%20and%20first%20Figuring%20Fallow%20Time%20workshop%20in%20October%202018


As a proposal for discussion along the workshop, we would like to suggest some thoughts 
around agro-pastoral and fallow time ecosystems, practices, imaginaries and cosmologies. 

A new word should be found in English to designate fallow land or fallow time. What we see in 
a fallow land is exactly the opposite of what its name seems to imply: nothing lies fallow in a 
fallow land: we observe on the contrary the busy work of worms, herbivore cattle, humans, 
micro-organism and earth nutrients, forming an ecosystem of complex assemblage and 
kinship. Fallow land accelerates the production of fertile soil, that can capture carbon properly 
and enable future cultivations. It is opposed to the wretched earth43, exhausted by intensive 
plowing, fertilizer, herbicides or pesticides. The cycle of the fallow land – the alternation of 
cultivation and grazing on a piece of land – is at the core of agro-pastoral pacts. After a land 
has been cultivated for a while, it is let to feed the cattle, and for worms and micro-organisms 
to digest and enrich the soil. In the agro-pastoral pact, the land, the earth is a common, it 
enables the association and kinship between multiple modes of living, sedentary and nomadic 
ones, vegetal and animal, geological and biological. An agro-pastoral pact designed also an 
alliance of people which have been historically removed from their land and forced to migrate 
to become work-forces and raw material in the plantations of the colony or in the cities of the 
empire, or cannon fodders in colonial wars. It could also trigger future form of alliance within 
the recomposition of a working class (which would imply a redefinition of labor out of it sole 
productivist conditions and by a decentering of the human within class systems) 

If artistic research is a nurturing process that needs our analytical attention, could we 
compare it to the process of fallow time? What would be the benefits and limitation of such 
a comparison? If we abstract and conceptualize the notion of fallow time and of agro-
pastoral pact as a set of practices for creating and nurturing kinship between different 
modes of lives, how could it become a tool to accelerate earth reconstitution, secure 
commons? How to become resilient to productivism, anthropogenic processes that destroy 
biodiversity, capitalist mode of land property, and to climate change?44 

Climate change and desertification involves us all into migrations processes. The pastoral and 
transhumance movements become similar than the one of climate refugees. More shepherd 
and cattle need to graze closer to water supplies. Access to water has been privatized, the land 
nearby rivers became ownership of the landlords and the peasants without soil had to flee to 
the cities. The soil changes properties due to climate change, it needs seeds and situated 
knowledge coming from elsewhere. 

On October 11. and 12. 2018, we did first a site visit of the organic farm of Jostein Trøite 
(chairman of the ecologist party Oikos) and of his partner Mme Trøite and of the 
permaculture garden of Bjørg Nyjordet and Magnar Gilberg. Then the art center Levart of 
Levanger hosted a first presentation by Aina Bye around her photographic practices and 
reindeer herder practice, a second on the artistic research project Sowing Somankidi Coura, 
a Generative Archive, and a Theater of the oppressed workshop led by Mouhamadou Diol. 
 

 
43 'The Wretched Earth: Botanical Conflicts and Artistic Interventions', guest editors Ros Gray and Shela Sheikh 

Numbers 151–152: March–May 2018, Third Text 
 
44 In her introductory lecture «Refusing to be Resilient Thusly: Soil, Care and Postcolonial Futures» at the 
Kunsthall Trondheim around the opening of the exhibition Sowing Somankidi Coura, Shela Sheikh will formulate 
a critic of resilience and care and of their ambivalences (partly as an indirect answer to these notes I suppose). 
 



During the visit of Jostein Trøite farm, we discuss the invisible traces of past conflicts 
between farmers and Sami herders. Jostein Trøite told about forgotten stories, about violent 
outburst in the early XX century between farmers and herders. These stories haven’t been 
properly assessed in the regional collective history and were untold or forgotten. The 
situation usually conflicted during transhumance period in animal husbandry, the herd 
would come down the mountains after the summer and stay too close to cultivated fields or 
pass accidentally on them because of a lack of passage, fences and individual leaving the 
herd. After a conversation in the living room surrounded by the family relative photographs, 
and the embroideries of Mme Trøite, we went visiting the barn and the cowsheds. 
At the entrance of the cowshed, Diol Mouhamadou was asked by the hosts where he had 
been coming from and when he had arrived. He couldn’t enter the cowshed. He had come 
from Senegal 10 days earlier and shouldn’t be in contact with the cattle. Suddenly, an 
unfamiliar, uncomfortable epidemiological logic entered into the play and into our bodies’ 
interaction and discussion. I remember that we looked at each other, Diol and I, feeling both 
surprised and unwell. What we may have perceived for a second as a form of ostracism, was 
a consideration following another logic: an attention given to the invisible movement of 
viruses and microbes following the logistical infrastructure of globalization of humans and 
goods that could endanger domesticated animals and livestock.  
 
Jostein Trøite and Anne-Gro Erikstad then recalled the catastrophe of the summer 2017, 
mentioned by the biologist Gunnar Austhreim in a previous conversation, where large 
reindeer herds in the region of Salbu had to be slaughtered to stop the spreading of a 
reindeer chronic wasting disease. This disease might have been brought back on the boots of 
Norwegians who went hunting moose in Canada. Did they come back with their boots full of 
North American soil, its microbiome, and viruses? Farmers and herders were therefore 
especially cautious at this point, and the Norwegian reindeer would have to be quarantined 
and tested for a five-year period. Did climate changes also have a role in the spread of the 
disease? 

The farm was multifunctional and recalled the cooperative of Somankidi Coura in this 
regard. We spoke about the inconvenience of the use of tractors that compact the soil too 
much, depriving earthworms of oxygen. The surrounding productivist farms were 
experiencing the impoverishment of their soil due to decades of industrial fertilizer and 
pesticide use. We spoke about tree hedges, hedgerows, their ecosystems, and how they can 
protect from the cold wind as they can protect from wind dust and erosion in the Sahel. 
 
My first memory from our visit to the wonderful house and permaculture garden of Bjørg 
Nyjordet and Magnar Gilberg might be the four rows of carrots cultivated in the garden, 
each row consisting of a different type of carrots that can react and be resilient to various 
climatic hazards. The weather has been unpredictable, and the use and regeneration of 
biodiversity was one way to respond to it and guarantee a harvest. This could involve using 
various varieties like here, breeding them to produce your seeds, or rebuilding the 
microorganism life of the soil. 

The second memory is of the experiment and experience of cultivating crops over many 
years in order to create a deeper root network, enabling the absorption of nutrients absent 
in the topsoil layer and reaching deep groundwater. 



 
Bjørg Nyjordet and Magnar Gilberg give a lot of attention to the microclimate created by a 
tree or by a hedge of vegetation protecting the garden from the cold wind coming from 
uphill. From the house, one had a view of the fjord and the bare surrounding fields caught 
up in the wind of large intensive farming exploitation. Sometimes, they said, there was a 3 to 
4 degrees difference between their garden and the fields. The small peasant and the 
fisherman faced the same problems here near the fjord as on the bay of Yaraax in Dakar or 
near the Fankhoré river, fighting against agribusiness monopolies and necropolitics that 
threaten the soil, the water, and their biodiversity. The house and the garden concentrated 
many experiments of beneficial mutations and co-living. 
 
Diol was seeing the snow for the first time, and the sun rays were illuminating the autumn 
colors of the leaves. Back in Levanger in the evening, I stayed in a flat of a small wooden 
house belonging to the socialist party of Levanger. The party’s office was painted red and 
had a large portrait of Karl Marx in the middle of the room. Bouba Touré and Diol 
Mouhamadou came over in pilgrimage to experience the unexpected presence of Marx near 
the fjord and to take some selfies and photographs of the place. 
 
On the second day of the workshop, on October 13. 2018, myself, Bouba Touré, 
photographer and co-founder of the agricultural Cooperative of Somankidi Coura, and Diol 
Mouhamadou from the Theatre of the Oppressed company Kàddu Yaraax based in Dakar, 
Senegal, were first welcomed as new collaborators of the PARK project, led by Levart. Then 
the three of us presented and discussed our practices in artistic research, cultivation, and 
Forum Theatre, translating our situated knowledge to create resonances with (agri)cultural, 
post-colonial, and migration politics in Norway. In the afternoon, Diol Mouhamadou 
proposed a workshop introducing Theatre of the Oppressed methodologies through a series 
of games. 

After our presentation, Aina Bye, who was documenting the workshop, presented her 
practice as a reindeer herder and photographer within the Sami community and her 
experience facing the neocolonial settler Norwegian laws. I noted that the state asks the 
herders to fence their herds, instead of the peasants having to do it to protect land being 
cultivated. Herders are responsible if an animal eats on field margins without hedges. 
Recognition of traditional forms of herding and transhumance were lacking even in the 
detail of a fence. This kind of conflict would, of course, remind me of the situation facing 
Fulani herders in the Sahel when their herds graze close to cultivated fields. 

Aina Bye spoke about the different positions between ecologists and herders around the 
reintroduction of bears and wolves, for example. While ecologists would promote the 
preservation and reintroduction of wilderness, Sami herders, who navigate this "wilderness," 
endure the obligation to show remains of slaughtered reindeer by a predator to get a chance 
to be reimbursed for their loss by the state. It is generally very difficult, if not impossible, to 
find the remains due to the wide territories and plateaus on which herds graze or move. 
Aina Bye also had some considerations on climate change. The snow melts earlier than usual 
and unexpectedly, making the work of the herders much more difficult. They can hardly use, 
or cannot use at all, their snowmobiles to gather the herds or find missing animals while on 
the high plateau. 



After the presentation, Diol and I engaged in an informal discussion: Wasn't it necessary to 
include a third entity, a shamanic one, representing the figure and existence of the Sami-
Reindeer, to evoke the full scope of Sami and reindeer politics? Were Sami herders' new 
habits twisting the figure of the Sami-Reindeer, if reduced to the new economy surrounding 
reindeer meat business? Was it a betrayal of its cosmovision, a sellout of the Sami-Reindeer 
entanglement? By opposing the reintroduction of wolves in the region for purely economic 
reasons, did Sami herders' approach to reindeer herding become reduced to productivism, 
and reindeer reduced to livestock? How are economy and cosmovision intertwined? All 
these latent conflicts within the Sami Reindeer community within the neocolonial settler 
ruling system were possible dynamic lines to set up a rehearsal for a scenario of Forum 
theatre.  
During the workshop and the brief introduction to Theatre of the Oppressed led by Diol, 
our discussion focused on intersecting practices and our individual situated knowledge. 
We pondered what a theater piece on changes in practices and habits might entail. What if 
Diol Mouhamadou stopped putting sugar in his coffee? What if the workshop occurred 
without translation? Or, alternatively, what if translation took on forms other than oral 
translation, incorporating body movement and spatial relationships? 
At the end of the day, we spoke a lot about pedagogy. How could the experience and 
establishment of the cooperative serve as a pedagogical model drawing from 
permaculture, migrant theater, and anticolonial activism? How could the history of the 
cooperative resonate differently with various audiences? We explored the ideas of Paulo 
Freire and his Pedagogy of the Oppressed, particularly focusing on Theatre Forum, a method 
of the Theatre of the Oppressed. Towards the end of the workshop, we also discussed the 
role of pedagogy for Kurdish peshmergas in Iranian Kurdistan with Parisa Akbarpour and 
Salahedin Naderi, who joined us. Throughout, we engaged in theater games, mnemonic 
songs, polyphonies, and role-playing exercises. For instance, Bouba Touré took on the role 
of the climate, bringing the warmth of the sun to Trondheim for the duration of the 
workshop. What began as a jest evolved into a technique to engage with, interpret, and 
communicate about the weather. It became essential to try embodying the climate and its 
societal changes, as well as non-human characters such as lichens, worms, termites, 
grazing herbivores, windstorms, or sun rays. 
We triggered our imaginaries and pay attention to our body in space in relation to the other 
bodies present or absent in the workshop space.  
We spoke about debt. Someone imagined the debt of a crocodile who eat a sheep toward 
the villagers, we spoke about a positive social debt that made each other dependent to 
each other, a different debt than the colonial debt system. 
We spoke about mixing cement with termite soil to do the foundation of a house, and about 
the possibility to irrigate the fields using the termites well and galleries networks under the 
mount, at night, to keep the water deeper and cooler during the dry seasons. 
This initial gathering prompted us to consider forms of performativity surrounding the 
encounters that took place. By encounters, I don't just mean the interpersonal interactions 
during the workshop, but rather the meetings of cosmologies and beings. Many of us, 
myself included, felt compelled to embody the modes of relation we had learned about. In 
this context, inspired by Bambara "causal" hunter songs, we engaged our protagonists in 
conversations, framing them within titles that suggested a directionality and form of 
relationship: 



 
The Story of Samis Told by a Reindeer to a Fulani Herder 
 
The Tale of the Bear That Tore Apart the Sami-Reindeer Told By The Dog of the Fulani 
Herder 
 
The Tale of the Farmer Told By The Worm To The Plants Eaten By The Cow 
 
The titles served as guiding markers for the structure and narrative direction of the 
subsequent workshop in April 2019. 
 
 
Figuring Fallow Time – A Workshop (Part 2)45 
 
The second workshop at LevArt, Levanger, took place on April 5 to 7 2019 and was led by 
myself, Mouhamadou Diol from Kàddu Yaraax and Bouba Touré and included presentation 
of Unni M. Fjellheim, Shela Sheikh, Parisa Akbarpour and Salahedin Naderi. The group was 
constituted of more or less 20 people depending of the days, including the one who 
presented, two sociologists, an architect, a cook, a reindeer herder, an academic, some 
peasants, three art students from Kit NTNU, residents of Levanger and of the region, 
including a group of younger people coming from a refugee housing, awaiting for the 
regulation of their status in Norway. The group was intergenerational and with a very large 
spectrum of social background and countries of origins.  
 

 
“The society is becoming in the flesh we rehearsed.” “Methodologies are sequence of actions 
that produced evidence, shape evidence into arguments, and arrange arguments in order to 
answer the question we ask.” “Rehearsal is the material symbolics’ substance for change, 
criticism of habits and inconsistancies, lightly noted but not scripted. Interpretative practice 
give us the courage to improvise and allowed us to be vulnerable in our skin to wive variety 
of discourses and registers, materialities and directions” Beginning of a perfect decolonial 
moment, Ruth Wilson Gilmore on Stuart Hall (from a podcast from the Funambulist, April 
2020). 

 
 
Theatre session with Diol Mouhamadou 
 
On April 5 and 6, Diol Mouhamadou initiated the afternoon theater session with exercises 
that reinforced the workshop's principles. Here are my impressions of some of the games 
played during the first two days: 

The first exercise involved groups of three people: One person performed gestures that the 
second person was supposed to imitate, as if looking into a mirror. Meanwhile, the third 
person asked questions to the second one. The second person, while imitating the first, had 
to respond to the third without using the words "yes" or "no." This exercise aimed to foster 

 
45 The full program of the workshop can be find here. 

https://raphaelgrisey.net/workshops/figuring-fallow-time/
https://raphaelgrisey.net/workshops/figuring-fallow-time/


cognitive concentration and presence while interacting with two other individuals 
simultaneously. Each participant alternated roles. 

In the second exercise, each member of the approximately 25-person group secretly chose 
two other participants. Once the game began, everyone had to form a triangle with their 
chosen partners. To ensure that no one chose the same two partners, participants had to 
adapt and change their positions relative to the others. This exercise simulated swarming, 
flocking, or herding behavior among the participants, creating complex algorithmic patterns 
of movement within the group.  

 In another set of exercises named the Sense of Places (Les Sens du Lieu), each participant 
associates four sites they personally experience with four places in the room. To each of 
these four places, they should associate a gesture and a sound. The exercise is performed all 
together anonymously (the others don’t know the sites and the history you associate with 
them). One shall stay for some minutes at each site and pay attention to the experience of 
moving from one to the other sites. 
 
The exercise challenged participants to consciously recall places in a sequence and pay 
attention to the emotions and thoughts associated with each movement between them. 
This process involved translating each place into a movement and a sound, then physically 
embodying it within the rehearsal room. Personally, it was a painful experience to navigate 
this process and allow myself to be vulnerable, requiring careful attention to my own 
fragility. 

In addition to this compression of time and space, participants also had to attend to the 
presence of others in the rehearsal room. This heightened awareness of oneself in relation 
to others added another layer of complexity to the exercise. 

The already challenging, if not sometimes painful, experience of linking four important 
places from one's personal history together, often displaced in geography and time, 
became even more complex when done in the same space with 25 other people with 
diverse backgrounds. These participants had different reasons for joining the workshop 
and varied legal statuses, ranging from refugees to citizens to those awaiting citizenship or 
residency permit. Among us were individuals with Norwegian, French, Kurdish, Eritrean, 
Malian, Afghan, Iranian, and Cameroonian citizenship, hailing from cities, mountains, 
plains, north, south, tropical regions, and Sahelian ecosystems, all attempting to negotiate 
a shared space—a space of fragility—to reclaim memories of significant moments left 
behind. 

The awareness of these differences, along with the biased experiences stemming from 
such a variety of temporal and spatial contexts, permeated the rehearsal space without 
separation. The process of identifying and disidentifying with one's own places enabled a 
multiplicity of selves and a "concatenation of dividuals" in the rehearsal space. Initially, 
there was a focus on self-care rather than caring for others, but this allowed for a deeper 
listening to others in subsequent moments. But did the other participants experience the 
exercices similarly? Was the workshop welcoming enough for them to let go enough to 
experience similar aspects? How much my white fragility and privilege was at play into my 
perception of the exercice?  



Morning Presentations 

The morning seminar session commenced on the 5th with my presentation of the workshop, 
followed by one from Bouba Touré on the history of the Somankidi Coura cooperative in 
Mali, and a presentation by Diol Mouhamadou on his experiences with Theatre of the 
Oppressed in rural Senegal. 

On the second day, we had a double presentation by Unni M. Fjellheim, a Saami activist and 
reindeer herder, followed by another one by Diol Mouhamadou on his theatre experiences 
with herders' communities in Fouta Toro, Northern Senegal. Unni M. Fjellheim brought 
reindeer antlers and a hat made with the leather and fur of a reindeer head. The hat's form 
followed the line of the leather from the head so that she wore on her head the skin of the 
reindeer. The hat enabled the transformation of a Sami and a reindeer into a Sami-reindeer 
being. Suddenly, we were confronted with the shamanic being we had imagined with Diol 
Mouhamadou and Bouba Touré during the presentation of the Sami photographer Aina Bye 
at the first workshop. Unni M. Fjellheim presented the daily life of Sami reindeer herders 
and the issues they face due to climate change and the extractive activities of mining 
corporations, including the mega windmill project in Fosen that I mentioned earlier in this 
chapter. 

On the third day, we had presentations from Kurdish refugee activists Parisa Akbarpour and 
Salahedin Naderi. Salahedin Naderi described the warfare happening against Kurds and 
mountain ecosystems in East Kurdistan. He detailed how, in an effort to cut off access to 
water in certain parts of East Kurdistan, particularly in mountainous villages, the Iranian 
army developed water-draining systems to concentrate water in specific valleys. This 
strategy, akin to scorched earth politics, aimed to destroy the possibility for small-scale 
farming and herding around villages suspected of supporting Kurdish independentist military 
groups. Amateur video footage depicted disastrous floods as a result of such policies, 
impacting nearby valleys and regional cities, exacerbating the strain on local Iranian 
institutions. The overflow of water from riverbeds was a direct consequence of these 
scorched earth tactics. The water warfare politics of Iran, coupled with the intensification of 
rainfall due to climate breakdown, resulted in unforeseen and devastating consequences. 
 
Salahedin observes that East Kurdistan benefited from the reforms of the White Revolution, 
a major initiative by the Shah that began in 1963. This initiative aimed to implement land 
reform, leading to a massive redistribution of land and granting sharecroppers access to land 
ownership. This marked a departure from the previous feudal land organization, where large 
landowners held power over landless peasants or agricultural laborers. During this period, 
the state requisitioned land and redistributed it in smaller parcels to villagers. However, this 
resulted in the rural population being divided into three groups: prosperous farmers (the 
large landowners who could retain their holdings), small landowners, and village laborers. 
Only the first group could effectively adopt the US Green Revolution agricultural model 
introduced to Iran. Nonetheless, the Kurdish community in East Kurdistan saw some benefits 
from this land redistribution policy.  
Following the Islamic Revolution of 1979, this program was abandoned, and new forms of 
repression and dispossession against Kurds, such as scorched earth policies in mountainous 
farmland, began to emerge. 



Parisa Akbarpour spoke about patriarchal domestic violence within Kurdish villagers 
communities, such as forced marriage, “honor killing” or the lack of access to education and 
decision making for women. Granular oppression system, or molecular fascism can exist in 
all form of communities and within oppressed ones as well.  
 
During the ensuing discussion following the response of Shela Sheikh, we delved into the 
global politics of the Green Revolution and its ambivalent pharmakon46. This included 
discussing the soft power and proxy interests of the US in promoting high-yield crops that 
required intensive irrigation, fertilizers, and pesticides. These practices had disastrous 
consequences on ecosystems and the economies of small farmers, who became ensnared in 
a system of investment for purchasing cash crops and all the associated fossil fuel-based 
products. This often led to unresolved debt and, ultimately, dispossession and 
impoverishment of the land. 

In the case of East Kurdistan, it was imperative to discuss and decolonize notions of 
development, particularly in relation to agriculture, given the strong geopolitical implications 
of the Green Revolution in the region. Land allocation policies may have been conflated with 
the promotion of certain forms of intensive farming practices. The so-called "Green 
Revolution," the prevailing agricultural development paradigm adopted in many countries 
from the 1950s onward, served as a perfect tool for the fossil fuel-driven growth ideology 
and the geopolitics of the Cold War. 

However, the structural entanglement of agribusiness companies with state agricultural 
policies was forged even during the colonial period and persisted after independence in 
many newly independent countries. For example, colonial authorities in West Africa 
promoted the "mise en valeur" and development of colonies by favoring a handful of 
plantation owners, mostly families from Bordeaux, engaged in cotton, peanut, or sisal 
cultivation in Senegal and Mali. This monopolization continued in Senegal after 
independence under the Senghor regime and remains relevant today when examining 
agricultural trade between West African countries and France or the European Union. 

With the reduction of state governance during the neoliberal turn, major liberal NGOs took 
on roles that were previously managed by monopolistic agribusiness companies, often 
working in collaboration with them. 

In addition to the decolonization of development, another important notion that emerged 
was feminism. We also delved into the reception and the risks of appropriation by racist 
white feminist discourse of Parisa's presentation. Various colonialist legal frameworks have 
historically encouraged practices such as "honor killings" as well, for example. 
 
Throughout the three days, the workshop was a constant negotiation and translation of 
different epistemologies and cosmologies within the same space. Epistemologies were 
intertwined with geographies as well as with certain practices and modes of knowledge 
production: 
 

 
46 Jacque Derrida, Plato’s Pharmacy,1981. In Derrida’s view, the pharmakon can be a cure or a poison. 



Ecosystems at the state borders– Human and nature rights, citizenship and ecocide 
The individuals involved in the workshop all hailed from areas near state borders, sharing 
the common factor of a desire or necessity to cross them for economic, cultural, or political 
reasons 
 
The River 
The Senegal river in the Sahel region where the farming cooperative of Somankidi Coura has 
been implemented in 1977, define the border between Senegal, Mali and Mauritania. 
Equivalent modes of existence and ecosystems exists on each river banks. Farming, herding 
is often coupled with forced emigration. 

 
The Mountains 
The Kurdish people, scattered across the borders of four states (Iran, Syria, Turkey, and Iraq), 
seek refuge in the mountain ecosystems to escape oppression from the plains. The 
mountains serve as hosts, granaries, and places for contemplation, but they also become 
targets of military warfare. The fertile riverbanks in the valleys, controlled by the oppressors, 
remain inaccessible to the Kurds and are sometimes flooded due to the scorched earth and 
water control policies implemented in the mountains. Indeed, irrigation technology can act 
as another "pharmakon." In regions of conflict, such as Crimea47and Kurdistan, irrigation can 
be weaponized to disrupt ecosystems. For instance, diverting rivers to dry out regions 
suspected of harboring guerrilla fighters can render agriculture impossible in mountainous 
areas. However, the unintended consequence of this warfare water politics is the flooding in 
valleys controlled by states when heavy rains, exacerbated by climate change, occur and 
overwhelm the drainage systems. 

 
The plateaus 
Sami herders and their reindeer traverse state borders in search of food along expansive 
pastoral routes and grazing ecosystems. However, extractive practices associated with both 
open-pit mining and the establishment of wind turbine parks are severely impacting the 
herding ecosystem. Additionally, agricultural policies have compelled herds to move further 
away from cultivated lands, exacerbating the challenges faced by Sami herders in 
maintaining their traditional way of life. 

 
An Attempt At Crossing Scenarios 
 
Following our morning discussions during the workshop led by Diol Mouhamadou, I would 
like to recall the experiences of the last two days, particularly the character-building session 
we engaged in. We made several attempts to conceive a script, or rather to improvise 

 
47 Dizziness of Irrigation Systems, a text by Anna Engelhardt and Sasha Shestakova, Sygma, 2019. The text 
compare the irrigation system of Somankidi Coura and the soviet colonial canal infrastructure in Crimea.  
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rehearsals based on situations, places, and characters that were previously defined and 
discussed. 

Two main proposals emerged relatively quickly. The first was to reflect on the conditions and 
challenges faced by Sami activists in their struggle against the construction of windmill 
plants in their traditional herding territories. The second proposal aimed to explore the 
experiences of refugees at the Norwegian Directorate for Immigration offices (UDI), focusing 
on misunderstandings and structural racism. 

Both scenarios involved forms of misunderstanding, cosmovisions facing colonial power, 
violence, racism, and the impact of extractive "green" capitalism and neoliberal ideologies. 
 
The character-building process took place in small groups, with each group selecting 
characters based on the complexity of the situation they aimed to improvise and rehearse. 
Attributes such as mindset, personal history and background, way of speaking, ideology, and 
other relevant characteristics were written on the wall to guide the development of the 
characters. 
 
For the scene set in the mountains of the Fosen Peninsula, the characters included a 
Portuguese migrant worker and truck driver transporting pieces of the windmill, who was 
completely disconnected from his relatives and friends and unaware of the situation on the 
ground48. Also, present were a Sami reindeer herder and activist, an agent of the windmill 
company, an agent of the Norwegian state, and two Norwegian hunters attempting to 
understand the conflict but struggling due to their neoliberal mindset and trust in the 
welfare state. 
 
For the scene at the UDI office, the characters included different refugees: a Kurdish 
grandmother and her grandson, someone from the region of the Senegal River, some 
speaking only in their mother tongues. Additionally, there were two UDI officers, one openly 
racist and the other with good intentions but full of contradictions (attempting to navigate 
within the restrictions of national immigration law), and a police officer. 
 
The police officer served as the connecting character who could appear in both situations, 
either at the Migration Office or in the mountains facing Sami activists. The pleasure and the 
quality of the rehearsals depended on the possibility to not only play one's own role but 
also to take on the role of the oppressors, of a different gender, in order to exchange 
perspectives, gain understanding, and potentially alter the initial violent realism of the 
scenario. This allowed for the opportunity to influence and transform the course of events, 
enhancing the possibility of change within the real world. 
 
Diol Mouhamadou, at the conclusion of the workshop's final day, expressed the belief that 
theatre truly begins at the end of realism. This statement seemed to suggest that a crucial 
step was missing in the rehearsal process, one that would unlock the transformative 
potential of Theatre of the Oppressed for both participants and the script itself, allowing for 
internal change. Towards the end of the workshop, it became apparent that the aim was to 
create a future scenario that intertwined the two scenes we had been exploring. During the 

 
48 One participant had a Portuguese background. 



last rehearsal, an attempt was made to transition the Police Officer, portrayed by Mamadou, 
a young 19-year-old Malian, from the UDI office scene to the Fosen peninsula, thereby 
bringing the specter of coercive state violence into both settings. Given more time, the 
intention would have been to involve each character in the other scenes as well. We could 
have envisioned the introduction of additional characters with different shapes, senses, and 
forms of expression, such as reindeer, a bear, migrating birds, or tropical plants in the UDI 
office. This sparked ideas for other situations, like peasants rushing into the UDI office or UDI 
officers appearing in a potato field. 
 
 
Language And Translation 
 
It is crucial to highlight that the entire workshop was conducted in three languages, including 
the improvisations and rehearsals. Transitioning between English, Norwegian, and French, 
and accepting the rhythm and constraints of translation, encouraged the group to embrace 
and welcome the possibility of misunderstandings and the necessity of repetition with 
variation. It also meant accepting that sometimes not everything would be fully understood 
within a given situation but relying on the group dynamic to maintain confidence. 
Conversely, the challenge of translation allowed the group to construct a sort of 
"blockchain" based on trust and mutual translation among its members, forming a 
temporary community. 
 
 
Community 
 
What would be the adequate vocabulary to name the form of community we were in during 
these three days? It cannot rely only on a unified form of kinship and friendship. Rather, 
everyone made connections with at least a few members of the group, thereby creating a 
network of confidence. The intersectionality of some of the claims for justice, such as food 
sovereignty, indigenous rights, and refugee rights, also enabled connections. Embracing the 
complexity of the group meant engaging in a game of rescaling and translation of each of the 
cosmologies within the group. For this translation to happen without leaving anybody 
behind, one has to allow the shadow or specter of gendered and colonial asymmetrical 
relations and violence within each situation to become visible in order to better work against 
or rebalance it. The more one can name modes of relation, even those indicating latent past 
violence and modes of oppression, the stronger the community might become. And even 
though the community indeed coexisted in the same space for three days, the virtual 
realities of privileges as well of the bonds and intersectionality of justice remain. 

 
Conclusion 
 
Over the past two years, a series of workshops in Senegal and Norway, drawing on 
the methods of the Theatre of the Oppressed, sought to bridge geographies, 
generations, and struggles to the artistic research. By engaging with archives, 
presentation, storytelling, role-play, body exercices, speculation and other 
performative practices beyond filmmaking and archival practices, these workshops 



became not only a form of comparative research but, perhaps more importantly, a 
means of transmission between different groups and communities. They 
demonstrated how artistic research can extend beyond purely artistic objectives, 
opening up new pedagogical possibilities while engaging with other research 
contexts and lived experiences—without resorting to simplistic analogies.  
Moreover, these workshops reconnected with a form of dialogue and transmission 
that lay at the heart of Bouba Touré’s and of the cooperative work beyond farming 
and gardening. The archive and story telling—understood as something generative, 
embodied, and deeply interpersonal—found their full meaning and potential within 
these workshops. 

 
Short notes on economy politics 
 
Through years of artistic research, I consistently sought support from allied institutions and 
individuals, while remaining vigilant against falling into neo-liberal traps or inadvertently 
reproducing racist or discriminatory gestures. Without the collaboration and support of the 
Archive Books team, the Kàddu Yaraax collective, Anne-Gro Erikstad from LevArt, Olivier 
Marboeuf and Khiasma in Les Lilas, and others such as Nataša Petresin-Bachelez, Agnes 
Stillger, Abiba Coulibaly, Mamadou Khouma Gueye, and other curators, much of what we 
achieved would not have been possible. More than just exposure, the research and 
collaboration with Bouba Touré and the cooperative of Somankidi Coura required people to 
adopt not only the artistic works or archives but also the entire way of thinking and relating 
that we had been building over the years, as well as future projects. Small-scale institutions 
proved to be the most reliable, while larger ones often exhibited extractive and exploitative 
working relationships. 

The artistic research PhD provided financial stability in the initial years, which I tried to 
redistribute as much as possible to my collaborators, including Bouba Touré, Kàddu Yaraax, 
voices and contributors to the book, and participating members of the cooperative of 
Somankidi Coura, among others. In 2019, I had the opportunity to sell the film Traana 
(Temporary Migrant) made with Kàddu Yaraax and Bouba Touré, along with a series of 11 
prints featuring photographs by Bouba Touré, to the FRAC Normandie in France. During the 
contract negotiation, someone in the administration insisted on consolidating all works 
under my name to simplify the process, despite my surprise and hesitation. I proceeded with 
the agreement of Bouba Touré and Kàddu Yaraax. However, when we visited the exhibition 
of our newly acquired works a year later, I was dismayed to see only my name in the 
captions. This highlights the need for vigilance, especially in my collaboration with Bouba 
Touré, and the necessity of insisting on proper attribution and retribution. 

In recent years, Bouba Touré has been invited alone to prestigious venues such as the Dhaka 
Art Summit, where I was surprised to learn that he received only minimal fees. Bringing 
Bouba Touré to showcase his work within the art world, I felt responsible for ensuring he 
was not tokenized or exploited. I made efforts to provide translation for him in situations 
such as seminars and talks whenever possible. However, Bouba Touré, having experienced 
other forms of exploitation, knew how to navigate tricky situations to his advantage. He 



used the art world relentlessly as a platform to share the story of the cooperative and the 
past and present struggles of migrant workers in France. 

As we were approaching the final editing of the film Xaraasi Xanne (Crossing Voices), even 
greater vigilance towards extractive institutions was necessary, along with seeking 
supportive institutions that understand the importance of their involvement in production 
processes. 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

On Xaraasi Xanne (Crossing Voices) 

 

 

 

 

 

 

 

 

 

 

 



Since 2016, I have been assembling filmed archive materials as part of research for various 
purposes, with the idea of creating a long feature film that could serve as a culmination of 
the research. After many years, I now view this film in progress as an additional element in 
the multifaceted deployment of the research, albeit with a specific focus. As I explored the 
research in various directions and accumulated archival material from my own sources, 
Bouba Touré, the cooperative, and other collaborators, it became important to refocus on a 
form that could reflect the complexity of these sources, archival research, and the temporal 
loop. 

 
Research As Montage 
 
In many ways, most of the previous sequences of the artistic research became a sort of 
pre-editing phase of the film. The technique or the method of montage wasn’t exclusive to 
the film editing but rather applied to a large part of the research, from the writings, 
editorial works, archival works, exhibitions, workshops and seminars. For example, the 
book Sowing Somankidi Coura, a Generative Archive can be seen as a working script for 
the editing of the film Xaraasi Xanne (Crossing Voices); the first modulations of the 
exhibition Sowing Somankidi Coura, a Generative Archive –for instance at Archive books or 
later at Kunsthalle Trondheim– have been spatial montage of materials, archives and films 
that would be found later in the film Xaraasi Xanne (Crossing Voices). 

 

Reincarnation As Montage 
 
Let me to evoke a first conversation I had with Bouba Touré in 2006 way before the actual 
making of the film Xaraasi Xanne -and obviously even long before the start of the artistic 
research as well- that trigger a cinematic vision, and a desire for a particular film. I perceive 
now this conversation or this series of conversations as the moment from when many things 
started to crystalize, long before it could come out to the world in the shape of a film. 
When I am asked questions around the form of the montage in the film, and even more 
about the origin of this particular project, I always come back to this one story: the story of 
myself listening to a story told by Bouba that his grand-parents and elders told him as he 
was young. 
 
During my multiple visits by Bouba Touré in his tiny flat 58 Rue trousseau in Paris 11th District 
in 2006 or 2007, the possibilities of a recorded interview were always challenged by an 
unexpected change in plan - family phone calls, friends reaching out to get some 
photographs, or last thing to buy or to prepare before heading to the next Soninke wedding 
which Bouba had been commissioned to photograph. I had little experience of working with 
someone constantly on the move, and busy. It was very different from previous artistic or 
documentary situations where the protocol and role of the interviewer and interviewed 
were more or less clear, as well as the set-up, at whatever stage of a project.  
  
As a result, when finally, the moment arrived “to start the interview”, my questions were 
often ill informed and became either awkward, clumsy, or insistent.  They always triggered 
very long answers from Bouba, who rapidly went on unexpected paths of thoughts. Much 



more than being an interviewer, I became the listener of someone that had many things to 
say in a certain order, in a certain movement that could hardly be directed by the question 
of a clumsy interviewer. Regularly for example the answer to a question derived into the 
sharing of opinions and thoughts on current politics and particular events happening in 
France or in Mali and Africa. My questions got repeated, beating around the bush. Often 
more than a dialogue between me and Bouba, the discussion became a monologue where 
Bouba was invoking the dialogic of the relation between France and Mali, which was the 
expression of an internal dialogue. 
All this to say that I forgot how it came into the discussion, or at which movement of 
thoughts it happened that Bouba told me that he was the reincarnation of his grand-father 
and that he was moving into the world through the experiences of his elders, his ancestors. 
 
Bouba had often told me that his grand-father had taken part in WWI and that his father 
took part in WWII, but it was the first time that he was telling me about reincarnation: 
Bouba was very precise in his description and visions of WWI battle fields, how his grand-
father for example was in the trench and running under bullet fires towards the enemies 
carrying gri-gris close to his chest to keep him invincible and maybe invisible, and I guess this 
is at this very moment that he told me that he lived through this himself and that explained 
why he knew and remembered all this. 
My first reaction was to tell him that I perceived his saying and reincarnation story as 
something all very cinematic, as the possibility to bring different temporalities in a moment 
in time, in the time of a film, as a free navigation tool between the cuts. 
In later interviews, I asked him with curiosity to speak again and again about his 
reincarnation, how he got to understand that he was the reincarnation of his grand-father, 
and to precise his memories of previous lives. 
I guess my insistence reach at first a malaise and brought up the evident difficulty to convey 
such intimate experience. I was intrusive and very curious. The malaise was shared. I 
couldn’t word it back then, but I had suddenly to face my own discrepancy, the risk of 
activating the specter of a colonial researcher’s gaze and listening and supposed distant 
rationality of the interviewer.  
 
After discussing it came out that beyond the colonial specter of incredulity toward what 
would define as “believe” his was also combined with translation difficulty, as it became 
clear after many conversations that there was a clear challenge of language while epiphanies 
of his reappearance through generations may have been bound to Soninke language and 
family structures naming, that I had no idea about.49 
 
The reincarnation was calling for a film, or said differently, I needed the mediation of a 
cinematic imaginaries, montages, and memory techniques to get an understanding of what 
that could means, or how could that be experienced and inhabited in one psyche. 
It became slowly clear, writing years later the script of the film together with Bouba and 
starting various edit of the film, that these temporalities from the past (the colonial times), 
inhabited by the subjectivity of Bouba Touré, should play an important part in the film and 
give a way to change perspective on these colonial times so far and often witnessed and 
described through the ideological gaze of the colonizers. 
 

 
49 See interviews with Bouba Touré in Sowing Somankidi Coura, a Generative Archive, p. 22 



Verdun 
 
These thoughts had crystalized and further taken forms later in 2013 during a short visit in 
Verdun. Me and Bouba Touré had been invited to present my previous film Cooperative in 
the Festival Caméra des Champs in the village of Ville-sur-Yron in Meurthe -et-Moselle that 
year, a festival dedicated to film on agriculture. We asked our host how we could visit 
Verdun and he proposed us to bring us there. He drove us there and knew a lot about the 
different wars and battles that had taken place in the vicinity of Ville-sur-Yron and Verdun: 
at every crossroads, in every second rapeseed fields, we were passing memorials and 
statuary battles of the 1870 war, of WW1 and WW2. The drive became a creepy activation 
of the Modern Cult of Monument by Alois Riegel performed by our driver that seemed to 
know every single battle and their anecdotes that had taken place. 
Before we arrived in the ossuary of Douaumont, we stopped to see some remains of the 
Maginot forts, I had my camera and we both started to film the bomb craters in the woods 
not that easy to distinguish in the forest that I had grown since a century on top of them. We 
had to trick our guide, that didn’t understand our choreography with cameras, and wanted 
to tell us the next anecdote. 
We then filmed in the ossuary where there were a part dedicated to the African colonial 
army, the tirailleurs Sénégalais, later in a trench that might have been the boyau de Londres 
next to the road ,and finally at the top of the Douaumont Fort with the French, German and 
European flag floating. Finally, we escape for a little walk the two of us to give a chance for 
Bouba Touré to collect himself on the side of a path going into the forest between trenches. 
(maybe the Chemin du Loup?) I was following Bouba and his path while filming, he stopped 
at some interval to make a prayer for his ancestors that had fought there. I would follow his 
movement and pause with the camera and then continuing on the path, in an attempt to 
render in motion a choreography of grief, and recognition for Bouba as much as my personal 
sensation of bewilderment in front of the absurdity of the situation, and of the grotesque of 
war and its surrealistic component. We were both performing an automatic ritual within the 
site of Verdun. This place felt for me foreign and surrealist like the Parisian monuments 
taken by Jacques-André Boiffard, in the middle of the birth of automatic writing after the 
industrial killings of the first world war. For Bouba Touré it felt familiar, he had already been 
here in a previous life, it was a moment of recognition, of rebounding through space and 
time. Bouba had already run, hide and seek for survival and the surrounding trenches. He 
had already kissed, hold tight his Safaare (gri-gris, his charm) and made all the necessary 
rituals to seek protection and remain invincible at one of the pick of alienating colonial 
systemic horror, who had send thousands of colonial subjects to die in the trenches, a story 
kept invisible for decades and that kept repeating during the second world war, and later 
during the liberation war of Indochina and Algeria. 
My only direct recognition of the war was a vision told and left to me when I was a child by 
my grand-mother : after a bombing of a mall in the center of Belfort during WWI, she had 
seen some people floating in the nearby river. The people were actually mannequins she 
said (or someone had told her). Or was it the other way around that mannequins were 
actually dead people? 
Anyhow, as abstract and surrealist war stories were for me (even though it was part of my 
family history, it hasn’t been transmitted. The generation of my parents refused or didn’t 
wanted to listen to their parents’ story. I had to ask myself voluntarily for these stories to be 
told), it had been very conscious, inhabited and even living stories for Bouba Touré since a 

https://www.andrebreton.fr/en/person/12599


long time.  
 
Back from the festival, I realize the sound had not been working the whole day of our 
shooting. I made rapidly a pre-edit of the material I had shot that day on a timeline I had 
called reincarnation. But it remained in the limbo for long years until it could be 
rearticulated within a film montage. Some of what we filmed there finally find its place into 
the film Xaraasi Xanne (Crossing Voices) almost a decade later. 
 
 

The Colonial Archive 
First Contact With State And Corporate Archives 
 
During one of my research trip to Paris in early 2016, I had the chance to meet the archivist 
researcher Laurence Malonda, who supported me to get an account to the INA pro website, 
the website of the Institut National de l’Audiovisuel, the French National Institut for 
Audiovisual and for the French Pathé archive. 
The INA host all the French public radio and audiovisual archive of the RTF (Radiodiffusion-
télévision française from 1945 to 64) of the ORTF (Office de radio diffusion-télévision 
française from 1964 to 1975) and the public radio and televisions archives since then. 
 
The INA became mostly an archive service provider for news agency and a very lucrative 
state business since the early 2000, moment that coincide with the beginning of the 
digitizing of the archives. I got told that many of the archivists have been criticizing the new 
neoliberal approach of the INA’s mission, failing in the process to fulfill its initial public 
mission. Most of the archive became invisible from public eyes, also for “professionals”: 
either on the public website or on the professional website (INAPRO) of the Ina, one access 
only to a limited part of the archives via interfaces designed for a quick search by news 
agencies that need easy access to material within a day. There is no, or little differentiation 
made between a news agency searching for an archive snippet to illustrate a daily news 
headline, or an historian, an artist or a documentarist either on the design interface, or in 
the communication. The most problematic of it all, would be the financial aspect at the end 
of the process when it comes to access the selected files in good resolution and to pay the 
bill. I will come back later to this specific point. 
 
  I didn’t know exactly what I was looking for initially but started to gather materials and 
created research folders around the Sahel droughts and famines of the early 1970s, archives 
of the particular region of Kayes, termites, archives related to the OMVS (the Organisation 
pour la Mise en Valeur du Fleuve Senegal, an inter-state organization for the development of 
the Senegal River including the state of Mali, Senegal, Mauritania and Guinea ) and its 
infrastructures, anything with farming projects and practices in the region, materials related 
to the independence of Mali and of Senegal, newsreels about the liberation wars in Guinea 
Bissau, and the other Portuguese former colonies. Parallelly, I search for archive related to 
migrant workers and later Sans-Papiers movement living and struggles. 
The detour by the state archive interestingly brought me back into other militant archives: 
One example amongst many: Taping Amilcar Cabral in the research engine, I found a film 
archive of him visiting Fidel Castro in the late 1960s. On this same reel he is having 
discussion with peasants and blacksmiths guerilla fighters back in the maquis’ bushes of 

https://fr.wikipedia.org/wiki/Radiodiffusion-t%C3%A9l%C3%A9vision_fran%C3%A7aise
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Guinea Bissau. The material had interestingly some Spanish subtitles. 
It took me a while to understand that these reels were not produced by the ORTF but got 
into their possession for some reason that I didn’t find time to inquire until now. It was 
actually one of the many wonderful Cuban Newsreel produced by the ICAIC (Cuban Institute 
of Cinematographic Art and Industry) and directed by Miguel Torres and no less than 
Santiago Alvarez. The irony in this case is that even though I tried to access the archive via 
Cuba film archive directly, it didn’t work out and we ended up paying the archive fee to the 
INA. I could find no indication that the archive was accessible via the INA platform. 
 
There have been an agreement between the ICAIC and the INA for the digitization of the 
ICAIC archives and to share the copy right benefits back in 2012. But who decided of the 
ratio and on which criteria? Even though the benefits may be shared, the rates are obviously 
defined by the INA making it definitively not accessible for a production coming from the 
South with the support of a TV or not. The rate grid doesn’t propose a differentiated South 
American rate for example.  As one uses these archives, these types of questions become 
crucial. 
 
In that case and others, there were a kind of opacity of who the right holders was, but in any 
case, the INA would benefit from it in the first place. Many films got into the archives 
contractually or not, maybe initially to make their own newsreel, the films are kept, and 
lucrative business is made out of them without informing or paying the rightsholders or the 
filmmakers. 
Another case has been with the film by Tobias Engel, No Pincha! Tobias Engel has been one 
of the activist filmmakers that went into the maquis to shoot the guerilla and brought back 
the film in France. It had been screened in activist networks such as in African workers’ 
foyers (it might have been precisely one of the films that Bouba Touré was screening in the 
foyer back then during ACTAF solidarity events). Large extracts of No Pincha! were used into 
an ORTF newsreels. If we hadn’t contacted Tobias Engel directly, we might have paid to the 
INA the whole rights without him being informed directly or retributed. 
 
 
Pathé Gaumont Archive 
 
The Pathé archive is the oldest private film archive directly linked to the birth of film 
industry, to the history of French cinema via its studio, it host mostly film archive from 
before the WWII produced worldwide via amongst other production the Pathé Journal, or 
the Pathé news in the British Pathé. 
 
The research process in the Pathé archive was very similar. In the Pathé archive I found a 
colonial educational film with few sequences showing the process of Sisal production in the 
Sisal plantation of Diakhandapé. I had filmed the ruins of the plantation back in 2008 and 
made interviews with descendants of the plantations workers together with the support of 
Ousmane Sinaré (interview with Ousmane Sinaré in Sowing Somankidi Coura, a Generative 
Archive p49). 
 
I had found only one image of the history of the plantation, only one postcard from a larger 
series made around Kayes and some action papers of the Diakhandape plantation. I 



described these archives in the second part of my text Figuring Fallow time P.285 in the book 
Sowing Somankidi Coura, a Generative Archive, and the text of Romain Tiquet (P49) speak 
extensively about the broader context of working conditions and the continuation of the 
plantation coercive system after the independence in Senegal and in Mali differently. 
 
I exposed 3min of this film roll in the exhibition Sowing Somankidi Coura, a Generative 
Archive at Archive Kabinett on a monitor with a caption explaining the condition of use of 
the archive than had been given to me by Pathé employees: to exhibit the film archive in an 
educational context and without incrusted time code, one would need to pay 300 euros the 
minute. 
 
After this experiment, the archive lay fallow until we find a way to activate it again with 
Chaghig Arzoumanian in a montage sequence of the film Xaraasi Xanne, aiming to synthetize 
and condense an history of colonial agronomy and plantation economy rhythmed by the 
hard breath of the blowing instruments of the Art Ensemble Chicago until its collapse into a 
brass instrument explosion. The montage of this sequence was made possible by an 
articulation of materials coming from research in various archive. 
 

Sub-conclusion 
This first approach at the INA and Pathé Gaumont archives was in many way very 
naïve, but it was my first confrontation into state film archives, so many things 
were visible and supposedly accessible feeding the vanity of the researcher, but 
actually I was still blind and groping my way into a maze. 
What happened with both these state and corporate archive is that one get 
emotionally attached to some materials before knowing the condition to use them. 
I downloaded a lot of material in low resolution either by way offer by the 
platforms themselves or out of the permission and guidelines set by the archive 
websites, with some browser add-on helping to download video in streaming. 
Materials get appropriated very rapidly, for the better or the worth. This short 
circuit allow forms of pre-editing and even of editing and somehow of knowledge 
production, but maintain a myth of accessibility, a compulsive appropriation of 
archive materials and missing finally to reflect of their legal status, their freedom 
and restitutions. At this stage, I could use this raw footage, in very low quality, 
most of the time with a time code incrusted, and the watermark.  
 

 
 

The Plantation And The Farming Archives And The Missing Link Of The 
Agronomical Archive 

 
Anecdote: the elders had told Ousmane Soumaré that there was a cinema in the plantation of 
Diakhandapé, next to the basin where would be washed the sisal. What kind of film were they 
looking at? Were the forced laborers allowed or even maybe invited to look at the films? Was it 
maybe some Pathé Rural film of 17,5mm develop by the company Pathé in the early 1920 to amplify 
the distribution of film and cinema in the countryside. Did this experience spread in the colonies as 
well? 
 



Photographic Archive Of The CIRAD 
 
I used in Xaraasi Xanne (Crossing Voices) a certain amount of newly digitized photographs 
from the Photographic archive of the CIRAD. I encounter the digitized photographic archive 
late in the editing process around 2020 by chance, looking at some detail about the history 
of the institution which had a direct link to colonial agronomy. To make the story short, 
CIRAD was founded in 1984 from nine colonial tropical research institutes, dating from the 
early 20st century. Those institutes joined forces in 1958, the same year of the 
“independence” of a large number of the former French colonies, to form a liaison 
committee specializing in the French overseas regions (the remaining French colonies so to 
say). It merged in 1970 to form the Groupement d'étude et de recherche pour le 
développement de l'agronomie tropicale (GERDAT) the direct predecessor to CIRAD. I didn’t 
inquire in this direction, but to look at the role of these institutions along the year,  
I was interested into the link between the Jardins d’essais, the colonial tropical agronomical 
research and its implementation in the colonial plantations. For example in the case of the 
Sisal, plants’ seeds where brought from Mexico, then germinated and tested in the green 
house of the “test garden” Jardin d’essais of Nogent sur Marne, before new seeds and 
eventually even shoots in glass boxes being transported to other experimental stations and 
fields for further breeding and experiments on a larger scales, or directly to Sisal plantation 
in Senegal,  French Sudan or Madagascar for example. 
The Jardin d’essais colonial of Nogent sur Marne was created in 1899 to increase the 
agricultural production in the colonies, a first Colonial exhibition happened there in 1907, 
the huge International Colonial Exhibition of 1931 happened nearby in the Parc de 
Vincennes. Today, the site is an agronomical tropical garden open to the public where the 
remaining pavilions and structures of the 1907 colonial exhibition are still visible, nearby are 
the Parisian head quarter of the CIRAD. 
 
The institutes were primarily non-profit organizations, each dedicated to promoting a 
specific production chain. They came together in 1958 to establish a liaison committee 
specializing in the French overseas regions. Later, in 1970, they merged to form the 
Groupement d'étude et de recherche pour le développement de l'agronomie tropicale 
(GERDAT), the direct predecessor to CIRAD. CIRAD itself was the result of the fusion of nine 
Instituts de recherche agricole tropicale in 1958. 
 
The CIRAD (French Agricultural Research Centre for International Development) had become 
familiar to me through my research. The Theatre Forum company Kàddu Yaraax in Dakar, 
with whom I worked extensively from 2016 to 2019, had collaborated with CIRAD on issues 
related to peasant seed and agro-business, including GMO and patented seeds. I had the 
chance to meet some scientific researchers and the anthropologist Frédérique Jankowski 
from CIRAD at the yearly festival of Kàddu Yaraax in 2018. I also attended another Theatre 
Forum representation within the ISRA (Senegalese Agricultural Research Institute). 
 
Around the same time while working with Kàddu Yaraax and Bouba Touré, I met the artist 
Uriel Orlow and Ariane Leblanc from La Semeuse. They were on residence at Raw Material in 
Dakar, conducting research on agro-business in northern Senegal. Uriel Orlow and Ariane 
Leblanc spontaneously joined me and Bouba Touré for a visit to Somankidi Coura. Bouba 
Touré was heading for his yearly three-month retreat at the cooperative, and I had the 

https://phototheque.cirad.fr/search/


mission to do a final proofreading with the cooperative founders for the book Sowing 
Somankidi Coura: A Generative Archive. Later in May 2018, we were invited by Uriel Orlow 
to participate in a discussion panel titled Micropolitique des Plantes at the Laboratoires 
d’Aubervilliers as part of the Soils Affinities research exhibition and program by Orlow.  
 
For his exhibition at the Laboratoires d’Aubervilliers, Orlow used some photographs of the 
jardins d’essais in Nogent-sur-Marne and interviewed a CIRAD scientist. I later found similar 
images in the CIRAD online collections a year later. The CIRAD was the colonial scientific 
entity that conducted farming experiments in the French colonies, such as Senegal at the 
Bambey experimental station in the 1930s, near the city of St. Louis. The CIRAD is extensively 
involved in civil society and farming projects in Senegal, yet strangely, as far as I know, there 
has been little criticism of their own history. 
 
 

Militant Archives 

 
I would like to name a few militant films that entered the editing of Xaraasi Xanne (Crossing 
Voices), evoke how they arrived to us, and mentioned briefly the reconstitution of a cine-
geography still in the making. Many of the films discussed here have already been explored 
in the Cine-Geography chapter. 
 
 
Nationalité:Immigré (1975) And Safrana Ou Le Droit À La Parole (1978) By Sidney Sokhona 
I have first to mention again Nationalité:Immigré and Safrana ou le droit à la Parole by 
Sidney Sokhona. A 16 mm copy of the first film was on a shelf of Bouba Touré since the 
1970s. He had projected the film himself in 1975-1976 innumerous time in foyers, movie 
theatres and social center, before leaving to the cooperative, and kept the film to this day.  
 Sokhona’s second long feature film, Safrana, or Freedom of Speech, was based on the real 
story of Bouba Touré and his group. I wrote extensively on how I got to see both the films 
and how it was decisive for the unfolding of the artistic research in Sowing Somankidi Coura, 
a Generative Archive. We also translated a series of interviews with Sidney Sokhona in the 
book.50 
 
 
Drancy, Journée Portes Ouvertes [Drancy, Open-Doors Day] 
Group Revolution Afrique (1971) 
 
On June 4th 1971, the migrant worker housing of Drancy in the environs of Paris, had an 
open-doors day. The film is shot by Richard Copans, a member of the group Cinélutte, for 
the group Révolution Afrique, and the editing certainly made by Madeleine de Beauséjour, 
an active member of the group Révolution Afrique, editor and filmmaker. 
 
The 16mm print copy of the film was kept for more than 40 years by Samba Sylla, a former 
member Révolution Afrique, in his home. With the support of the anthropologist Aïssatou 

 
50 See Sowing Somankidi Coura, a Generative Archive, p39 in text Figuring Fallow Time, the chapter called 
Apparition of archives; p139 Interview with Sidney Sokhona in Cahier du Cinema N 285, 1978 and p157 

interview with Sidney Sokhona by Guy Hennebelle and Catherine Ruelle in CinéMaction N8, 1979. 

http://leslaboratoires.org/date/micropolitiques-des-plantes/affinites-des-sols-soils-affinities


Mbodj-Pouye, the film has been digitized by Tanguy Perron in 2017, and a copy was donated 
to the Archive of the Seine St Denis Department (the same archive where the archives of 
Bouba Touré were donated). I have been exhibiting the film within displays of Sowing 
Somankidi Coura, A Generative Archive in Archive Kabinett in 2017 and later at Kunsthalle 
Trondheim in 2019. 
In its early stages, Révolution Afrique was an offshoot of Révolution!, a French organization 
that grew out of a 1971 split in Communist League by members who grew critical of the 
dominant Trotskyist line. After a fire in the migrant hostels of Aubervilliers, causing the 
death of five people in January 1970, it became the starting point for the migrant workers 
struggle in France for better living conditions within the migrant hostels. 
The group edited the newspaper Révolution Afrique. Beyond the general political context 
marked by post-May-1968 mobilizations and by the specific politicization of the migrant 
housing issue, the independence struggles of the Portuguese colonies were a recurring, even 
ubiquitous reference in the pages of the newspaper run by activists of Révolution Afrique.  
Often in opposition to the French Communist Party and the biggest Worker Unions, they 
used different repertoires of action, ranging from demonstration, to the support for 
liberation struggles in Africa. 
 
The activism of Révolution Afrique and ACTAF (Cultural Association of African Workers in 
France), was carried out, and based in migrant worker hostels, which were then home to the 
vast majority of West African immigrants. These hostels were called “foyers”, a designation 
that covered a wide variety of collective housing, including furnished rooms, hotels or 
privately managed furnished apartments. 
 
Beyond links established through kinship, language, regional origins or nationality, the 
struggles that developed in the context of foyers brought out the specifically urban dimension 
of these places, making it possible to create inter-foyer networks based on affinities and 
activism. Bisson, Charonne, Drancy, Pinel, Pierrefitte-Lénine, Raymond-Losserand and Riquet, 
to mention only a few, were the names of communes or streets. These names increasingly 
symbolized foyers and, by metonymy, movements or memories of struggles, testifying to the 
migrants’ deep, lasting rootedness in Paris and its suburbs. The foyers were originally places 
to which Sub-Saharan migrants were assigned and relegated, but they became places that 
they claimed as their own. Their paths from one foyer to another and from one suburb to 
another created a new political geography whose boundary lines they drew themselves 
collectively. 
 
Along with the ACTAF, Révolution Afrique also considered the Sahel drought and famine of 
1973, as a direct consequence of the (post)colonial infrastructures and sought ways to 
return to take action on the African Continent. Révolution Afrique tried to implement 
revolutionary cells in Senegal, the ACTAF prepared a return dedicated to agriculture in the 
region of the Senegal river, a land of rural exodus and emigration, that became the 
cooperative of Somankidi Coura. 
 
A few years earlier in 1969, Richard Copans, travelled to Senegal with Madeleine de 
Beauséjour—one of the founders of the group Révolution Afrique—to film the agricultural 
cooperatives. The plane tickets to Dakar were paid for by the Black Panthers. They wandered 
towards Tambacounda, but ultimately did not find an agricultural cooperative. They filmed 



in the villages, but the rushes did not match the utopia they were seeking, so the film was 
never completed. They had come too soon in search of an example like Somankidi Coura. In 
their revolutionary haste, they were too impatient to depict the dramas of the region’s 
farmers. 
 
 
Cinélutte 
 
Richard Copans, the same that shot Drancy Journée Porte Ouverte was part of the collective 
Cinélutte that made two films around migrant workers struggles, Jusqu’au Bout (1974) and 
Margoline (1975). We used excerpts of Jusqu’au Bout in our film that show on one hand 
intersections between black sub-saharian migrant workers and brown North-African migrant 
workers at an anti-racist demonstration, on the other excerpts of the occupation of the 
Ménilmontant Church and the hunger strike against the Law Marcellin-Fontenet that would 
be the beginning of an endless accumulation of anti-migration laws, one government after 
the other to this day. 
 
 
Med Hondo 
 
We couldn’t use excerpts of the of Med Hondo’s films such as Mes voisins, Bicôts-Nègres vos 
voisins [Arabs and Niggers, Your Neighbours] , Soleil Ô, or from the documentary Sahel, La 
Faim pourquoi?. I had used bits of Soleil Ô in the previous one hour edit but we received the 
confirmation during the final edit that Med Hondo always have refused the use of excerpts 
from his films. Despites our request and the evocation of the proximity of the film with Med 
Hondo politics and dialogue with Annabelle Aventurin, filmmaker and archivist at Ciné-
Archives working on the Med Hondo archives, the heirs refused our proposal (Med Hondo 
passed away in 2019). 
It would have been of great significance particularly to use bits of Bicôts-Nègres vos voisins. 
When I finally saw Bicôts-Nègres vos voisins in 2020 after so many years of imagining the 
film, I was first stroke to see Sidney Sokhona - who was back then the assistant and the 
translator of Med Hondo in the foyers depicted in Bicôts-Nègres vos voisins - appearing in 
the foyer as well as in the last scene with Sally Ndongo, an other protagonists of our film. 
Many relations between black and migrant activists of that period was manifested through 
the film casts itself and especially through this amazing last scene. 
I finally also could see an other film of Med Hondo made with Theo Robichet, Sahel, La Faim 
pourquoi? (1979) very late in 2021. It was another blast, and the confirmation that 
decolonial thinking around the Sahel drought and famine had been long analyzed by a 
network of thinkers and activists speaking from the African continent. The film offers 
important interviews with Samir Amin, René Dumont, Ki Zerbo and white farmers in Senegal 
producing cash crops for exportations. 
In Fatima, l’Algérienne de Dakar, that I had seen during the film program Run, comrade, run, 
the old world is behind you around Med Hondo films curated by Brigitta Küster, Marie-
Hélène Gutberlet and Enoka Ayemba, Med Hondo shot a beautiful scene supposedly in 
Senegal of peasants gathering to organize against the global exploitation of agro-businesses 
and addressing the famine and the droughts. 

https://en.wikipedia.org/wiki/Arabs_and_Niggers,_Your_Neighbours
https://www.cinearchives.org/recherche-collections-et-d%C3%A9p%C3%B4ts-faim-du-monde-la-708-1927-0-1.html?
https://www.cinearchives.org/recherche-collections-et-d%C3%A9p%C3%B4ts-faim-du-monde-la-708-1927-0-1.html?
https://www.arsenal-berlin.de/en/cinema/programm-archive/2017/film-series/cours-cours-camarade-le-vieux-monde-est-derriere-toi-the-cinema-of-med-hondo/
https://www.arsenal-berlin.de/en/cinema/programm-archive/2017/film-series/cours-cours-camarade-le-vieux-monde-est-derriere-toi-the-cinema-of-med-hondo/


Finally, I saw again Med Hondo appearing as an actor in Les Ambassadeurs de Naceur Ktari, 
in a film program curated by Léa Morin for Sinema Transtopia in Berlin in early 2023. His 
presence in this milestone film on North African migrant struggles in France confirm how 
much Med Hondo was at the intersections of alliances in anti-racist and decolonial cultural 
activities in France. 
It was for all these reasons, important to bring his voice in the film and to pay him somehow 
a tribute. We finally used an early interview with Med Hondo where he speaks about 
rampant anti-black racism in France. His voice comes again with a sound excerpts of Safrana, 
Freedom of Speech where he tells about the challenge of the peasant conditions in Africa in 
regard to what is happening in Europe. 
 
 
Script And Intention 
 
Before continuing with the editing process, I would like to share the detailed script and 
intentions that we have been using for applications in France and abroad. You can find it in 
the document section. Even though the material for the script is in French, the iconography 
and the voice-over transcriptions give an idea of where we were standing back in 2019 with 
Olivier Marboeuf, the producer, when we started with Bouba Touré the editing process for 
what would be first the one-hour version in 2019, and later the final version in 2021. 

I had already put a lot of work into organizing the materials into different folders or 
timelines, attempting edits to crystallize some ideas, and cleaning up the first recordings of 
Bouba Touré's voice-over. This work was done in parallel with slowly writing bits and pieces 
of the script from 2016. 

It's also important to note that the digitization of DV tapes and photographs by Bouba Touré 
had been ongoing since 2015 at the beginning of the artistic research. I had accumulated the 
digitization of 200 hours of DV tapes by Bouba Touré when I started pre-editing with 
Sebastien Descoins. Each time I would meet Bouba, either in Pantin or in Berlin, he would 
hand me some new DVDs he had recently produced, or I would ask him to look at some 
materials he had shot and digitize the tapes. 

 
Pre-editing 

I made a first pre-edit work in 2019 together with the Paris based editor Sebastien Descoins. 
We worked together 5 weeks with various long interlude where I would work on my own to 
complete, digitalize materials or do further research related to specific stage or sequence of 
the montage that would call for further research either within the materials I had or coming 
from somewhere else. 
 
 
Editing Method 
Sebastien Descoins proposed me to edit on FCP 10. The software enabled to organize our 
material in various ways, using the classical folder system but also keywords. 
Organizing the materials wasn’t about primarily unifying esthetically the materials. On the 



contrary, we took rather the time to look again at the materials, to relate to the history of 
the archives and of their producers, in a way that it could also honor and pay tribute to their 
works, consider how one could work with materials produced by other and not misuses it. 
The classification was done by sources, and authors, and then by a multitude of themes and 
relations that could be gathered under specific tag and folders. 
It became clear, viewing the quantity of materials that there could be many films to be done: 
for example, there were enough materials to  address the migrant workers struggle in the 
1970’s in Paris in a long feature, to reflect on the creation of the farming cooperative and on 
the relation and economical system between the villages and the migrant workers 
community, or to do a film exclusively on the colonial plantation system and agricultural 
politics. 
 
So, what could be the thread linking all this together? Rapidly, we had to consolidate the 
voice over co-written and read by Bouba Touré, add aspect on agriculture and speculative 
fiction with the twist of the griot voice, and start to build the material in relation to the 
voice. The nature of this relation was where the fine edit could start. It was all about to let 
the materials speaks to and with each other. It is not a parallel path, rather a comment on 
each other, try to express within a film the co-living and necessity of farming image 
production and of its producers togethers in ecosystems. 
 
 
Material Taxonomy Method And Historicity 
This collaboration led me to work on working method to organize the materials and to have 
a comprehensive approach of what material we “had”, and what would be “missing”, or 
needed an other approach. But at this stage already it became clear that the matter was 
more how to organize the material in a form of modular taxonomy that would already be a 
form of montage. 
First, I defined a certain amount of motives, themes (such as for example drought/famine, 
agriculture, irrigation infrastructures, Sans-Papiers, Foyers, termites, working conditions, 
material showing archival practices, etc.), authors and typology of archives (colonial film 
archive, militant archives, author film, photographs, Bouba Touré photographs and videos, 
my own archive and rushes). 
Then I started to look back at this tags and motives and consider them as potential future 
“protagonists” in the film. I asked myself how each of them could eventually “speaks” via 
different representations and forms of expression and from different time, from different 
historical period. 
Within the maze of the already accumulated archive materials, these figures and motives 
appeared slowly in different time texture and shape giving them an historicity and a 
density making them potentially able to speak even though at this stage only remaining in 
some folders. 
  
One example with the termites: I had filmed termite mounds back in 2008 for my film 
cooperative and later in 2017 and 2018, Bouba Touré had also occasionally filmed some of 
them since he started to record video diaries on video tape from 2008. Bouba Touré had 
taken also photographs of termites that had been already digitized. I had found some 
archival footages during my research drift at the INA archives and Pathé archives, in both 
cases they were without surprise a mix of colonial propaganda and scientific educational film 



even with an assumed surrealist touch for one of them (that recalled scientific and surrealist 
films by Jean Painlevé I was interested on since the beginning of the research). I would later 
find some termites mount from the late 1940s in the terrible Marshall plan propaganda film 
called The Jungle That Was promoting and financing the construction of the largest dam on 
the river Niger and the ecocidial terraforming of an entire region. 
The termites could be conveyed, appear and speak in different period of time and get an 
historicity often left in western traditional narration, exclusively for human stories. 
 
 
The Voice Over 
A voice over based on my different discussions with Bouba Touré along the year had been 
scripted for funding application that had been made in 2018 for CNAP Image-movement in 
France and Fritt Ord in Norway, and later in 2019 for a CNC production application where we 
had to handle a full scenario. I had worked closely with Bouba Touré already in 2016 and 
2017 to compile and edit previous interviews and discussion we had made in the past. I used 
this as a base to write the monologue of the voice-over, and we slowly added scenes and 
narratives, based on my knowledge of Bouba’s story or on proposals coming directly from 
him. We recorded the voice-over in France in at least two sessions at different stage of the 
writing, often correcting and or improvising during the recording itself. At this stage it wasn’t 
actually clear if the voice of Bouba should be the one to be used or if it could be eventually 
play by someone else. I guess it had to do with the fact that I wasn’t personally completely 
sure that the voice over should only and exclusively incarnate Bouba Touré and how much 
this character could be fictionalized. In many ways the script of the voice-over was a 
reduction to a narrative singularity. The wording, the expression was the one of Bouba Touré 
of course, but Bouba Touré was at play narrating anew and performing some aspect of his 
introspective thoughts put into words. Bouba Touré’s voice-over was the one of a storyteller 
and of a meta expression at the same time. We made many takes of each sentences and the 
montage of the voice over was absolutely not realist. The goal wasn’t to clean the voice but 
on the contrary to emphasize some expression.  
 
But as long we would not have tried the edited voice over in the film, we couldn’t know if 
it “worked”. I wouldn’t know as well before testing it how the juxtaposition of Bouba 
Touré’s voice over and Bouba Touré comments off camera while filming with his camera 
would sound. When we tried, it actually sounded surprisingly good, as it was giving a 
different texture to the orality of Bouba Touré and different expressions. And that the 
narrative could travel from one voice expression to the others. I remember the challenge 
with Bouba while writing to define the time of enunciation. Sometime the voice over is in 
the present action of different past, sometimes the voice remember a past or a future. The 
voice over became this sort of channel calling for other voices and music, a channel for 
recalling images, memories and archives, a channel for invoking different times. 
 
In the course of earlier research and discussions around Afrofuturism, I had been discussing 
with Bouba Touré and others on how much the cooperative of Somankidi Coura had been a 
projection into the future, a reflection, and an example of farming and irrigating 
technologies to be inspired by, and per se an Afrofuturist proposal. In my first draft of the 
film script, I was thinking of how to speak from the future. As Bouba always mentioned the 
date at the beginning of each sequence he would film, I proposed to him if he could state a 

https://www.dhm.de/zeughauskino/en/filmreihen/online-filmreihen/filme-des-marshall-plans/the-jungle-that-was/


date in the future before filming. He accepted and then refused as he felt uncomfortable 
with the idea of performing it. I was clearly underestimating the sort of affirmative historical 
consciousness of Bouba while he was recording his video diaries. 
 
I had to think of something else. I started to write bits of a fictionalized script from the 
future. I was thinking of a film by a friend, Andreas Bolm, taking place in a house in the 
countryside only connected to the rest of the world by a voice speaking on a radio from the 
future. But who was supposed to read this voice? We tried with Bouba and recorded. I also 
tried to read it myself in an attempt to experiment with another voiceover than Bouba's. I 
randomly tried to filter my voice using a vocoder app I had newly downloaded on my phone 
and started to sing the text rather than reading it. I achieved a satisfying result, even though 
I knew it would be temporary. 
 
The experience of editing my own voice and song, and its “spectral energy content” and 
variations measured by the vocoder app became a subject of thought and discussion around 
two aspects: the epic form of a griot voice and the role of music in the film in general. In 
the film intentions, the idea to build a griot voice was already present. The editing process 
helped me understand the potential role of the griot voice within the structure of the film 
and how it could serve as a musical and narrative counterpoint to the storyteller voice 
embodied by Bouba Touré. 
The vocoder effect, by emphasizing the spectral energy content and synthesizing the voice 
while pulling it out again via an autotuned tool and eventually a chorus effect, was, of 
course, echoing with its generous use in various musical productions in West Africa, 
especially in different forms of hip-hop produced in Soninke, Bambara, or Pulhar languages, 
as well as in Mandingue music in general to this day. 
 

First Editing : The One-Hour Version 
 
During the one-month editing process with Sebastien Descoins, we managed to edit a first 
20-minute segment for funding applications and, most importantly, to map and organize the 
material for editing and consider the overall dynamic the film should have. In the process, I 
continued editing alone to create an hour-long version following the same dynamic and 
rhythm we had established in these initial 20 minutes. I alternated the voiceover of Bouba 
Touré with the vocoder griot voice and created temporal jumps and movements between 
heterogeneous materials driven by the force of a potential vortex. 

From the outset of the film, we had already anchored the character of Bouba Touré and its 
relation to time. Through Bouba Touré's voice and storytelling, the film form revealed 
itself to be a journey into an intergenerational life spanning many centuries and 
incarnated in various voices. At this stage, it was interesting to compare our intentions 
with what we were experiencing while editing. It was during these discussions that the 
idea of a vortex with recurring cycles but always modulating and expanding became a 
model. 

I created this one-hour version with regular supervision from Bouba Touré, with whom I was 
fine-tuning the voiceover in parallel, as well as with Olivier Marboeuf. In the autumn of 

https://en.wikipedia.org/wiki/Vocoder


2019, the one-hour version of Xaraasi Xanne (Crossing Voices) was tested at the Contour 
Biennale and was extensively shown in the following two years at the Dhaka Art Summit in 
Bangladesh (right before the first lockdown), HKW in Berlin in autumn 2020, NBK Berlin, 
Parco Arte Vivente in Turin, and Z33 in Hasselt, Belgium in 2021. The Contour Biennale and 
the Dhaka Art Summit provided extensive opportunities for exchange on this version and on 
the editing process with various audiences. While we were aware of the chapters that had 
not yet been edited and needed to find their way into the film, the audience did not, and we 
were able to gather their first impressions, comments, and feedback. 

 
The Vortex, The Whirlwind, The Spiral And The Hurricane 
 
In an application for funding in the autumn 2019 (see pdf), we came to this description of 
the montage intention that reflect where we were at in the process. 
  

Montage in spiral and memory 
 
Crossing Voices is a film about memory. It tries both to reveal phantom images of forgotten 
events and to explore the very structure of the memorial act, which is linked to our non-linear 
perception of spaces and time. Our editing will follow this sinuous path. The film begins in the 
1970s, moves through to our current time and speculates about a possible future. Its structure 
has the form of a spiral. It advances in time without hesitating to use the repetition of certain 
sequences, which acquire new meaning as the years slip past. 
Bouba Touré's voice will serve as a guide for the viewer on this journey through time, which 
takes on an epic dimension, inspired by the cyclical time of the traditional African tale in 
particular. The film will move back and forth between the material of different eras and 
geographies. We would like to consider the archives through the prism of their musical quality 
in order to imbue our montage with a sense of ritornello, associating repetitions and 
modulations. 
 
 

Satellite Imaging 
 
I had experimented in early 2019 with satellite imaging and aerial photography from the 
Google Earth System of Geographic Information that turn into The River And The Desert, a 
video I produced for our large exhibition Sowing Somankidi Coura, A Generative Archive in 
Trondheim Kunsthalle. I wanted to use some of the material again with these following 
intentions: 
 

Satellite imaging and aerial photography from the Google Earth System of Geographic 
Information. The Google Earth System of Geographic Information permits the production of 
vectoral traveling shots the length of the Senegal River and the ability to use satellite images or 
aerial photographs taken at different periods between 1966 and 2015 during different 
seasons. The vectoral traveling shots on the river enable a grand scale vision of the intensive 
agriculture and infrastructures (dams), flooding and de-flooding of the river, the network of 
irrigated permacultures and gardens. These cold and forensic images, their plunging 
perspective replaying the perspective and extra-activist aesthetic of colonial capitalism on the 
land and nature, will take on in the film the emotions produced by the stories. We will use 
these images both for their descriptive and graphic qualities, but also to evoke the violence 

https://raphaelgrisey.net/works/the-river-and-the-desert/


suggested by their very production. They will allow us to underscore the speculative stories of 
the radio griot or those of Bouba Touré and the other protagonists. 

Later on, we embarked on virtual journeys using satellite images via the Google Earth 
imaging system, along with aerial views of the Senegal River. This was one of the methods 
we employed to give tangible form to the abstract body of the Senegal River, complemented 
by Bouba Touré's storytelling, the rich polyphonies of the griots, and archival aerial and 
fluvial videos. In our film, the river emerges as a character in its own right, weaving together 
diverse locales, continents, and seas. 

Throughout history, waterways like the Senegal River have been subjected to economic 
exploitation and extraction, from the colonial era to the present day. Numerous colonial and 
military technologies have been deployed to "develop" the Senegal River, erecting dams, 
hydroelectric power stations, and, in the past, exploiting it as a route for the transatlantic 
slave trade. Our editing process aimed to provoke reflection on the utilization and 
implications of agricultural, film, and imaging technologies. The omnipresent bird's-eye 
view underscores the influence of economic powers and empires, yet citizen science 
practices demonstrate that technologies can be repurposed from their original intentions. 

During our experimentation, I stumbled upon black and white aerial views from the time of 
independence, revealing the former colonial experimental plantations around the town of 
Richard Toll. Although this historical depth isn't explicitly addressed in the film, the inclusion 
of these images amidst the jamming experiments allowed us to reintroduce historical 
context through glitchy aerial footage. Intentionally allowing glitches in the live rendering of 
images served to demystify the technology in use, countering the allure of seamless images 
and the illusion of "immersive" technologies.  

In both the one-hour and final versions, the Google Earth imaging system's downstream 
journey along the Senegal River is accompanied by Bouba Touré's voice-over and the 
polyphonies of the griots. The river become simultaneously both a central character in a 
tale being unfolded and rendered, and a forensic witness to colonial history and climate 
upheaval. 
 

Toward The Final Editing 

 
In this chapter, I will reflect on a few important moments of the editing process with Chaghig 
Arzoumanian, and delve again in the details of archives research that we have been looking 
at, reconsidering and working with during the editing process. Due to the density of 
information and details I would like to convey, the writing will continue to be a meta-cruising 
and thoughtful diary going through the editing process, rather than a theoretical essay. 

The previous editor, Sebastien Descoins, dropped out of the project for private reasons all of 
a sudden in the middle of the editing, right after we had finished a 20-minute version and 
extensively organized the material in various folders, tags, and navigation, as described 
above. Another reason had to do with the precarity at this stage of the production; our 
application to acquire a substantial post-production budget from CNC (French Cinema Fund) 
to finish the film with Spectre Productions was in process and ended up being unsuccessful. I 



kept waiting for other editor proposals from the production and was actively searching 
myself. We had a hard time finding someone: I had approached Claire Atherton, who had 
worked with many friends in the past and who had edited most of the films of Chantal 
Akerman. We met once, but the condition was to secure a proper budget before moving 
forward. Olivier Marboeuf made me two suggestions that also didn’t work out. Renowned 
editors have busy schedules, and the financial standard we could not guarantee to fulfill. We 
needed an editor who would be fluent in French and willing to come to edit partly in Berlin 
due to my childcare constraints at that time. And of course, COVID pandemie came into play. 

In one of these long winter nights of the winter 2020/2021 during COVID lockdown, I saw 
the wonderful film by Ali Essafi Before The Dying Of The Night on Arte (I guess following a 
recommendation of Léa Morin who would later also work on the film). The film is a 
wonderful portrait of the Moroccan new cinema and cultural scene of the 60s and 70s and 
its violent repression by the state. The film is made out of an incredibly rich collage of 
experimental films, documents and musical excerpts of that time.  
It had so much to do with what I was imagining for our film. I noted the name of the editor, 
Chaghig Arzoumanian, found her of the social media and contacted her. 
Chaghig answered rapidly, she was very much interested by the project and had time. The 
other films she had edited such as Crossing the Seventh Gate also by Ali Essafi or made 
herself like Geographies, a film narrating the diasporic geographies of her Armenian family 
from today Armenia and Iran, to Turkey, to the US, to Cairo and to Lebanon, confirm me 
instantly that this was the person to edit the film with. Once she saw the one-hour version 
that I had made already, and before even starting to look at the materials and rushes, she 
read all the book Sowing Somankidi Coura thoroughly. Chaghig Arzoumanian was at that 
time finishing her thesis on Beirut representation in Lebanese Cinema. She had a nerdy and 
researcher approach to details, and expressions that was fitting mine, a diasporic 
understanding of the world that made her understand the stories of Bouba Touré and of the 
cooperative instantly. She took time to understand all the meanders of the research by 
reading and questioning me a lot before looking at the film materials. 
She embraces the fact that she wouldn’t start from scratch and be working under my 
guidance and the one of Bouba. The latest didn’t occurred, or only indirectly as Bouba Touré 
got diagnosed by a cancer in February 2021 and couldn’t be as pro-active in the editing as he 
may have wanted. 
 
 
The Scope 
 
Along the editing we focused on different aspects that need to hold together until the final 
edit and this was a lot about discussing and sometimes fighting about the scope of the film. 
Researches layers made me not giving up during all of the editing process on many aspects 
of the editing: the film had to keep somehow the complexity of the research itself, of the 
wandering, the unconscious, the backdrop, of the dead ends. It should keep the planetary 
scale, address issues around technologies, the interlinked histories of agronomy and of the 
plantation and land politics in Europe and in the colonies, the Afro-feminist take on the 
cooperative experience, and most importantly make the times past present and future 
speaks, associate, recycling together, on one hand playing on a dialectic montage but also 
overwhelming it with relations between the scripted voice over and the different archives. 



We had to find a way not only to articulate the written and the spoken speech of the 
archives, but to quote Serguei Eisenstein to create the inner speech of the film, the serious 
creative “cruises” through the “inner monologue” […] and through so-called "intellectual 
cinema", and sensual thinking. 51 
 
 
The Absent Images (Again) 
 
Before listing different editing intention and process and materials, it is important to 
underline here that I was as much inhabited by absent images and figures as well as 
tangible one during the editing. I want to evoke and acknowledge the ghostly presence of 
films, images, that I could not access, use or even see sometimes, during all the time of the 
editing process. These absent images which are still Images in Spite of All are also witnesses 
of what will always remain an uncomplete cine-geography. Only by their title, some films 
evoke already being part of an unseen Drought’s Image Factory, an underground 
anticolonial planetary ecosystem of images and earth component: 
Cap-Vert, un carnaval dans le Sahel (Carnival in Sahel), 1979 from Sarah Maldoror 
Sahel la faim pourquoi, (Sahel, the hunger: why?) 1975, from Med Hondo 
Harvest: 3,000 Years, (Mirt Sost Shi Amit), 1976, From Haile Gerima 
It was important during the editing to acknowledge that many films and archives had been 
preserved and made accessible by the voluntary work of individual activists or by accidental 
archivists52 and that this process was still ongoing. The intense processes of digitalization 
that happened the last two decades shouldn’t leave us to underestimate the precariousness 
of certain archives. The accelerated circulation of images via social media platform shouldn’t 
dispense us to the attention given to certain forms of images circulation and their 
articulation into coherent complex counter narratives. Hegemonic narratives and their 
esthetic canons are being built on the stack of images, making the point of origins, the 
condition and the value of the production of certain images vanishing. The images have to 
keep their terrestrial narratives, for their fragile earthy surface not to breakdown.  
The research project and the editing process of the film was also an attempt to mention 
and acknowledge the forgotten images, the one yet to come, the one that have vanished, 
the other that are somewhere yet to remain invisible. The absent image is a loss and a 
potential. As an invisible companion, and a witness, it would cast a negative shape to 
indicate a presence and an existence in the realm and flow of images of the film in the 
making. 
 
As we delve into the intricacies of editing, navigating the intersections of time and place, the 
rugosity of heterogenous materials, our discussions have frequently turned to cinema and 
literature, serving as valuable touchstones for our editing endeavors. I could name here a 
few, the film Materials by Thomas Heise, the Kolyma diaries by Varlam Chalamov, A Idade da 
Terra by Glauber Rocha,  Perfumed Nightmare alongside the filmography of Kidlat Tahimik, 
Sans-soleil by Chris Marker, Handsworth Songs, by the Black Audio film collective, the films 
of Agnes Varda, Robert Kramer, and in Ôri by Raquel Gerber. Additionally, the multilayered 
temporalities explored in Amitav Ghosh's works, particularly "Shadow Lines" and "In an 

 
51 Serguei Eisenstein, Film form, essays in Film Theorie, p. 250-251, Harcourt Brace, 1977 
52 Referring here to the seminars and talks series around the concept of accidental archivism and the related 

publication during the Archival Assembly #2 at Arsenal Kino Berlin in 2023. 
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Antique Land," were also in my mind during the editing.  
 

The Multiplied Self 
 
While editing from the beginning, we took care to bring other voices than the one of Bouba 
Touré. These voices were incorporating multiple generations such as the one of Sidney 
Sokhona in his film Nationalité : Immigré that tells again in a synthetic form the 
multigenerational self that will enact into the whole film53. The other members of the 
ACTAF, the French farmers, the migrant workers, the Sans-Papiers, the women activists, the 
women farmers all needed to speak together with the termites, the soil and the plants. 
The attention to a multiplied self and polyphony was a given from the beginning. 
In French one speak about a film choral, literally a “film-choir” to say an ensemble film, a 
film with multiple characters. I would rather speak about a polyphonic film because it offers 
different interpretation and it is more open. The polyphonies of intersectional struggles are 
not always picking up the same scale, colors and rhythms. Rather they are superposed to 
each other, their dialogue through dissonances and occasional intersection like an Aka 
polyphony creating new harmonies, forms of attention and listening. 
 
Intersectional Feminism Echoes In Editing 
 
From the beginning, we wanted to find a way to bring a feminist perspective into this story, 
initially driven and channeled by young people identifying as men. On one hand, we wanted 
to address the later role and political involvement of the Women's Association of Somankidi 
Coura that ran parallel and within the history of the cooperative of Somankidi Coura itself, 
and by extension, the involvement of women peasant groups in agricultural politics in the 
region today. Paradoxically, the film tells a story exclusively about men (at least until a 
certain point) in a context where most peasant coordination and groups are led by women. 

In this sense, there are still films to be made to listen to the voices, demands, and struggles 
of these women farming organizations. I had already acknowledged my personal limitations 
back in 2006 to 2008 linked to language, gender difference, division of labor, and availability 
to push in this direction. 
 
I have been addressing this during conversations with Aïssatou Mbodj-Pouye after we had 
worked together (see her text published in Sowing Somankidi Coura, A Generative Archive) 
and that she was living in Bamako. She also went looking at the history of the Cooperative of 
Somankidi Coura but especially with its link to the history of the Radio Rurale de Kayes (the 
Rural Radio of Kayes).  
 
We discussed that she could try to make a series of interviews with the women of Somankidi 
Coura during one of her trips to the Kayes region. This actually happened and she got hosted 
by Bouba Touré for a few days. When she tried to make an interview with a person more 
fluent in Bambara with Bouba Touré translating back in French, Bouba Touré happened to 
not be fluent enough in Bambara to translate in detail what the person was telling. With 
other women such as the cofounder Assa Soukho and Mariam Soumaré speaking mostly 

 
53 See Xaraasi Xanne (Crossing Voices) TC 00:11:10 



Soninke – a language that Aïssatou could speak– Bouba Touré or other co-founders such as 
Ousmane Sinaré would often answer for them during the interview.  
 
During my last visit in Somankidi Coura in 2019 after the Bamako Biennale where Bouba 
Touré had been showing a series of photographic prints that I had layout, I could do an 
interview with Mariam Soumaré. I had to do that during in the middle of her cooking and ask 
Bouba to not answer for her. In the week I was there, the work load, the gender difference 
and mostly the language issue made the organization of even informal interview 
complicated. 
 
Anyhow, I had filmed extensively the labor of the women of the cooperative back in 2006 to 
2008 and Bouba had done it too since 2008, and many materials related to women labor and 
conditions had been gathered within folders on FCP 10. 
Chaghig Arzoumanian help a lot gathering all this, looking back at other overlooked materials 
(such as in the 200 hours of Bouba Touré DV tapes that I have been digitizing the past years), 
insisted that we looked also back systematically to the photographs taken by Bouba Touré. 
We also looked again at old interviews I had made with Goundo Kamissokho and already 
partly used in the film cooperative. We actually started to use parts of them that I had 
forgotten or overviewed. 
 
Similarly, we looked at and gathered photographs of Bouba and film archives that address 
migrant women working and living conditions and their place in the Sans-Papiers movement 
for instance. It was very clear from the beginning that Madjiguene Cissé, spoke person of the 
St Bernard Sans-Papier Movement, and the other women activists for example had to be 
present in the film. She and others would appear in Bouba Touré photographs archive but 
also in films made at that time such as La Ballade des Sans-Papiers54.  
The French peasant mother scene where she explains her daily routine between childcare, 
household and farming work remained from the one hour version to the long version as it 
was a point of feminist intersection within the trans national peasant movement. 
 
Still, there are many points that the film is not addressing in relation to intersectional 
feminism: the role of peasant white women, being allies, lovers, smugglers for the 
cooperative members, or on the contrary nurturing racist structures. 
 

 
Masculinity 
 
The project speaks indirectly of masculinity linked to class and race. Women working in 
garden nearby the river would see this group of men in short trousers coming from France as 
mad, it was just unforeseeable that men could have come back to the village for working in 
the mud. Were short pants and French language considered sexy?  
All the men felt oblige to marry someone rapidly as soon as they came back, there was the 
family pressuring and all the social weight of community for those who were Soninke. Bouba 
Touré and Ousmane Sinaré used to tell that encounters and flirts with girls from Samé were 
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easier than in other villages which were mostly Soninke, before getting married. Many of 
them were from children of Mossi descendances. Mossi had been forced to come and 
worked to the Samé and Diakhandapé Sisal Plantations. Their family structures were less 
conservative as often composite offering maybe paradoxically a freer but also more 
precarious social life.  
For Soninke male, working in the field was the less gratifying work. The reason why would be 
too long to explain here as it has to do with division of labor on one hand, and a long and 
complex history, that goes back to the role of Soninke population within the slave trade, and 
later within the colonial economy on the river Senegal of colonial goods and raw materials 
from the region such as gum Arabic before the train Dakar Djibouti was built. Soninke sees 
themselves fundamentally for all these reasons as merchants and traders. Important is also 
to understand how the Soninke people are imbricated in forms of class and cast systems 
within the local social relation of agro-pastoralism and in general in the sub region of West 
Africa where Soninke are spread (even though concentrated particularly near the Senegal 
river region of Kayes, Yelemane, Nioro du Sahel and Bakel). 
 

 
Latent Archives 
 
Many of the archives I had examined so far had yet to find a new way to be expressed and 
had only been partially presented in workshops, presentations, and occasionally in 
exhibitions. This included the films of Gao Cooperazione on the Rural Radio of Kayes, the 
newly digitized amateur peasant films shot in 1977 and 1979 at Somankidi Coura, the INA 
archive film Un Malien à Ivry, and unexpected bits of Bouba Touré's video archives. These 
archives had lain fallow like so many others, waiting for their moment to sprout again, 
waiting for the right assemblage and ecosystem to make them resonate once more. 
 

 
The Marshall Plans Archive 
 
I had got access to the Marshall plan film A Jungle that Was, a propaganda film documenting 
construction of the Markala Dam on the Niger river and promoting its benefits for 
agricultural so-called development. This film was key as it shows on one hand the 
continuation and promotion of colonial infrastructures after WWII in the so-called free world 
and the complicity of the US and French colonial empire project on a global scale (a 
complicity and continuation also present with the Indochina and Vietnam wars too). 
On the second hand it also shows the continuity of western productivist developmentalist 
ideology transversal into the governance of colonial territories as well as in the newly so 
called independent states. The benefit of modernist mega-infrastructure promoted in this 
film is the same that will be promoted by the OMVS (Organisation pour la Mise en Valeur du 
fleuve Sénégal), a trans-national organization including Guinea, Mali, Mauritania and 
Sénégal for the development of the Senegal river. 
The use of this archive also enable the film to scale up the comparative and associative 
montage of the film to a planetary scale, to link the story of the Senegal river to the one of 
other rivers and to the anthropogenic and terraforming of big infrastructures. Aerial views of 



the dam in the film connected with satellite views of the google earth vectorization I had 
been playing with. 
  

 
Il Retorno Al Fleuve And Radio Rurale Au Sahel 
 
I forgot how I found these two films on the internet. Was it somehow connected to an online 
research on Kayes, the neighboring village of Somankidi, on Soboku and other farming 
projects made by migrants in the aftermaths of the successful experience of Somankidi 
Coura, or on Gao Cooperazionne, an italian NGO at the co-initiative of the Radio Rurale de 
Kayes? The black box of research algorithm on browser such as google, Duck Duck Go and 
other, depending on the language of preference indicates so much what will show up or not. 
Anyhow when I found them, I was still surprise that the algorithm didn’t show them earlier. 
Maybe the films had been on the Gao Cooperazione account without being made public for 
some years? I found Il Retorno al Fleuve first.  
The film is a documentation by Felice Spingola from 1986 shot between Paris and the 
Senegal river staging two projects or farming return by migrants such as Somankidi Coura, 
and Soboku. It contains a consequent interview with Bathily Bakhoré, one of the cooperative 
founders, views on the people and the fields of the cooperative from the 1980s and 
constitute an amazing document on the return movement led by Somankidi Coura. It also 
features a beautiful interview in a Parisian foyer, where someone expose the 
interdependence, intergenerational continuity and solidarity between Soninke in the village 
and the other abroad. 
In general, it offers an archival window on the 1980s in West African migrant milieu in Paris 
that wasn’t so present either in the archive of Bouba Touré (only the late 1980s), in the INA 
archive or in films (I didn’t know for instance the amazing Un dessert Pour Constance by 
Sarah Maldoror back then). Many excerpts will remain in the final edit. 
Shortly after I came across and view the film Radio Rurale au Sahel also made by Gao 
Cooperazionne and suddenly appearing on their youtube channel. The film stages many 
member of the cooperative who actively co-created the Rural Radio of Kayes, the recording 
studios and stories of foundations and role in the local farming and herders communities.  
Without the almost accidental apparition of this specific archive, the presence of the radio in 
the film, and its consequencial metamorphosis into a speculative polyradiophonic algorithm 
coming from the future, may not have been present at all and certainly not that structural in 
the editing. 

 
Chaghig Arzoumanian, The Saver 
 
The form of dialogue in our collaboration typically began with a visioning session followed by 
extensive discussions. Throughout our work together, there was a tension between the form 
and content, with the content sometimes resisting the form. Our collaboration was marked 
by the encounter of my stubbornness with Chaghig's editing skills, a growing friendship 
punctuated by lunch breaks and walks along the Landwehr Kanal in Berlin discussing Middle 
East and African art and cinema in relation to the state of the world. Rather than subtracting 
elements, we often approached the editing with addition and fragmentation, allowing for 



new layers of meaning to emerge. Our collaboration progress fostered trust and openness in 
our creative process. We viewed the militant archive not just as a collection of historical 
documents, but as a kind of family, preserving the memories and struggles of those who 
came before us. 
  
 
Bouba Touré’s Photographs 
 
during the final edit, Chaghig Arzoumanian tried to use Bouba Touré’s photographs as much 
of possible and showing a large range of images from different context and period of time. 
At this stage of the research, I and Bouba Touré couldn’t see anymore what was in front of 
our eyes as we had been working with them already so much for various context. 
For each sections of the voice-over and scenes we wanted to bring into the montage, we 
attempt with Chaghig Arzoumanian to collect series of images. 
We wanted that at the end of the film, one would have become an idea of the 
photographic practice and range of approaches of Bouba Touré over the decades from the 
1970s. As much as his voice-over was generative so should be his photographic research. 
Assembling photographs running in the film with his commentaries was also a way to pay 
tribute to a form that Bouba Touré have been using for decades in the 1980s and 1990s, the 
commented slide show, where images speak, have something to say to use Touré own term. 
I had experimented how the photographs could appears in different rhythms, in a range 
going from series of long descriptive views to accelerating and rhythmic appearance, also 
telling about the numbers and repetitions of the photographic gestures echoing the 
repetition of  intergenerational traumas and violence (such as in the series of photographs 
taken in the room 111 of the migrant worker housing foyer Charonne over decades with the 
indication of the date they had been taken). 
 
 
Traana And The Role And Motive Of Theatre In The Editing 
 
From the beginning, Chaghig Arzoumanian inquired about the potential for incorporating 
our collaboration with Kàddu Yaraax into the editing process. She had viewed Traana and 
Xeex Bi Du Jeex, the two films resulting from the workshops conducted with the theatre 
group. I expressed concerns about the complexity of integrating additional material due to 
the immense volume of material we already had. However, Chaghig persisted in suggesting 
bits of Traana for inclusion.  
 
Traana added a theatrical and fictional layer to the film, addressing peasant conditions 
before and after independence, as well as the forced rural exodus. It introduced imagery 
of water bodies like the Atlantic Ocean, evoking the Mediterranean and dreamlike rivers. 
Moreover, it reintroduced the recurring motif of the pirogue. It also opened the possibility 
to evoke the presence and address the role of theatre in liberation struggles. 
We decided to include documentation of the script written by Bouba Touré in 1977, along 
with his forewords, to paid homage to a practice of theatre prevalent in cultural activist 
movements worldwide during the 1970s. 
Certainly, the emergence of various theater forms and occurrences in the editing process 
unfolded organically, crystallizing from the depths of the material. Although we had 



identified the theme beforehand, its manifestation arose from micro-editing gestures 
rather than intentional efforts to highlight it. When one becomes intimately familiar with 
the material, the magic of editing can operate, allowing the material to resonate in 
unexpected ways.  
 
 
On The Cultural Front Of A Migrant Theatre Tradition 
 
I would like therefore to briefly go back and describe how some of the materials used in the 
film originated from the research and collaborations. The role of theatre in national 
liberation struggles is well established. In my research and prior interests, the relation 
between theatre and film always came up. I looked at many films of the Parallel Cinema 
movement in India, which often employed theatrical forms and sung epics to convey 
collective narratives. During the Figuring Fallow Time workshop in Levart Levanger in 2019 
held with Diol Mouhamadou from Káddu Yaraax, I presented for example Ghashiram Kotwal 
from the Yukt Film Cooperative and Mani Kaul, and the film Mueda, Memória de um 
Massacre (1979) by Ruy Guerra, a milestone of Mozambique liberation struggle cinema. 
 
Theater along music and dance, also had play a prominent role during the Front Culturel in 
Senegal in the 1970s and 1980s, I had long conversation about it with Diol Mouhamadou 
during our collaboration with Kàddu Yaraax from 2017 and it was interesting to discuss it 
comparatively with other theatre and film practices linked to liberation struggles elsewhere. 
I had similar conversation with researcher Ibrahim Wane who I had met in Dakar, and invited 
to the seminar I organized in Archive Kabinett in 2017 during the Sowing Somankidi Coura, A 
Generative Archive exhibition. Ibrahim Wane had investigated extensively on the Front 
Cultural production in music, text and publications and how renewed traditional forms of 
theatre were used to convey ideas and speak to rural communities, first in the context of the 
post- independence and of nation building, then during the front Cultural opposed to 
Senghor, acting and touring in a similar way than the theatre of the oppressed group Kàddu 
Yaraax would start to do a few years later. 

In France during that time, migrant, black and activist theatre had already established a 
tradition of forms of cultural expression. The Soninke actor Habib Benglia had paved the way 
from the 1920s through colonial time. Additionally, the company Les Griots, active in the 
1950s and 1960s, featured notable figures such as musician Toto Bissainthe, future 
filmmaker Sarah Maldoror, Timité Bassori (La Femme au Couteau), Ababacar Samb 
Makharam (Jom, or The History of a People), and Robert Liensol. Notably, Med Hondo, who 
collaborated with many of these artists, started as a theatre actor and incorporated later 
theatrical forms into most of his films, such as in Soleil Ô and West Indies. Algerian writer 
Kateb Yacine's theatre play Mohamed, prends ta valise [Mohamed, take your suitcase], 
premiered in 1971, played also a significant role in this movement. Migrant worker activist 
groups got attracted into the collective aspect of theatre and its potential tool for their 
struggles. 



I had first seen some images of the cultural activists/theatre company Al Assifa (which 
means the storm in Arabic) without knowing who they were, on a DVD55 led to me by Bouba 
Touré in 2013 on the Chaussons factory, a contract factory of the car industry where Touré 
had been working in the late 1960s, and known for a long history of worker’s strike starting 
from the 1950s onward. In 1973/1974 during strikes involving a huge number of migrant 
workers with a majority of Moroccans, El Assifa performed in the Chaussons factory. They 
later tour in other factories such as the LIP factory during their famous strike. The play Ça 
bosse, ça bosse et ça ferme sa gueule [One Work, One Work, and One Shut the Fuck Up] was 
an agitprop theatre play by Al Assifa that was performed during strike and occupation. The 
company had been initiated by members of the Mouvement des travailleurs arabes (MTA). 
 
Nothing on migrant workers struggles or on the MTA were accessible online 15 years ago, 
except for the Génériques Association website and the Agence IM’ Media youtube channel, 
and footnotes here and there. For the MTA, my entry point were the films of Cinélutte and 
specifically the film Jusqu’au bout.56 The story of the Al Assifa Theatre company started to 
unfold via documentation gathered by the Association Génériques, interview and memoires 
by Mogniss H. Abdallah who co-founded IM’ Media, and lately by newest research made by 
Hajer Ben Boubaker for her series of radio broadcast Une histoire du Mouvement des 
travailleurs arabes on the MTA for France Culture in 2021. 
Mohamed « Mokhtar » Bachiri, Hamza Bouziri et Djillali Kamel, who had met in the Comité 
Palestine after 1967, initiated the El Assifa group and the MTA movement following a series 
of racist murders in Marseille, in Paris and elsewhere in the early 1970s. The group were also 
participating in strikes, hunger strikes, demonstration and occupation against the circulars 
Marcellin/Fontanet in 1972. The anti-migration laws Circulars Marcellin/Fontanet were the 
first to reduce and regulate migration drastically in France: the obtaining of a working permit 
emitted by employers became the pre-requisite to get any sort of visa, the so called “permis 
de Séjour”, in France. “Al Assifa has never been a “theater troupe”, but a cultural action 
collective composed of French people and immigrants whose vocation remains to promote a 
current of expression and action among immigrants and French people, against slavery, 
against racism”57 
 
Within the migrant worker movement, Al Assifa, and the ACTAF (Association Culturel des 
Travailleurs Africains en France) who wrote the theatre play Immigration : Which Solution?, 
were only two examples of a certainly larger migrant worker cultural movement58.  
In 2012, Bouba Touré shared with me a text written by the ACTAF titled Immigration: Which 
Solution? which outlined the group's intentions. This text, along with Bouba's own play 
Traana (Temporary Migrant), directly inspired our collaboration with Kàddu Yaraax. 
Together, we adapted Bouba Touré's play into a Theatre Forum format and conducted a film 
capture of the play on a pirogue in 2016 and 2017. 

 
55 The Super 8mm I had seen in this documentary happened to come originally from Images Super 8 des grèves 

de 1975 et extraits de Les huit semaines des chaussons, Robert Ferry, CGT (1975) dans Chers Camarades, 

Gérard Vidal, 2004, Archives VLR Productions. 
56 Jusqu’au bout by Cinélutte stage the hungerstrike of MTA migrant worker activist in the Ménilmontant 

Church. 
57 Les cultures immigrées sont-elles solubles dans les cultures populaires ? Angéline Escafré-Dublet In 

Mouvements 2009/1 (n° 57) 
58 that has been investigated and listed by F. Maatouk, in Le théâtre des travailleurs immigrés en France, Thèse, 

Sociologie, Université de Tours, 1979.  

https://fr.wikipedia.org/wiki/Radio_Assifa#cite_note-4
https://www.lesamisdegeneriques.org/
https://www.youtube.com/user/agenceIMmedia
https://www.radiofrance.fr/franceculture/podcasts/lsd-la-serie-documentaire/ici-radio-assifa-la-cassette-retrouvee-9550683
https://www.radiofrance.fr/franceculture/podcasts/lsd-la-serie-documentaire/ici-radio-assifa-la-cassette-retrouvee-9550683
https://vimeo.com/363529824
https://www.cairn.info/revue-mouvements-2009-1-page-89.htm


 
There were otherwise few physical traces of the play Immigration: Which Solution? 
However, in 2016, Siré Soumaré in Somankidi Coura showed me a flyer for a performance of 
the play in a foyer, which ended up in the film edit. Additionally, there was a photograph of a 
billboard on which photographs of the play had been pinned up. This billboard was used to 
promote the ACTAF farming project in Mali and was likely displayed either in a foyer or in 
one of the farms of the ACCIR that hosted the agricultural internship, where they had 
presented the play before their departure. 
 
Around the same time, Aïssatou Mbodj-Pouye sent me a text by Bernard Granotier. In his 
text, Granotier described the performance of Immigration: Which Solution? by the ACTAF in 
a foyer, the reaction of the public, and the discussions that followed. He also compared it to 
another play by the Algerian troupe Ned-Jema. Unfortunately, there was no direct 
photographic or film documentation of the play to be found. Bouba and other founders of 
the cooperative had mentioned to me that someone had filmed the play in 1976, possibly in 
8mm or even 16mm. The individual had disappeared, and nobody had seen the rolls or could 
remember his last name. It was speculated that perhaps the peasant families of the ACCIR 
still had some documentation of the play in forgotten family albums. 
 
Later, during the editing process, I purchased the vinyl Larzac 1974 online. It dawned on me 
that one of the migrant worker speeches delivered at the Larzac Harvest demonstration that 
summer in 1974, which I had been incorporating into the film at various stages of editing, 
was likely delivered by MTA members who were also likely part of the Al Assifa theatre 
group. Indeed, on the vinyl compilation featuring live recordings from the demonstration, 
there is a track named MTA Ça bosse, ça bosse et ça ferme sa gueule, which bears the same 
name as the play by the Al Assifa company. 
 
Finally, in my pre-editing phase, I sought to include specific scenes from the film Le ghetto 
experimental about Vincennes University (directed by Jean-Michel Carré, Adam Schmedes, 
1975), as several scenes depicted students' solidarity activism toward the migrant worker 
movement. I ultimately opted to use an excerpt from the Propaganda Theatre group at 
Vincennes University. This group consisted of white Maoist students who aimed to highlight 
the migrant worker struggle and conditions as part of the permanent revolution, using 
theatre as a means to raise awareness in the foyers. 

All these micro-elements, which tell an underground history of activist theatre practices, 
were distilled through the film during the editing with Chaghig, along with three excerpts 
from our previous film "Traana (Temporary Migrant)" on the pirogue punctuating the 
rhythm of the film. 

 
Time Inscription 
 
The challenge of the film was to give time a texture, a thickness to follow up the initial 
invocation of the voice over stating that it had lived for hundreds of years together with 
many other voices echoing through generations and spaces.  
Bouba Touré always systematically inscribed the date on every single printed photograph, as 



well as on objects that would come into his possession. It was part of this impetuous need 
and desire of inscription in time against the colonial force of erasure and disappearance59 

that led him to become a photograph but also to learn how to read and write in French once 
he arrived in France in 1965 and later to write manuscripts, books and diaries. 
Also more simply, and as his printed photographs were often to be given and circulating 
from hand to hand, from foyer to foyer and from one continent to the other, the inscription 
of the date was the necessary buoy and compass for the traveling image. 
This had fascinating me since years and I had filmed and collected comments and 
inscriptions on objects at his home without knowing what to do with it since a decade. 
We decided together with Bouba Touré to use his system of archiving  and annotation into 
the film by scanning dates and titles he had been written. In the course of the editing I 
asked him to write further dates and titles to experiment with it. We incrusted 
handwritten inscriptions on his photographs and on different archives.  
 Bouba Touré always told again and again the fact that he wasn’t reading and writing in 
French as he came in France, and that it was precisely during his cours du soir literacy classes 
after work at the Chaussons factory, that he started to find out new tools to express his 
political engagement and consciousness : both writing and photographing.  This story had 
been in the voice over’s script from the beginning. 
The hand writing of Bouba Touré was the expression of his own form and politics of 
inscription and archiving and were it came from. This came together with a larger concern 
to make understandable in the film the precarious conditions of image making, of archival 
practices as well as other memory technics such as writing. Doing photographs and 
producing an archive living in a migrant worker housing was a challenge: taking picture was 
not allowed in the foyer, getting a photo camera and films, and later afford to develop the 
films in a lab was also a fight. It was important to underline the conditions as much as the 
singularity of a migrant worker archive in the making. 
It was only after Bouba Touré passed away that I realized how much Bouba Touré had been 
making a thoroughly work of archiving all his life by writing dates on 99,9% of any 
photographs he had printed, facilitating immensely the archival as well as the circulation of 
his images. The eccentric act of time inscription of Bouba became like milestones in the 
film editing and would be at the heart of his archival becoming.  

 
Failed Attempt To Include Myself In The Film 
  
We decided relatively rapidly after a few tries not to explicit my place in the film or to 
include me as a character for many reasons. 
I had been gathering a lot of material including my physical presence in the filming of Bouba 
Touré from 2008 to 2020 in video or earlier in photographs. We had indeed filmed each 
other extensively either in Berlin or in Bouba Touré’s flat in Pantin digitizing the 
photographic and video archive of Bouba Touré. I had documented my interviews with him 
and our conversations through the years, Bouba Touré had filmed me at work at the 
cooperative of Somankidi Coura regularly as much as I had done it when we went there in 
2017/2018 and 2019. We also had done several documentations of our trips we made 

 
59 One example amongst many would be the infamous racist French president N. Sarkozy’s address of Dakar 

speech where he stated in 2007 that "the tragedy of Africa is that the African has not fully entered into history... 

They have never really launched themselves into the future." 



together along the years to present our common work such as in London back in 201360 or 
more recently in Senegal, China, in Bangladesh and of course in Norway for two workshops 
at Levart, in Levanger and for our exhibition at Trondheim Kunsthalle in 2019. In the early 
writing of the script I wrote a voice over that could be mine, evoking my first encounter of 
Bouba Touré as a child, my first visit to the foyer, to the cooperative, etc. 
I had considered for a while that I could be a protagonist within scenes showing the process 
of Bouba’s archive making. I appeared indeed in the one-hour version as an archivist 
collaborator and friend of Bouba, while digitizing his photographs in Berlin listening to music. 
This particular scene and other attempts didn’t find space in the final edit amongst the 
density of materials and themes we wanted to bring in and prioritize. 
We decided at some point not to insist. There were also risks falling into the pitfall of trivial 
self-contentment, into forms of tautology, into the archetypical narcissistic first-person 
narrative of white folk’s documentary film. The material of Bouba was already showing a lot 
of intimacy, and more than to display my person as a co-director and our friendship, the 
most important was to bring in the question of solidarity, of intersectional activism and 
shared practices in France in the fabric, in the foyer, and in the countryside. 

 
Friendship And The Militant Archive As A Recomposed Family 
 
It wasn’t also possible to tell and expose all the temporary or long term kinships and alliance 
behind the making of the film61, but we made everything possible to expose similar kinships 
and alliance behind the history of the making of the cooperative. We tried consistently 
during the editing to avoid any reductions and on the contrary to underline all kind of 
political alliances -being pan African, Third-Worldist, internationalist, or coming from 
peasant and worker’s movements- that had experience the group. 
Bouba Touré and the group always insisted that they were many nationalities represented 
within the coop group (with people from Mali, Mauritania, Senegal and Guinea), that the 
preparatory discussions at the ACTAF included people from the West-indies and from all 
over West-Africa, that the relation and encounters with the farmers of the ACCIR association 
who hosted the farming internships were all together positive despites sometimes racist 
preconception, or failed attempts to exploit some of the interns by some of the farmers.  
The decisions we made during the editing process to emphasize alliances and kinship spoke 
volumes about the underlying politics of the film. 
 

 
At The Intersections Of The Larzac Plateau 
 
I learnt very late from Bouba Touré in 2016 about the presence of the ACTAF group at the 
Larzac Plateau occupation. He mentioned it after I showed him some archives I had found at 
the INA archive and on some old outdated internet websites. They were very fragile 
recordings’ fragments of a speech by the migrant activist Sally N’dongo held at the Larzac 

 
60 See our short film Queen’s Garden (2017) based on our video diaries of our trip to London in 2013. 
61 This has been exposed in fragment in other works, such as in the film Queen’s garden (2017), in my text 

Figuring Fallow Time in Sowing Somankidi Coura, A Generative Archive, 2017. And this could be 

retrospectively the subject of a new film. 

https://www.accir.org/histoire
https://raphaelgrisey.net/works/queens-garden/


Harvest celebration of 1974 in solidarity with the third world, and another unidentified 
speech held by a migrant worker galvanizing the crowd. There were very little archives but 
that had been enough for Bouba Touré to recall the presence of the group, how they got 
there in a bus rented by the CGT from the foyer Raymond Losserand, an important head 
quarter for many of the ACTAF members, and for the black African migrant worker 
movement at large in those years.62 
A year or two later I identified the second speech on the vinyl Larzac 1974 bought by chance 
online : it had been held by members of the MTA (Arab Worker Movement) on a track 
named Ça bosse, ça bosse, et ça ferme sa gueule, the same name than the theatre play 
performed by the Al Assifa theatre group in the Chaussons factory. The title of another track 
only laconically says Troupe d’Africains (L’enchanteur du Village est arrivé) [African band 
(The Village Enchantor Has Arrived)]. I sent the track to Bouba Touré through whatsapp. He 
identified that the lyrics were in Bambara, and that it was a song to encourage peasants 
working. In the editing process we worked hard to acknowledge all these details and keep a 
sense of the multitude of voices and archives. Even though they would remain for the 
immense majority of the viewers invisible, these precisions consolidated underground 
narratives and defined the method and ethos of my editing approach in relation to the 
artistic research. 
 

Sub-conclusion 
 
Film editing functions distinctively compared to the montage involved in curating 
an exhibition or the process of text editing and writing. I would posit that film 
editing operates within two intertwined moments: first, the phase of archival 
research and the clustering of materials and archives around a common subject, 
and second, the endeavor to distill and express these archival materials through 
the editing process, which often involves reductions and condensation. But there 
are moments where the reductions call to research further or offer you the 
possibility to articulate another idea, or in our context to articulate another 
political alliance. The film montage offers the possibility to accompany an existing 
alliance, to revitalize, or to imagine a new one. Most importantly, film making and 
montage can consolidate fragile and precarious alliances that were de facto there 
but that maybe had not the time and disposition to acknowledge each other into a 
recorded or symbolic form. It is an interpretation of an event but also its 
continuation through a living recomposed experience of images and sounds. 
 

 

 

 

 
62 See the text The politicization and Visibility of West African Immigrants in France in the 1970s by Aïssatou 

Mbodj-Pouye and Jean-Philippe Dedieu, page 116 in Sowing Somankidi Coura, A generative Archive, Archive 

books, 2017 



Against Agrarianism And The Peasant Workers’ Films 

 
 
The ACCIR Archive 
 
Similar situations with heterogeneous peasant film archives occurred. 
For the final edit, we tried hard to get a better digitization of the 8mm filmrolls that Bouba 
Touré had received in 2008 from the Janson farmer’s family who hosted in 1975/1976 Bouba 
Touré and other during their internship in the Marne. Bouba Touré had only an irregular 
contact with them and the other peasant families of the ACCIR.  
Bouba Touré paid a visit in 2020 in the Marne close to Châlon-en-Champagne to the Janson 
and the Hannetel families, he managed to carry back some of the films rolls from the Janson 
family, the one that had been filmed in 1976 and 1977 at the cooperative. I brought the rolls 
to Berlin, got them digitized at the Andec film lab, and brought them back to Bouba. Few 
second of film were new to us. There were a few shots of a meeting during the internship in 
1976 with all the group and the peasants, I guess shortly before the departure of the group. 
The photographs of Bouba Touré taken during the internship could suddenly dialogue with 
the missing gaze of the French peasant. 
The Hannetel couple couldn’t find the other films from 1979, and Bouba Touré didn’t dare to 
insist, they were getting old and couldn’t remember where the films had been left. I manage 
to talk later with the daughter, Clotilde Hannetel. We organized the digitization in France 
and I could get a copy in the early summer 2021 before starting a second long editing 
session with Chaghig Arzoumanian. 

 
As we moved toward the final edit, we often found ourselves reaching out—
sometimes for the first time—to the producers of these images, whether to acquire 
them or to obtain higher-quality versions when accessible. This process also 
involved navigating copyright issues and other logistical challenges. Along the way, 
unexpected discoveries and meaningful dialogues emerged, bringing new and 
significant materials to light. In many ways, the archival endeavor and the act of 
archive caretaking expanded during the editing process itself, further deepening 
the research and allowing to revisit militant or amateur archives and their 
caretakers and the stories around them. 

 
The Larzac Peasant Filmmakers And The Front Paysan Film Collective 
 
I had found the 8mm films shot by the peasants of the Larzac during the 10 years of the 
movement and especially during the year 1974 through the film La Lutte du Larzac by 
Philippe Cassard64. I found the film online in 2016, manage to contact Philippe Cassard some 
time later and finally retrieved the original images in better quality via the association APAL 
(Association pour la Promotion de l’Agriculture sur le Larzac) that had digitized anew the 
major part of the materials used in the film of Philippe Cassard. 

 
64 Philippe Cassard also directed the film Ti-Pri, 1972, an experimental short documentary with a voice-over in 

Breton language (Brittonic) portraying a small farm house in Bretagne region resisting the growing agro-

business.  

https://www.accir.org/histoire
https://archive.org/search.php?query=creator%3A%22Philippe+Cassard%22


Before using these images in the film, I had written about them in my text Imaging Fallow 
Time in Sowing Somankidi Coura, A generative Archive and display them in exhibitions 
together with other films and archives at Archive Kabinett in 2017 and in Kunsthalle 
Trondheim in 2019 and with a caption telling succinctly the history of Larzac peasant 
struggle and its intersection with the migrant worker movement and how people of the 
ACTAF in 1974 in particular arrived there. 
 
One more time I was guided by a voice into my research and in the editing: the voice of 
Bernard Lambert, leader of the Peasant Worker movement. I heard his voice first in his 
famous speech held on the Larzac Plateau in 1973 where he celebrates the wedding of the 
peasant class with the working class. Understanding afterwards who was speaking and 
researching on Bernard Lambert, led me to take the mesure of a larger peasant movement 
that were analyzing the classes struggle within the peasant community and the 
proletarianization of the peasant worker in an expanding agrobusiness system reshaping 
violently the rural world in the 1970s.65  
 
It is via the film archive of the University Paris 8 Vincennes-St Denis that I would see in 2018 
three films made by the peasant film collective Front Paysan around the same years: Des 
dettes pour salaire, Front paysan, 1973, Guy Chapouillié ; La Reprise abusive, Front paysan, 
1974, Guy Chapouillié ; La Guerre du lait, Front Paysan, Guy Chapouillié et Claude Bailblé, 
1972. The three films were shot in Bretagne and addresses issues such as mechanization and 
debt, increase in land prices and land grabbing, the dependency to agrobusiness 
cooperative, seed, pesticides and fungicides companies, told from a farmer perspective with 
direct cinema methods following new forms of struggle, solidarity and unionizing in the 
farms. 
 
I am mentioning here only the films and archives that ended up into the final edit of Xaraasi 
Xanne (Crossing Voices). I concentrated on films and archives produced by peasant 
collectives during the early 1970s, coinciding with the time when the group was undergoing 
their internship and when the film Safrana, or Freedom of Speech by Sidney Sokhona was 
being shot, but there were many others that have been view, discussed, eventually then 
added on timelines, folders or raw edits attempt on the editing table. 66 
 
In none of these militant films on French peasantry the depletion of the soil or other 
Western ecological issues are addressed frontally, it is mostly about working relations and 
conditions, and eventually relation to the land. The approaches remained marxist (and 
occasionally feminist in La Guerre du Lait) and euro-centric. I could find other type of 
concerns in France only via film archives staging René Dumont interviews, and in his book 
L’Afrique Noire est mal Partie (1962). The critic and the analytic of the colonial plantation 

 
65 This movement would give shape in 1981 to the Confédération nationale des syndicats de travailleurs 

paysans, that later became the Confédération Paysanne. The Confédération Paysanne is a peasant union 

opposing the big farmers and agrobusiness corporations represented by the FNSEA union in France. The Conf’ 

to this day took an active role into anti-globalization movement initiated in the 1990s, into the Via Campesina 

Network and into the defense of the right of food sovereignty. 
66 Other important films are Farrebique (1947) and Biquefarre (1983) by Georges Rouquier, two films made in 

the same farm and the same farmers’ family after WW2 and in the early 1983 showing the issues and the 

violence of agrobusiness on the soils, the plants and the farmers mode of existence. See also the episode 1B of 

the TV serie 6x2 by J/L. Godard and Anne-Marie Miéville from 1976, a portrait of Louison, a peasant, speaking 

of his peasant condition and work. 

https://www.youtube.com/watch?v=KWhAvmnLiA8
https://www.youtube.com/watch?v=KWhAvmnLiA8


regime and extractivism were key to the birth of the ecology movement in France. A 
decolonial ecology. Even though René Dumont didn’t produce what we could call today a 
decolonial ecology, it is noticeable that he has been himself a colonial agronomist in Africa in 
the 1940 and 1950s, and that his experience of the scale of anthropogenic and ecocidial 
plantation system and monoculture in the colonies forged his critics of productivist 
agriculture in France. 
The filmmaker Safi Faye was close to René Dumont, and to a broader circle of marxist 
anthropologists such as Jean Monod and Jean Rouch. The analytics on the arachide 
plantation system in her film Kaddú Beykat (Letter from My Village) came from the 
experience of her relatives in the Fadjal village, and certainly from discussions with the 
agronomist René Dumont and others67. René Dumont appears in the film as well. 
 

Sub-conclusion 
 
There was a community of thoughts and of films gathered around farming issues in 
France that I had only partly addressed or discuss in other forms before, and that I 
had to give a voice into the film. During the editing, I had to fight relentlessly to not 
abandoned sequences detailing and speaking about the conditions of farming in 
France coming from different farmer voices and different archives. Indeed, 
different editing attempts didn’t work. It was too didactic, ot too illustrative. If I 
hadn’t had all the weight and stubbornness of years of researches behind me, I 
would have long given up against the arguments of Chaghig Arzoumanian and of 
Olivier Marboeuf to simply take out some scenes. Combining my insistence to long 
discussions and the editing skills of Chaghig Arzoumanian, we manage to convey 
multiple excerpts of these peasant films within two sequences. This is again a good 
example that shows that the final edit of the film is the result of a particular way of 
production and research that enable to embrace by any means necessary a 
complexity, instead of simplifying it for the sake of a commodified form and length, 
of the viewer comfort or any other trivial liberal reasons.  

 
We managed to bring some of the peasant materials archives in a first assemblage narrating 
the arrival of the ACTAF group for their agricultural internship in the countryside in the 
Marne when the group got immerse into the reality of agriculture in France during their six 
months internship.68 We incorporated a longer excerpt from La Guerre du Lait, providing a 
detailed description of a typical day of labor by a peasant woman; a short fictional satirical 
scene of a politician surprised by farmers identifying with workers, and encouraging them to 
embrace instead being truly from the breed of little dynamic bosses; a car travelling of a 
farm fighting against expropriation (also from La Guerre du Lait) , with the voice over of Med 
Hondo in the film Safrana of Freedom of Speech evoking parallels between farmer conditions 
in Europe and in Africa, and how agrobusiness oligarchies could reduce family subsistence 
agriculture farmers to simple peasant-workers in Africa as well. 

 
67 I had multiple discussions with her first in 2017 to present both her films Fadjal and Kaddú Beykat in the 

exhibition Sowing Somankidi Coura, A generative Archive at Archive Kabinett and regularly until 2021 at her 

apartment in the 14th arrondissement or on the phone around these questions. Safi Faye passed away in 2023. 
68 In the film Xaraasi Xanne (Crossing Voices), this assemblage of sequences starts at TC: 00:49:36 to 00:56:00 



We manage to reintroduce French farmer voices from the 1970s69 at the end of a larger 
assemblage deploying an arc of colonial film and photographic archives evoking the 
plantation system, experimentations in colonial agronomic research in France and in 
Senegal, until the neo-colonial agro-business of the 1970s70. Their voices raises their 
complaints and claims from a genealogy of colonial images and lead to a graph showing the 
increase in the late 19th century in the production “new race” of sugar beetroot breed by the 
French Vilmorin seed company, and an other graph showing the already foreseeable 
collapse of productivist farming in well-known film The Limits to Growth, 197371. 
 
This long assemblage took us with Chaghig Arzoumanian a particularly long time to edit. At 
its core, the assemblage was structured around a single scene: a panoramic on the ruins of 
the colonial Sisal plantation infrastructures and Bouba Touré’s voiceover recounting the 
heated discussions among cooperative members regarding the adoption of technologies, 
such as whether to use a tractor or not. The editing aimed to condense a historical parable 
concerning the technical imaginary of agronomic development through the lens of colonial 
violence supported by the Marshall plan, tracing its continuation into the era of neo-colonial 
industrial agrobusiness in both France and West Africa following the independence. The 
editing also sought to evoke a sensual thinking of how the group navigated and observed 
amidst this violence and knowledge, emphasizing their process of unlearning, selective 
adaptation, and perseverance to move forward, and to feel the silent sound that Tnoona 
sing.72 
 

Music, Recordings, Voices and Sound 

 
 
Music From The Archives 
 
From the beginning of our collaboration at the editing table Chaghig Arzoumanian insisted 
that we looked with Bouba Touré for more music that I had already collected. I started to 
systematically look for and eventually download the original music of films and archives that 
we were using and looking at, but also to sound and music scape archives relating to the 
stories. Here are just a few stories of how certain pieces of music found their way into the 
film. 
 
I first heard the song Synchro System Movement by King Sunny Ade and His African Beats 
(the first recording and release version of 1974) in the film Radio Rurale du Sahel made by 
the italian NGO Gao Cooperazione. A women radio worker was mixing the song in a 

 
69 Excerpts from Reprise abusive, and La Dette pour Salaire, by the film collective Front Paysan. 
70 With amongst other materials sequences of the Diakhandapé Sisal Plantation facing the actual site of the coop, 

photographs of the CIRAD showing agronomic experimentation in peanut fields in Senegal, interviews with 

Sally Ndongo speaking about nametan, the seasonal forced labor in peanut plantations, and René Dumont 

criticizing euro-centrist and capitalist developmentalism and the exploitation of small farmers by the new West-

African oligarchy and bourgeoisie. The whole series of sequences extend between TC 01:11:55 to TC 01:23:00. 
71 The film The Limits to Growth, 1973, is inspired by the reports issued for The Limits to Growth conference by 

the club of Rome in 1972. 
72 Tnoona is a song of the stunning album Fanfare for the warriors by the Art Ensemble of Chicago (1973) 

which we use as a soundtrack on this assemblage. The quote is from the cover of the LP. 



sequence happening in the studio. We were already gathering material around the radio 
Rurale de Kayes (I will come later to that part of the film). 
The Synchro System Movement of King Sunny Ade became by appropriation the Synchro 
System Movement of the diaspora and of the people in the village. It became an odd to the 
joy of settling in, of irrigating and of the first harvests and of a liberation dance after a day of 
labour in the fields. The scene of the Synchro System Movement happens in the middle of 
the film a bit like an eye of the storm, like an afro juju high life balance of theory and praxis, 
like a temporary resynchronization of diasporic and African music, after dephasing of the 
afterlife of slavery, desynchronization of forced migration.  
 
An other example is the version of Bulmanin sang by Sidi Insa Wade one of the most 
prominent song writer from Senegal from the 1970s and 1980s who sang the Front Culturel 
and story politics appearing through song lyrics. The original song is maybe the most well-
known song by Orchestra Baobab, first recorded in the aftermath of the independence. 
The lyrics of this version were written by Sidi Insa Wade together with filmmaker Sidney 
Sokhona for his film Safrana ou le Droit à la Parole. The melancholic love song of the 
villagers journey, became the melancholic song of someone going to the migration leaving 
their partner and children behind. 
In Safrana ou le Droit à la Parole, the music come with a portrait of Barbès, Château Rouge 
and la Goutte d’Or, the North and West African worker district of that time in Paris, seen by 
the eyes of the character Bouba, played by the actor John Osseini, wandering in these 
neighbourhood, after multiple deceptions trying to flirt using different forms of French and 
American blackness in the streets of Paris, and escape the narrow community migrant 
worker foyer system. 
In Xaraasi Xanne (Crossing Voices), Bulmanin start when Bouba Touré tells us his return to 
France after the founding of the cooperative of Somankidi Coura, and the film display a 
series of photographs of precarious workers on building sites in the streets of Paris, of 
deliverers and garbage collectors in the subway from the 1990s to more recent years and 
images of La Chapelle refugees sleeping by hundreds under the subway in the years 2015 
and 2016. 
 
At this stage of the film we are already in the third back and forth between France and 
Africa, and the music plays the melancholy of experiencing the permanence of the 
exploitative and hard labour of the diasporas, and the worsening of the living conditions and 
of the welcoming in France. 
This song, beyond being a quote of the film Safrana and referring to a regional music 
repertoire, is also an evidence of the art and quality of collaboration and cultural activism 
that was happening in the 1970s within West African diasporas: Sidney Sokhona, a young 
Mauritanian, arab and soninke native speaker, recording a song with Sidi Insa Wade in 
Wolof. The affinities and kinship were Panafrican and political, and in many ways fighting on 
a cultural front as wide as the liberal Francophony and Françafrique of Senghor to the 
traditional cultural form of music such as griot music, that relate also to a cast system that 
needed to be overthrown (see the griot scene in Safrana play and sang by Sidi Insa Wade at 
the guitar)73. 
 

 
73 Sidi Insa Wade also sung Afrik, a tribute to the student activist Omar Blondin Diop, written shortly after his 

assassination on the Gorée Island prison during the repression years of Senghor after 1968. 



We found  music between local music (soninke hip hop, traditional griot music find in the 
archive of the Radio Rurale de Kayes for example) and its diasporic production (the 
recordings of Camara Production and Kalitex, the two labels that have been recorded for 
decades to these days most of the Soninke music production of the diaspora in France but 
also elsewhere), then with West African music, specifically from Mali or Senegal, and then 
with music from far away diasporas being Afro-American, Caribbean and eventually Indian. 
There was a balance or rather a rhythm to find in all these travelling sounds. Music is 
diasporic per se and our research at this stage of the editing was about searching for 
acknowledging the music that has crossed the journey of Bouba Touré but also of his 
ancestors, of his allies close and far, and of the multiple visual archives we were touching 
upon. 
 
 
Jessica Ekomane 
 
For the chorus of the griot voices, we were looking for musician with whom we could do a 
collaboration with the financial limitation we had. 
I contacted first Satch Hoyt that I had the privilege to hear and meet in Berlin at various 
occasions. He would have been definitively a person that we could have work with, his Afro-
Sonic Mapping research and collaborations74 were in my mind as well as previous 
improvisation and collaborative projects I had heard the years before. At the end the 
financial guarantee was not met. 
Quickly I tested for myself in the edit two works by Jessica Ekomane. I had heard and 
discover her work in Berlin at various occasions also. She had amongst other projects, 
worked with Natascha Sadr Haghighian for her installation at the German Pavilion of the 
58th Venezia Biennale. Like Satch Hoyt, she was inquiring into sound and composition in 
relation to music studies relating to Blackness and Pan African (music) history.  
Solid Of Revolution, and Never Odd Or Even I could listen from her Album Multivocal were 
two stereophonic translation of two quadraphonic performances. She described them as 
such:  
 "Solid of Revolution" and "Never Odd or Even" mirror each other with the same principle in 
different musical scales: steady pulses with one millisecond difference in tempo start beating 
together, then slowly phase organically and progress into ever-changing rhythmic patterns 
until they finally return to unison. 75 
This ever changing rhythmic patterns, this phasing and dephasing was part of the vocabulary 
that we were looking at to address the editing of the film, the music recall me of Steve Reich 
and of Aka polyphonies (that she refers to directly as a source of influence for her work as 
well). The granular clear sound generated for the pieces were still offering space for other 
colors coming from the sound of the film. And maybe they would allow even to receive a 
voice? I chose four sequences from both pieces and place them were we knew already that 
the singing voices would come. The sounds of Jessica Ekomane were definitively coming 
from outer space, or at least from another time loop, they didn’t seem to come from the 
ground of Somankidi Coura village neither from her close diaspora. The sound was coming 

 
74 See Afro-Sonic Mapping, Tracing Aural Histories via Sonic Transmigrations, edited by Paz Guevara, Satch 

Hoyt, Haus der Kulturen der Welt, Archive Books, 2022 

 
75 Quote from her website https://jessicaekomane.com/ 

https://jessicaekomane.com/


from a diaspora further away, already transformed and transfigurated in a non-western 
electronic synthesis. 
Anyhow, I made the bet at this time that Solid of Revolution and Never Odd Or Even could 
host other sounds and voices, that there would be enough time given to the excerpts to give 
more than an idea and experience it acoustically, and more importantly that Jessica 
Ekomane herself would support the project and approve the formal decision taken upon her 
work76.  
Once she accepted the use of both her pieces, our real collaboration started : she 
remastered her work anew for four channels as it was aimed to be initially and sent us the 
four different sound tracks of both pieces to be synchronized. I would only be able to work 
with the four tracks versions when I worked with Jochen Jezussek for the mix of the film 
towards the end of the post-production in late 2021. 
Like the rest of the film editing, editing the musics of Jessika Ekomane with the voices of 
Mah Damba and others, became a sort of recomposing not only of archives but also of 
various collaborative processes, being older or new. 
 
 
Aka Lullaby 
 
One of the reasons Mobandi Mo Bona, an Aka lullaby, was used in the sequence relating to 
the women's strike and labor was undoubtedly influenced by listening to a radio podcast 
featuring a DJ set by Jessika Ekomane. Conversations with her, along with—if I recall 
correctly—archival radio recordings of musicologist Simha Arom discussing the polyphonies 
and polyrhythms of the Aka, and how these musical structures differ from a European 
understanding of polyphony, played a role as well. Each voice sings in its own tone and 
rhythm, the polyphony and polyrhythm occur by superposition and intersect only after long 
loop of dephasing.77 It recalls me of Aka Pygmies recordings my father had copied on tapes 
(was it recordings made by Simha Arom in the 1970s?78) and played to me. I had made a 
copy as a teenager, and the Aka polyphonies had followed me until then. Suddenly, it made 
sense to bring the lullaby in, as is it per se a song of care enacted with multiple voices and 
inviting to a form of listening that corresponded to the intention of the film, a polyphonic 
daydreaming through space and times.  
I like to think that this polyphonic and polyrhythmic song and its recording brought out to 
the western world by what might have been a musical ambiguous extractivist and 
neocolonial curiosity and attention, traveling and migrating from musicologist shelves into 
the ears of musicians, of their children, and brought back into a film and a scene trying to 
pay tribute to collective women voicing and struggles, operate like a loop. The long 
intergenerational loop would not come back at the exact same place, but still in a place 
(the garden of Somankidi Coura) and a film that relate to a similar care taking than the 
initial attention of the song, a lullaby. 
 
 

 
76 Being the child of a musician composer, I knew about the risk of cheap and trivial uses of sound and musical 

quotations in film, most of the time limiting music role to an hyper controlled climax or a dramaturgical twist, 

misusing the inerrant expression of the music for something else. 
77 An example given by the Aka musical ensemble Ndima, in a recording of Akaya can be heard here. 
78 It was certainly a copied tape of Pygmées Aka – Centrafrique : Anthologie De La Musique Des Pygmées Aka, 

Ocora Label, from 1987. 

https://www.youtube.com/watch?v=RoJ-grlRlqc


Music From The Fankhoré River 
 
I looked for some sound and songs in Pulhar from the Kayes region or from the Fouta Toro, a 
region further West along the Senegal River with a majority of Pulhar inhabitants. I also 
searched for Soninke hip-hop following the recommendations of the children of Somankidi 
Coura I was in touch with through social media and WhatsApp, for instance Sikou Diaby, a 
nephew of Bouba Touré and Fakourou Bathily, son of Bakhoré Bathily. There were a large 
hip hop scene singing in Bambara while the Soninke hip hop remained more confidential in 
Mali. 

I had the chance to meet Negga dou Tamba with Bouba Touré in 2018 at the Villa Romana in 
Florence during a seminar organized by Agnes Stillger within the project Seeds For Future 
Memories. I asked him if he would agree to let us use excerpts of his song Backways. The 
lyrics were about the necessity to return, to stay, and farm. Like other pulhar rap singers, he 
affirmed doing agri culture, a self declamed farmer and herder hip hop. The irony would be 
that Negga dou Tamba, after a few years since we had met, settled in Europe between 
Germany and Italy. 
 
In parallel, Bouba Touré was gathering ideas for songs in Soninke and Bambara that could 
relate to the history of migration and farming. He proposed songs such as Kanawa by 
Nahawa Doumbia, a song suggesting that people from the diaspora should consider 
returning and investing collectively in the country, or Kourou Gayi by Daoda Cissokho, 
singing in Soninke about the difficulties and dangers of the great land and sea crossings 
towards Europe, with a vocoder effect. 
 
It wasn’t an easy task for Bouba Touré to find Soninke singers that he would support, as he 
rejected community musicians and griots who would exclusively sing praises of someone, 
promoting their great self-made accomplishments in France or elsewhere in Europe. This 
indirectly encouraged people to leave the Senegal River region without criticality or nuance. 
For Bouba Touré, this perpetuated the myth of the “European Eldorado” that he had been 
facing and struggling against for decades. Like the griots in the 1970s, whom the leftist youth 
of the diaspora would criticize and mock for reproducing caste and patriarchal traditional 
systems, many of the Soninke singers are reproducing the social fabric of the diasporic 
communities without self-reflection. 
 
I was also looking for songs that could relate to the river and its mythologies. I found a 
version of Miniyamba by Fanta Damba, a song that sings the malediction of the Soninke 
kingdom after the python snake Miniyamba was killed, doomed to seven years of droughts. 
Is the snake Miniyamba also a river? This was my interpretation, perhaps because of the 
form of the river seen from a bird's-eye view, but also because I had seen many snakes in 
the Fankhoré river. Only a few kora notes of the song remained at the end in the film. This 
version of the song was approved by Bouba Touré. He told me that Mah Damba, the activist 
griot from Montreuil with whom we would later record, was a relative of Fanta Damba and 
came from the same griot family. 

 
 



The Voice Over In Soninke 
 
The script of Bouba Touré voice, and the futurist voice that could be sung had been written 
in French. Since the one-hour version was in the making in 2019, we had been considering 
having other languages for the voices either in Soninke or in Bambara. It felt obvious for 
Bouba to do his part in Soninke. 
We looked at the script together and Bouba pointed out what would be the sequences to 
remains in French and or to be translated in Soninke. Some scenes related to vernacular 
technologies or cosmologies felt better to be told in Soninke. This was the case for example 
with the scene invoking the neighbors, the Djinns of the termites’ mount, or the telling 
around his birth at the end of the film. 
Bouba Touré got seriously sick in early 2021. In September 2021 during a short recovery, we 
went to a recording studio in Pantin to record the voice over in Soninké. Bouba had the 
French script of the voice over and struggle hard to perform a direct translation of it all, 
despites the suffering.  
Parallely, we have been wanting to experiment in another languages with the griot voice—
not the voice-over by Bouba Touré, but the epic griot narration that was still in search of a 
voice or voices. I manage the translation of these voices in Soninke thanks to Miriam Sissoko, 
a master student in exchange in Paris, who had been recommended by Aïssatou Mbodj-
Pouye. Miriam Sissoko received a proof reading by Banjugu S. Daraame, her professor 
linguist in Soninke based in Bamako, they also in parallel made a translation of the same text 
in Bambara. 
In July 2021, we could meet in Paris to do a test recording of the text. Miriam Sissoko read 
the text in different intonations, in order to test it on the film. 
 
 
The Epic Voice Of The Griot 
 
In the meantime, I sent the Soninke and Bambara version to Mamadou Sow, one of the 
broadcast editors and presenters of the Radio Rurale de Kayes, asking him if he would know 
someone, a woman griot preferably, that could eventually come to record something. We 
had been regularly in touch since I had been visiting the Radio in 2017 and 2019, we both 
had expressed a desire of a collaboration of some kind. But so far, our ideas for example to 
do collaborative project such as live broadcast of some discussions or talks happening with 
Bouba Touré in art related spaces through the studio of the radio didn’t worked out. The 
distance but mostly the languages was the issue : any discussions around the history of the 
cooperative, on farming or agro-ecologies, or diaspora politics for example couldn’t be 
exclusively held in French or in English for the Kayes audiences and would have require 
direct translation that we didn’t manage to organize (we were already fighting with 
translation issues in most of our public presentation outside francophone spaces, as Bouba 
Touré was not speaking English). 
Mamadou Sow approved the suggestion and said he had some ideas. After a few weeks he 
told me that he was expecting the visit of Sira Dramé, a griote from a faraway village of the 
Yelimane region, north west from Kayes. He took some more weeks that she could 
effectively arrange her long travel from Guidime that may have needed 2 full days of travel 
on dust road. Mamadou Sow made the recording and send it me afterwards. When we 
received the file, Sira Dramé had already hit the road back to Yelimane. The record was 



short, in mpg3 quality (this was the radio standard), but we couldn’t be more greatful as it 
sounded like a miracle, looking at all the process, when it arrived. Her singing had been her 
reading and interpretation of the translation made by Miriam Sissoko in Soninke. Sira Drame 
had been singing a cappella in the radio studio with Mamadou Sow recording her. 
We manage rapidly to test a mix of her voice on top of musical sequence from Jessica 
Ekomane pieces, we added the vocoder (and autotune) effect I had used on my voice for 
previous recording. The result was great. 
 
Bouba Touré got slowly back on his feet after 6 months at the hospital. He had been very 
clear in the meantime that Mah Damba, the activist griote from Montreuil should be the one 
singing for the film. Bouba had heard her sing in so many occupations especially during the 
struggle of the Foyer Baara in Montreuil and considered her like a sister. We organized two 
days of recording at the studio in Pantin, nearby the home of Bouba. 
First, the translated script in Bambara was sent to the daughter of Mah Damba, Dally 
Kouyaté, so that she could read it to her mother and get an idea of what it was all about. 
 
For the recordings, we convey both Mah Demba and Mariam Sissoko to come. Mariam 
Sissoko could discuss the translation of the script in Bambara and help to the understanding 
of the intention for Mah Damba. We made two recording sessions, one with Mah Demba 
only and an other with both Mah Demba singing in Bambara and Mariam Sissoko speaking in 
Soninké, alternating. Mah Demba had notion of Soninke, and every take had variation in the 
lyrics in Bambara and in the musical intonation. We tried to give her headphone with the 
piece of Jessica Ekomane as a referent, but she requests to record without it. The Jessica 
Ekomane quadriphonic polyrhythms were not helping to focus on the dramaturgy of the epic 
at play. As Mah Damba was singing, the walls of the 7 cubic meters of the recording booth 
were trembling from the outside. Her voice needed to get out in space. 
 
Bouba Touré couldn’t assist to the spectacular recording, his cancer was suddenly striking 
back after two months of calm where we even managed to travel to Rouen for an exhibition 
of his photographs and of the film Traana (Temporary Migrant) that had been included in 
the collection of the FRAC Normandie and exhibited. 
 
We had at this point all these elements to finalize the sound editing of the voices over. But 
as we started to work on the editing of the part dedicated to the radio toward the end of the 
film, I realize that maybe a voice speaking or singing in Pulaar may be missing to mirror the 
diversity of languages existing within the radio programs. 
Indeed, the Radio Rurale de Kayes have programs in four languages, Bambara, Soninke, 
Pulaar and Kassonke. The multilingual broadcasting of the radio is part of the radio mission 
and statement from the beginning to work for farmers communities but also for inter 
communities’ relations and communications. These languages and community relations are 
also intertwined with agro-pastoral relations. These agro-pastoral relations are in some way 
cosmological and holistic and relate to multiple usage and care of a common shared 
environment. On a daily basis, the radio makes sure to inform about the condition of the 
pastures, the access to water, and mediate to avoid conflict between herders and farmers, 
especially along the river or near other access to water. 
So I asked Mamadou Sow to translate and record the text of the griot voices in Pulhar as 
well, especially the part paying tribute to the radio. He made the recording by reading the 



text by himself in the very same studio of the Radio Rurale de Kayes, with the same tone of 
voice he had been using for his own broadcast. 
At the end of our edit with Chaghig Arzoumanian, we managed to include both the voices of 
Mah Damba and Mariam Sissoko, and the elements related to our direct collaboration with 
the Radio Rurale de Kayes, the recording of the singer Sira Drame from Yelimane and 
Mamadou Sow. 
 
 

The Radio And The Polyradiophonic Algorithms : An Archive From The Future, 
For The Future 
 
I had heard about the Radio Rurale de Kayes from Bouba Touré and the villagers of 
Somankidi Coura since my first visits between 2006 and 2008 for the making of the film 
Cooperative. Back then I learned that some of the cofounders of the radio, Aïssatou 
Goundiam and Demba Traoré, had lived in the village of Somankidi Coura in the last house 
next to the field where Djibril, the tailor of the village, was now living and working, and 
where every nights the seasonal workers used to gather, dancing to the song Buranké by 
Alou Sangaré playing on the radio, and drinking the three teas coming from the 10 small 
boxes’ pack imported from Libya and bought for 1000 CFA francs in Samé, the village on the 
other side of the river. 
The history of the radio was part of the one of the cooperative. It was a great matter of 
proud for anyone I talked to, to evoke the RRK: it has been the first free radio in the region 
dedicated exclusively to farmers and made by farmers and addressing agro-pastoral issues.79 
Back then, I didn’t find the time to visit the radio in Kayes, I was too busy filming at the 
market in the shop run by the women of the cooperative when I happen to be in the city, 
and I knew maybe too little at this stage to go look further. 
 
The RRK was somehow an extension of the Cooperative of Somankidi Coura together with 
the URCAK, the Union Régionale des Coopératives Agricoles de Kayes, the Women 
Association of Somankidi Coura, the recent seed producers cooperative association 
COPROSEM, and other infrastructures in the neighboring Somankidi village. If all these 
organizations weren’t the direct product of the cooperative, many members of the 
cooperative had been active in their creation. 
In a place where state infrastructures are almost absent, these organizations were part of a 
broader movement to develop community infrastructures with the financial support of the 
diaspora, generally rather channeled toward the construction of big individual families 
houses, or huge mosques in the villages80.  
This has been clearly one of the initial fight of the coop. Bouba Touré continued to advocate 
for this all his life in France via associations such as the APES (Association Promotion Langue 
Culture Soninke) or the Conseil des Sages (CNSMF, Conseil National des sages du Mali en 
France). 

 
79 The term free radio though is a matter of discussion as the RRK was created towards the end of the 

dictatorship of Moussa Traoré, and had to avoid any direct political confrontations, and focus on local micro-

politics. 
80 The construction and maintenance in Guidimakha or Gadiaga region of villages’ health center, maternities and 

other infrastructures have been exclusively made possible by the support of the diaspora.  



The RRK was working toward a better coordination, better communication and exchange of 
information between different regional farmers groups and village, and with the diaspora 
abroad as well. As Ladji Niangané says in an interview in the film Radio Rurale du Sahel from 
1988, the radio was a tool giving unprecedented capacity to reach far away villages.  
 
The Radio was already part of the local infrastructures network that I touched upon in my 
text Figuring Fallow Time already, and in the editing of the book Sowing Somankidi Coura, A 
Generative Archive81, even though timidly. How to approach the radio into the film together 
with other infrastructures (such as the irrigation, the colonial or the termites infrastructures) 
was remaining fully open when we started the editing with Chaghig Arzoumanian. 
Our intention at the end of the film was to deploy local infrastructures towards planetary 
ones, to mention and to sing beyond the cooperative, the epic endeavors of the Radio 
Rurale de Kayes, the URCAK, of the members of the Women Association, of the peasants 
and herders, and of the River Senegal’s diaspora at large.82 The Radio was the subject but 
also could become the transmitter not only of voices, music and sounds but also of images. 
The transmitter and the mixing tables could compute as a meta editing tool in the film 
itself enabling changes in scale and time. 
 
But let’s get back to the history of the materials we had to edit with. While I was editing the 
book Sowing Somankidi Coura, A Generative Archive, Aïssatou Mbodj-Pouye had started to 
investigate and work with the archive of the RRK, we talk about it regularly and I became 
curious as well to look more closely. Aïssatou released a beautiful booklet out of her 
research in 2018 telling the story of the Radio and presenting its main protagonists and 
programs, using a lot of historical photographs and archives83. The fragmented histories I 
had heard about had now a ground. I would later ask her and the Radio Rurale de Kayes to 
use some of the photographs in the film.  
  
During my first visit to the radio in 2017, I met Darrar Ben Azour Maguiraga, Mamoudou Sow 
who would help me later to record the griot Sira Dramé, and other people working in the 
studios on a daily basis. I understood the scale of the radio activities and somehow its 
importance as a space. 
It has many offices, a recording studio, a space dedicated to the archive and a sort of 
multimedia space with old computers, offering access to internet and some of their sound 
archives, mostly the materials produced digitally the last 10 to 15 years.  
The radio is also streamed online, that enable a growing connection to the diaspora84. Since 
2020 the radio has a youtube channel full with amazing cumulated archives of live 
recordings in the studio but also of digitized music recordings for example Oumar 
Diagouraga, or Demba Fakourou. During my visit I filmed the different studios but especially 
the main one where interviews and concerts are recorded, I tried out filming rapid 
panoramic while dancing on the music on air in the studio. It had a front wall covered with a 

 
81 See in Sowing Somankidi Coura, A Generative Archive, the text Figuring Fallow Time as well as the list of 
organizations at the end of the book. 
82 The Soninké diaspora is spread all over Africa, Europe and North America. 
83 See PDF of Une Histoire de la Radio Rurale de Kayes (1988-2018) edited by Aïssatou Mbodj Pouye and the 

RRK. Since then Aïssatou Mbodj Pouye and Darrar Ben Azour Maguiraga, the director of the Radio Rurale de 

Kayes initiated since 2022 the ongoing digitization of the sound archives of the Radio Rurale de Kayes. 
84 When I was there, I assisted briefly to a broadcast dedicated to phone calls from the diaspora. condolences for 

funerals, greetings and salutation for baptisms and wedding, as well as other family news were communicated. 

https://imaf.cnrs.fr/spip.php?article5249&lang=en


huge Bogolan tapestry with the logo of the radio and its slogan une radio par les paysans 
pour les paysans, a radio by peasants and for peasants, a big clock, a window towards the 
mixing table space, and a table with microphones.  
 
This subjective camera movement of turning on oneself within the confine space of the 
radio became later an important motive to conceptualize the possible editing form of the 
end of the film around the radio archives. The spinning top camera in the studio could 
become a matrix to generate images and archives and repeat other ones seen during the 
rest of the film.  
 
In addition to these few images I had filmed in 2017 together with these spinning top 
camera shots, the late access to the film La radio Rurale au Sahel in 2019 was decisive to 
seriously consider to include a radio part into the film. The film was made by the NGO Gao 
Coooperazione on the Radio Rurale de Kayes in 1988 and included interviews with 
Cooperative members involved into the creation of the Radio such as Ladji Niangane and 
Mady Niakhaté and various shots of the studio and recording spaces back then. I found it by 
chance looking back at the youtube video account of the Italian NGO Gao Coooperazione 
that had produced Il retorno al Fleuve the other film made some times before in 1986 and 
directed by Felice Spingola. 
 
At the beginning of the film, the polyrhythms of Solid of a Revolution by Jessica Ekomane 
begin, Mah Damba welcome us on the polyradiophonic algorithms of the irrigated gardens of 
the Senegal River before starting a tribute to farmers and herders.  
Later in the film, at 44min, the polyrhythms return at the series of sequences related to the 
Sahel droughts and famine. It fade in the sound of a strong wind and images of a house yard 
facing a dust storm to satellite images showing the plume of the Sahel Dust flying over the 
Atlantic, to the shots of Bouba filming the letters of his father on the wall, in abrupt changes 
of scales. 
15 minutes later, someone is working at a mixing table, it is a video archive of the radio from 
the 1980s. When she pushes the controllers the continuously dephasing polyrhythms of 
Ekomane enters, followed by the voice of Mah Damba invoking the termites, the Djins and 
the ancestors. The uploading vectorized satellite maps imaging seem to dance on the 
polyrhythm’s beats. The enigmatic polyradiophonic algorithms of the irrigated gardens of the 
Senegal River start to unfold itself through gestures of mixing and editing, and music making.  
 
These musical interludes and the polyradiophonic algorithms prefigured the latest radio 
scene. The motive of the radio is announced from the beginning, it questions and grows in 
complexity until the last scene.  
 
 

Sub-conclusion 
 
Are the polyradiophonic algorithms of the irrigated gardens of the Senegal River an 
old technology or a new technology? It is a tool enabling to travel through time, 
and maybe an allegory of cinema, or at least an allegory of the editing form that we 
have been trying to achieve. The radio comes after scenes displaying multiple 
farming technologies, and other documenting and inscription technologies (such as 

https://www.youtube.com/watch?v=CFl-OvhzYfM
https://www.youtube.com/watch?v=VWbWOhtHIBk


film, oral transmission, theatre, music, etc.). The editing generates relations 
between these technologies and leads to implicit questionings and potential 
reflections.  
What is the relation between the inscription of a plow on the soil of the earth, the 
gesture of sowing and planting, writing on a diary book, light on photographic 
emulsion, the scanning and production of a digitized archives, the data mining and 
smuggling of archives on a hard drive? 
 
It is pretty much the spinning top camera in the studio and the text sang by Mah 
Damba that enabled to realize in the editing our initial intentions, and to transform 
the radio into polyradiophonic algorithms generating music, sound, images and 
memories. 
A speaker in a recording studio sends a signal to someone off-scene, audio and 
visual archives starts to generate. The spinning camera get close to the microphone 
and lead to listen to a radio speech of Amilcar Cabral, then later to morse code in 
radio communication during the guerilla in Guinea Bissau, and to an assemblage of 
memories, recording, of filmmaking, imaging, and farming technologies forging the 
cosmology of the film itself. 
The always changing phases of the quadriphony by Jessica Ekomane generate other 
layers of soundtracks and music jamming from the various archives, and the 
multiple griot voices of Mah Demba singing in Bambara, Sira Dramé singing in 
Soninke, the reader voices of Miriam Sissoko in Soninke and finally of Mamoudou 
Sow in pulhar. 
 

 

Afrofuturism And Epilogue 
 
At the end of the radio sequence, Mah Damba followed by Sira Dramé and her vocoder voice  
invoke solidarity, epigenetic transformation, and collective intelligence between humans, 
plants and soils in the permaculture garden of the Senegal River for a better future. The year 
2051 is inscribed on a sequence of a subjective camera walking in the middle of a field 
covered with ripped watermelons. 
At the end of the radio scene, the future explicitly open up the time scope of the film and is 
projected and inscribed onto the image of the soil and of the earth we are looking at. 
But of course the future depends where we are situated in time and space at a definite 
moment, and somehow one is transported through the film via spiral movement and 
gravitational forces where position in time and space is relative, indefinite and unstable85.  
 
In the final moments of the film, as our collective imagination turns towards envisioning a 
shared future, we are abruptly brought back by the sound of rain and Bouba's voice, altered 
by illness, recounting his birth and subsequent events that shaped his life. We find ourselves 

 
85 I didn’t theorize and relate directly the editing form into possible hard science theories like are doing artistic 

collective like Black Quantum Futurism, or writers like Karen Barad. On one hand because I am rather skeptical 

of the over layering of hard science models on artistic or theoretical methods for the risk of sloppy associations 

and identifications it may produce. On the other hand, because this is not a question that had inhabited Bouba 

Touré or the people of the cooperative for example and further extrapolations in these directions aren’t maybe 

necessary. Anyhow if I would look in this direction, I would love to investigate and try to understand quantum 

gravity theories in particular.  



transported to the Senegal River, where the 7-day-old Samba Banta Bouba falls from a 
pirogue into the river, only to be miraculously rescued by a woman. Bouba would spend his 
childhood honoring and respecting this woman, eventually offering her the harvest of his 
first gardening season. It is she who gives him the name of the river into which he fell. 
Samba Banta Bouba becomes synonymous with the river, and the river merges into the sea 
as the credits roll. Perhaps it is in these multiple metamorphoses depicted at the film's 
conclusion that the initial intentions to earnestly consider Bouba Touré's experience of 
reincarnation are honored and paid tribute to. 
 
 

The cancer 

 
It would be painful to detail the last year with Bouba Touré before he passed away on 
January 21st 2022. He got a first abrupt crisis in February 2021, a series of operations and 
had to spend the first five months at the hospital very isolated due to the Covid restrictions. 
We had last met in Strasbourg to do on online presentation of the one hour version for 
Anthropocene Curriculum The Shape of a Practice in HKW, right before an other lockdown. 
We would be communicating exclusively on whatsapp via text or vocal messages. He was 
continuing to take photographs in the hospital, views from his windows, hospital staffs and 
nurses, self-portraits and portrait of sporadic visitors and of the patients that he would 
received daily. I just had got in touch with Chaghig Arzoumanian and was excited to share 
with Bouba the coming up beginning of our collaboration on the editing of the film. I was 
reporting on the preparation for the exhibitions Le Déracinement in Z33 in Hasselt, and for 
Sustainable Assembly in PAV in Turino. We have been chatting about a public program and a 
workshop with the Senegalese diaspora community in Turino, that at the end never could 
take place. 
When I first could visit him in July at the hospital, I handle him over a fresh printed version of 
the Chimurenga Journal where Moses März had reproduced the emblem of the coop and 
loosely map the history of Somankidi Coura, of the ACTAF, even of the Women Association 
of Somankidi Coura, copy pasting from our book without referring to it. Bouba Touré was 
glad to receive it and thousand kilometers away of these authorship considerations. I had so 
much to tell him around the film. To hold to the film and to our working collaboration was 
also a way to hold him when I wasn’t nearby. We were busy despite the illness, Bouba was 
confident for the future and encouraging the film editing process. 
As he could finally go out of the clinic in September, we went to Rouen to exhibit his 
photographic work that had been bought by the FRAC Normandie a year before. He was in 
full form, monologuing and mesmerizing his audience as he used to. 
We set up recording sessions in Pantin to record his voice over in Soninke. But suddenly the 
pain was back, and Bouba had to do all the takes for two days holding his stomach. 
Bouba was translating live from French to Soninke, sentences after sentences, all we had 
been scripted. Even though we knew a priori which part would be in Soninke, Bouba decided 
to translate everything. 
Some alteration in his voice was the result of the cancer growing anew, his voice had aged, 
needed short interruptions and deep breath, his intestines were sometimes louder than his 
voices, his voice was more pitched but also had less colors as he could not declaim and 
project his voice, use his bones and body as resonators as he would normally do. 
 

https://www.anthropocene-curriculum.org/contribution/xaraasi-xanne-crossing-voices
https://raphaelgrisey.net/news/double-absence-sowing-somankidi-coura-a-generative-archive/
https://raphaelgrisey.net/news/sustainable-assembly-somankidi-coura-a-generative-archive/
https://fracnormandie.fr/collection/2347


On the second day, he had to leave holding his stomach after our recording. He crossed Mah 
Damba in the corridor rapidly and saying hi rapidly embarrassed to not be in shape to stay, 
and wishing her good luck. The voice of Mah Damba would indeed almost break down the 
recording studio booth walls, her body resonators, like the one of an opera singer, were 
blasting the space around her. 
 
When we edited the new recorded voice of Bouba together with the previous recording he 
had made in France sometimes before, I could hear the aging and difference in his voice in 
both takes. How should we move on with this observation? We tried with Jochen Jezussek 
with whom I had started the last sound edit and mix of the film, to mix the two voices so 
that they could “match” better in a last attempt to fight against time, absurdly. 
After listening again and again the new montage with both Bouba’s voices recordings, their 
difference and alteration started to make sense, time had found its own texture in the voices 
of Bouba for the film. 
Bouba used his last forces and breath into the film. Two months later in November he saw 
the last version of the film in an incredible effort in his home in Pantin on my computer, 
during one of his short stay outside the hospital. We stayed silent for a while, showing each 
other gratefulness for the work and being numb with so many emotions to process. Shortly 
after some friends came for a visit with plenty of food and joy to share, Bouba couldn’t 
hardly eat and swallow anything, or focus on the conversation of the people around. The 
time and the strength weren’t there anymore to have discussions around the film, and even 
to receive or answer visitors pressing to get the last update on Bouba’s health, he had to 
focus on his struggle. 
 
Bouba Touré passed away on January 21st 2022 in the palliative care of the hospital Jean 
Jaures in the 19e Arrondissement of Paris. I guess that in the morning of that day the date 
had been hand written like every day by some of the nurse on the board next to the clock on 
the wall in front of the bed. He took his last photograph on January 7. 2022 at 10.45, a 
photograph of a care worker cleaning his room around his bed. 
 
  
 



 

 
 
 

 
During my time in Paris, just a week before his passing, I had the opportunity to bid farewell 
to Bouba Touré. When we asked him about his plans for reincarnation, he humorously 
replied that it would take some time to decide and raised his fist, signifying that the struggle 
was far from over. 

He expressed his desire for his photographic archive to remain in France. Although we 
discussed various options briefly, it was clear that it was no longer his concern. He had 
entrusted his children, his "fistons" [sons] and "filles" [daugthers], with the responsibility of 
caring for his manuscripts and photographic archive once he was gone. 

Bouba had always wished to be buried where he passed away. He had seen firsthand the 
challenges faced by families who had to arrange and finance the repatriation of a loved one's 



body to their village near the Senegal River. His testament reflected his deep attachment to 
both France and the Senegal River, to Paris and to Somankidi Coura. 

At his funeral at the Pantin cemetery, I encountered many relatives, community leaders, 
activists, and friends of Bouba, some of whom I had not met before or had only briefly 
encountered long ago. Over the following two years, we would come together regularly to 
circulate the film and care for Bouba Touré's archives. 

One such individual is Soso Soumaré, Bouba Touré's niece, a student of anthropology and 
activist who works in refugee support in social centers or squats in the Parisian region. She 
knew her uncle as the friendly family photographer and would later delve into his archive, 
conducting her own research and writing papers on his legacy. Together, we participated in 
discussions, Q&A sessions, and workshops related to the film and the digitization of the 
archive. 

Another person I would like to mention is Mams Yaffa, who delivered a speech on behalf of 
the Soninke community at the funeral, representing the second and third generations as well 
as the elders who were "less inclined to speak publicly." He collected dozens of DVDs and 
stacks of photographs from Bouba's apartment, documenting community gatherings and 
meetings of organizations such as the A.P.S. Association Promotion Langue et Culture 
Soninke. He plans to pay tribute to Bouba Touré and the cooperative of Somankidi Coura at 
the next FISO, the international Soninke festival scheduled to take place in Ivory Coast in 
2025, where he intends to screen the film. 

Additionally, there is Mamou Soumaré, another niece of Bouba, who discovered Bouba 
Touré's work through the film. She actively supported the digitization campaign, promoted 
the film, and paid tribute to "tonton Bouba" [uncle Bouba] at the annual gathering of the 
youth of Tafacirga, the village where Bouba was born—a group of diaspora children with 
family ties to the village. 
 
 

Circulation and Distribution 

 
Before going to the last chapter on the attention given to Bouba Touré's archives, I would 
like to share some stories about the reception and dissemination of the film, which have led 
to critical reflections. These activities, caring for the archives and sharing the film, are deeply 
intertwined and have mutually benefited each other. 

During presentations in the art world, Bouba Touré and I would often be together. Whether 
providing support, translation, or advice, I always aimed to accompany Bouba Touré, 
especially in non-French-speaking contexts. Bouba Touré had a knack for captivating 
audiences and used these moments as platforms for storytelling and promoting the 
cooperative. 

While I typically played a background role, serving as a production and travel assistant, 
translator or projecting images in the background following the narrative flow of Bouba, I 
suddenly found myself shouldering the entirety of our collaboration, a responsibility that 



continues to this day. I had to establish rituals to sustain myself, devise alternative 
presentation formats, and, most importantly, seek support, friends, and allies to perpetuate 
the ideas of Bouba Touré and the Somankidi Coura cooperative and to continue generative 
conversations about the film and the archives. 

 
Film Festivals 
 
The film premiered at the Festival du Réel in Paris in March 2022, but unfortunately, I was 
stuck with COVID in Berlin at the time. However, I managed to make it to Paris for the last 
day of the festival and to be present for a hommage to Bouba Touré at Un Lieu Pour 
Respirer, which we had organized independently. The homage included screenings of the 
film and Safrana, or Freedom of Speech, followed by an evening of coming together with a 
concert by Mah Damba and her band, who had provided the music for the film. Bouba 
Touré's sons, Laurent Franc and Samuel Thomas Touré, along with Martine Pifre, his partner 
who had accompanied him until his passing, attended the event, along with the film team 
and many friends. The film received two awards at Festival du Réel, which significantly 
contributed to its future dissemination in international festivals. 

The film won later the documentary award at the FCAT festival in Spain and the best feature 
film award at the Archivo Aperto festival in Italy. These prizes, combined with the financial 
support from the Art Explora Cité des Arts residency, which I was supposed to undertake 
with Bouba Touré, enabled us (me and Bouba Touré's relatives) to initiate the digitization of 
Bouba Touré's photographic archives. To date, 30,000 negatives have been digitized, and a 
pre-inventory of them and the rest of the archive is still ongoing. 

The dissemination of the film took various directions, each requiring specific attention and 
effort: film festivals, exhibitions, events in rural areas, on the African continent, involving 
diasporic communities, peasants, or activist networks focused on decolonial agro-ecologies. I 
will describe some of the most important moments and connections that began to crystallize 
during these events, leading to critical reflections on the circulation of the film.86 
 
We had the chance that the circulation in film festivals occurred partly in a snow ball effect. 
Nevertheless, it required a lot of dedication to organize and accompany the film in many of 
these festivals, especially without Bouba Touré. I tried to be present in many festivals myself 
and with guests, such as protagonists of the film, the producer and the editor, Bouba Touré’s 
relatives, or activists, with whom I was expecting to have fruitful conversations. Screenings 
often became opportunity to discuss the becoming of the archive of Bouba Touré, and mode 
of presentation of the film and of the archives. 
 
 
Dissemination In Visual Art Spaces 
 
For the dissemination in the art scene in the global north, the focus has been given to work 
towards collaborative practices and to emphasize them as much as the hosting spaces or 

 
86 A non-exhaustive list of festivals, cinemas, or venues, as well as art center, activist spaces where the film has 

been presented is accessible here. 

https://www.facebook.com/events/242179421368151
https://academy.artexplora.org/raphael-grisey/
https://raphaelgrisey.net/works/xaraasi-xanne-crossing-voices-in-production/


institutions could go. I asked for example for a financial contribution to the further 
digitization of Bouba Touré’s archives from the host when the conditions could allow it. I 
insisted to give the priority towards collaborative practices at the different steps of the 
conceptualization, production, around the presentation and therefore trying to reduce as 
much as possible for example the exhibition’s production costs and transports, and to think 
the different steps of the making of an exhibition or a presentation with parameters of care 
and decolonial ecologies. Thinking together around working conditions, institutional 
resilience, different format of discussions around the film (different than the classical festival 
Q&A) within workshops and thinking the practice of the exhibition making included into 
open ecosystems either already existing from within the institution, or to bring in from the 
surrounding. My recent experience working together with curator Agnes Stillger and 
Aminata Diouf for My Life Began Several Centuries Ago, an exhibition, workshop and 
screening held in AdKdW in Cologne has been a great experience working hand in hand 
around all these questions and demands. 

 
Association A4 
 
I have been particularly attentive to associations, collectives or festivals active in the 
countryside or in cities, who had a link to politics of farming and food, decolonial ecologies 
practices, and pro-actively trying to connect with them, mostly in France or in Germany. 
One of the most beautiful gift given by the release of the film came out of the unexpected 
encounter with the newly formed association A4 (Association Accueil Agriculture Artisanat). 
Here is how they introduced themselves on their website : 

 

The objective of the A4 Association is to build a dynamic of hosting, training, access 

to work and administrative support for people with or without papers, urban or rural, 

in the fields of Agriculture and Craftsmanship.  

Our project aims to develop a network of training, exchanges, farm setting-up and 

peasant solidarity by linking territories and current initiatives. 

The project was born from encounters of people wishing to learn, work and live in a 

dignified way in the fields of agriculture or crafts, but who come across practical 

difficulties due to their situation. 

 
A4 was visiting and networking with farms interested to their project, and during a gathering 
in summer 2022 at one of the Longo Maï Cooperative87, the farm Mas du Granier, in Saint 
Martin du Crau in South of France, some members of the association got access to the film 
via filmmakers Jérémy Gravayat and Till Roeskens.  
I got first invited by A4 in DOC!, an alternative cinema in Paris for a screening of Xaraasi 
Xanne (Crossing Voices) together with the screening of their film D’Égal à Égal, a short 
documentary film staging meetings and discussions in different farms around the goal and 
becoming of their networks. 
The encounter came as a gift, it was decisive and warm, and we continue to this day to work 

 
87 The anarchist Longo Maï farming cooperatives network exists since the 1970s. There are farms in France, 

Switzerland, Austria and Germany. 

https://www.adkdw.org/en/article/3821_my_life_began_several_centuries_ago
https://a4asso.org/en/accueil-english/
https://en.wikipedia.org/wiki/Longo_Ma%C3%AF


together. They had identified immediately with the story of the making of the cooperative 
Somankidi Coura, an experience rich in lessons made a generation earlier and similar to their 
own. I insisted to come with Soso Soumaré, activist and niece of Bouba Touré, who hasn’t 
yet seen the film.  
The discussion led to very specific questions around the possible form of support that can be 
built in the countryside or in cities, and all the challenges of hosting and welcoming in 
environment that can be hostile and racist. How farming training can be made accessible for 
people in administrative and financial precarious situation? We discuss for example the 
necessity to have farming and training project relatively close to bigger cities to keep a 
necessary mobility to go to the city for jobs and solve their administrative issues. 
The film Xaraasi Xanne (Crossing Voices) enabled discussions around the historicity of 
farming practices, of colonial entanglements and about a tradition of radical migrant worker 
struggles. Historical perspective, despite the repetition, the ongoing violence, and the 
worthening of anti-migration policies, was definitively empowering a new generation with 
similar projects, and shedding a light on the necessity of deciphering continuities, 
reassembling struggles that got shred or forgotten by historical storms of time into diasporic 
trajectories. 
 
The association A4 started to show the film regularly in order to introduce themselves and 
open discussions in different ecological, peasant or migrant activist festivals or gatherings. 
Already the first time we met, people from A4 told me that the film had already circulated 
under cover on the ZAD of Notre Dame des Landes, and other ZAD (Zone à Défendre) 
collectives. This was the best news I could hear concerning the dissemination of the film in 
France and was honored by the fact that the film, despites its form and length could reach 
activist circles and enable discussions. And most importantly that all this could also happen 
without my interaction or my physical presence.  
In spring 2023, Tarik Belkadi from A4 came to former Bouba Touré’s home in Pantin to pick 
up books by Bouba Touré and of Sowing Somankdi Coura, a Generative Archive to display 
them on their info tables before discussions. 
They showed the film and sold the books in summer 2023 at the Festival Les Résistantes on 
the Larzac plateau88, at the Université d’été des Mouvements Sociaux et des Solidarités in 
the Parisian banlieues of Bobigny, and I suppose in other places I might not have been 
informed about. In the festival Les Résistantes, the group felt isolated and tokenized by the 
organizers who asked the BIPOC people of the group to participate in various panels. A4 was 
the only group amongst dozens of them addressing structural racism within this festival 
dedicated to ecological activism issues89. The screening happened on a cold stormy night 
under a tent, and the legend said that still people looked at the film until the end. Decolonial 
ecologies have a long way to fight in France and elsewhere, and any activist work going in 
this direction needs infrastructures of care and safe spaces. 
 
Later, Clarisse Chauvet, an other member from A4, brought more books and a kilogram of 
onion and okra seeds from Somankidi Coura to Lannion in Britany. She and other A4 

 
88 Les Résistantes was a summer gathering connecting farmers and eco activist groups linked to Les 

Soulèvements de la Terre happening of the very same Plateau du Larzac where the group had been visiting in 

1974 (a scene related to the Larzac is in the film Xaraasi Xanne). 

 
 

https://en.wikipedia.org/wiki/ZAD_de_Notre-Dame-des-Landes


members started to occupy some industrial greenhouses there for a two years period. The 
film was screened in one of the greenhouses during a big construction workshop end of 
September 2023 and the  seeds are growing. 
 
I gathered with them a second time for an hommage to Bouba Touré on a proposal by 
Initiative for Practices and Visions of Radical Care around the one year commemoration of 
Bouba Touré’s death. The day started with a screening at l’Écran cinema in the Parisian 
banlieue city of Saint Denis (where Bouba Touré had lived in the foyer Pinel), followed by a 
discussion with Tarik Belkabi, Habib Ali Mohamed, Sembala and Backo from A4, Goundo 
Kamissokho from Somankidi Coura (she had come to France in the first place for an other 
screening at Filmer le Travail festival), Olivier Marboeuf and I. We continue the gathering 
with food, readings and performances in the house of the family Rester Etranger, an 
authoring and living project, by and for people having migration trajectories and paper 
issues. Networks and caring could be performed and ritualized. The day was a bless and a 
beautiful tribute. 
 
In the autumn 2023, A4 member Alitzel Velasco Burgunder came from Grenoble and Sosso 
Soumaré from Stains to gather in Lyon for an after screening discussion in the festival Pour la 
Suite du Monde. Sosso Soumaré continued touring with the film at the festival des Cinémas 
d’Afrique in Apt, making further encounters. The reason to join a screening or not were 
related either to schedule issues or to funding for travel from Berlin where I live. The 
organization of these screenings with speaker attending required coordination, and 
responsibility to make sure the conditions and the context were fair and safe for the guest. 
In a sense, this is a form of continuation of the work I did for and with Bouba Touré when I 
included him in some art related context he may not have been familiar with in the first 
place and to make sure that the hosting place was a safe one. 
 
I managed to gather with A4 a third time in early March 2024 in the farm Mas du Granier, a 
Longo Mai Cooperative90 situated in Saint Martin de Crau in South of France. The farmer and 
filmmaker Till Roeskens, who had moved there in 2018 invited us with the support of the 
farm collective. We gathered there for a late afternoon of presentation, screening of the film 
and discussions. 
People came from other Longo Maï farms, and from the region. Members of the Association 
des usagers du CADA (Centre d’Accueil de Demandeurs d’Asile - Reception Center for Asylum 
Seekers) went all the way from Marseille.91  
Habib Ali Mohamed and Tarik Belkadi from A4 shared their recent “voyages-enquêtes”, 
literally travel-inquiries composed of researches, and interviews through the Bretagne 
region and other places on the working conditions of so-called travailleurs détachés 
(secondees workers). The travailleurs détachés are flexible badly paid labor forces employed 
on demand temporarily to respond to the fluctuation of the weather and of the markets. All 
the actors of the agricultural sector see the necessity of this type of workforce as a fatality 
without addressing the structural violence that emerged from its systematic use by all sort of 
farmer bosses, being organic farmers, or conventional farmers pressured by the system to 

 
90 The anarchist Longo Maï farming cooperatives network exists since the 1970s. There are farms in France, 

Switzerland, Austria and Germany. 
91 The Association des usagers du CADA is a grass roots refugees association that gathered to pressure centers 

for Asylum Seekers to do their job doing occupations, lobbying and demonstrations. 
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do so. Consequently, the secondees working conditions are not addressed by any of the 
unions, even the most progressist ones such at the Confederation Paysanne. A4 aims to 
write a full report out of these multiple researches and interviews with secondees workers 
to pressure the unions to take this issues seriously, and to find solution for administrative 
regularization through stable employment. 
On the second day, Habib Ali Mohamed Mousa, made a batch of bread in the oven he had 
built himself in St Denis near Paris and brought to the farm some months earlier to the 
inhabitants and commoners of the Mas du Granier coop. The batch was made to show the 
new users how it works and some fine tuning to get a better crusty bread and provide part 
of the meal. 
 
 

Sub-conclusion 
 
The film again, enabled A4 members to compare situations of the past and today 
for migrant labor, and compare individuals’ trajectories. The story of Bouba Touré 
and of the cooperative, offered the possibility for Association A4 to anchor their 
thoughts and fights within an intergenerational history and tradition. Even though, 
the history and the struggle look like to repeat themselves, the film offers the 
telling of a precedent, that enables affirmative action and audacity in their own 
struggle, but also for example facing condescending, gaslighting attitudes or simply 
misunderstanding within white public and activist circles during their presentation.  
 
Potentially the film can support refugees and migrant groups to affirm their 
positions and agenda, to be listen in the first place, to speak equal to equal with 
supporters and solidarity movement (being unions or associations), and breaking 
the conscious or unconscious caritative or patronizing undertones that often could 
poison discussions back then and until today in France92, and in Europe in general. 
The different facets of the film and its complexity, potentially enable to use it as a 
tool box helping to generate critical thinking within a discussion afterwards. Maybe 
it is a wishful thinking, but it seemed, at least on many of the previous cases 
described to have worked a bit. 
 
 

Other collaborations, implicating screenings, discussions, seed exchange between A4 and 
the cooperative of Somankidi Coura, gardening and film practices, would certainly continue 
to happen in Britany in Lannion and in Douarnenez in the summer 2024. I would be 
interested to discuss the form and method of their “voyages-enquêtes”, travel-inquiries, as 
maybe there would be connection to be made with my own artistic research, and way to get 
implicated as well. Close collaboration with A4 would also take place during the film release 
in movie theatre in France in the autumn 2024 giving them the opportunity to disseminate 
their activities and reflection further together with the screening of the film Xaraasi Xanne 

 
92 The actual decolonial and refugee/migrant movement in France still have to repeat the critic of earlier liberal 

anti-racist movement such as SOS racism Touche pas à mon pote (Don’t touch my friend) from the 1980s, where 

the first concerned, racialized people, were left in the role of a passive victim, without the possibility of self-

defense and action, behind patronizing charity. In opposition, the later “Sans-Papiers” movement which started 

in the mid-1990s was grass-roots and self-defined themselves, and set up their political agenda, and remain as 

such. 
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(Crossing Voices). 
Circulation On The African Continent 
 
The film was selected in various festivals in Africa. It was first shown 5 km from the African 
continent at the FCAT festival in Tanger-Tarifa, which actually that year 2022 only happened 
in Tarifa because of the border politics between the two countries following the refugee 
massacre of 2021 at the borders of the Ceuta enclave, repeated in June 2022 in Melilla. 
The festival offered proper discussion time separated from the screenings and Q&A. The 
relatively small scale enabled fruitful dialogue with other filmmakers and producers from all 
over Africa, and the awards received helped for the further circulation of the film in Spain 
and elsewhere. 
 
Briefly after the film was shown in the FIPADOC in Agadir, Morocco, and later in the Gabes 
Fen festival in Tunisia, dedicated to experimental and documentary cinema. For schedules 
reasons, I could not join both of the festivals. It was a missed opportunity I imagine for 
comparative discussions between the film and emigration, border control and ongoing anti-
black racism in both Tunisia and Morocco.  
The film contains an excerpt from the film Jusqu’au Bout by Cinélutte shot in Tunisia where 
an employer explains to a group of mostly illiterate migrant workers from the countryside 
their future labor condition in France and their working contracts. 93 
What is left in the collective memories of Tunisia of these segmented migration politics of 
France with its former colonies, where migrant quotas followed bilateral agreements made 
with the complicity of French big employers? 
How much these bilateral agreements managed to segment consequently the migrant 
workers struggles between countries of origins, and may continue to do so with refugees in 
a more virulent way to this day? What was the strategies to organize, to unionize, and avoid 
this pitfall? The racial and national divide between racialized populations under the same 
neo-colonial regime was flagrant in the foyer struggles, for example between the MTA94 and 
Black African groups, and that was in many ways a separation orchestrated by the French 
authorities, and the result of neocolonial politics. In the editing of the film, we choose 
voluntarily on the contrary to emphasize moments of intersections, moments where there is 
the attempt to speak next to each other, not with the same voice, and most importantly to 
supporting each other. 
Thinking anew of this excerpt from the film Jusqu’au Bout by Cinélutte makes me think of 
the research of the Association A4 on the travailleurs détachés (secondee workers) and how 
similarly, they mentioned cases of employers of the greenhouse market gardening industry 
in Spain, gathering migrant precarious workers to send them to work in South France for 
short mission, underpaid and exploited in the grey zone between state labor regulations and 
human trafficking offense.  
 
 
Saint Louis 

 
93 The mentioned excerpt is at 34min 20s in the film 
94 Mouvement des Travailleurs Arabes [Arab Workers Mouvement]. I suggest that the divide wasn’t between a 

Panafricanism and a renewed Pan-Arabism led by then figures such as Khadafi (Khadafi was also calling and 

enacting Panafricanism), but rather a constructed neo-colonial divide within migrants of former African French 

colonies.  



 
The film was shown in Saint Louis Senegal in May 2022 at the Stlouisdoc Film Festival. We 
use this opportunity with the complicity of the festival to gather with relatives and members 
of the cooperative of Somankidi Coura. Initially, we discussed with coop members to bring a 
group of about 6 to 7 peoples. Finally, only four people could come after we had figured out 
the costs of the travel and of peasant workers’ salary to take care of the fields during the 
time the group would be gone.  
 Dramane Diaby, the brother of Bouba Touré and Ousmane Sinaré cofounder of the 
Cooperative of Somankidi Coura, both protagonists of the film, came with two children of 
Somankidi Coura: Fakourou Bathily, a son of Bathily Bakhoré (an other cofounder and 
protagonist), and Sanoussi Sinaré, son of Ousmane Sinaré.  
Sanoussi Sinaré was based in Bamako and working in a radio station, he first had to travel to 
Somankidi Coura, then the four of them left to the Senegal border at Goutioubé, shortly 
after Tafacirga, the native village of Bouba Touré.  
On the way Dramane Diaby could visit his family and his newly married daughter in Tafacirga 
and Singalou. To take the dust road to Senegal via the Senegal River was a necessity to avoid 
the border controls in Kidira on the way to Tambacounda. It was still covid, the political 
situation in Mali had turn a few months earlier into the first of a series of military coup, and 
what could happen at the border control would have been too unpredictable to take the 
risk. 
Once they crossed the Falémé river and arrived in Aroundou, they had to wait 24h to find 
another Sept places, a 5 seats car you put 7 people in. The Sept places took them first to 
Bakel or Moudéri, then they had to change car again all the way to Saint Louis, some 400 km 
through the Fouta Toro partly on dust road, following the Senegal river. 
 
I flew in from Berlin to Dakar, and got a cab that brought me within a few hours in Saint 
Louis. We met in tears in a hotel on the beach at the very end of the Saint Louis island, 
between the sea and the Senegal river estuary, exactly where the film ends. We hadn’t seen 
each other in more than two years. Bouba Touré had passed away four months earlier and 
none of Bouba Touré relatives from Somankidi Coura had managed to come to the funerals 
in Paris95. 
The film is dense, and it was not too much of two screenings, for the brother of Bouba and 
for Ousmane Sinaré, to get emotionally through it. I was sitting next to them, to translate 
when necessary some written elements of the film and guiding them into the maze of the 
archives. Ousmane Sinaré and Dramane Diaby said few words and thanks, we had public and 
private conversations, and despites the joy of remembering the energy and living force of 
Bouba, it was also still the time of collective grief and mourning. And somehow, this is how it 
would be in the next two years: screenings were always a moment to praise and remember 
Bouba Touré and to pay tribute. And as Bouba Touré was someone that liked to discuss and 
engaged with all sort of things, discussing the editing, the politics of the film, and of its 
distribution together with the archives of Bouba Touré, became the best way for me to give 
him a tribute. 

 
95 Gassama Touré, the daughter of Bouba Touré based in Bamako came at the end of the summer 2022 in Paris 

to her half-sister. We met in the flat of Bouba, went to the cemetery and discussed the becoming of the archive 

of her father. We finally decided to stay, and got a year after the French nationality, claiming her link to her 

French father. Gassama has taken her revenge somehow, as her father would have never accepted her to move to 

Europe. She left four kids in Bamako and raises a new born kid in 2022 in the city of Lyon in the family of a 

cousin. 



 
It was important that some children of the cooperative could also start to witness the history 
and trajectory of their elders through the film. Fakourou Bathily didn’t speak French, it was 
the first time for him to see the sea, and that was I supposed as exciting as to look at a film 
on his village. He remained mostly silent and discrete during the discussions following the 
screenings, so did Sanoussi. 
At a detour of a conversation with Fakourou Bathily and Sanoussi Sinaré, I learned that 
Fakourou was doing hip hop songs with other kids in Somankidi Coura. We listen to them, 
one of the songs was singing Somankidi Coura and naming the Somankidi Coura’s kids crew.  
I told him that If I had known earlier, we would have with Bouba Touré definitively asked 
him to sing in the film, or to use one of his song. I carried back his songs with me in Europe 
and occasionally play one of them from my phone in the mic during Q&A as the way to 
continue the film, and to discuss distant and delayed communication through time and 
space between what we have been doing with Bouba Touré, and Somankidi Coura. 
One of the brother of Fakourou had died during the crossing of the mediteranean sea a year 
earlier and an other brother of him was still stranded in Algeria in very precarious 
conditions. I was moved and troubled to meet him there at the sea and at the mouth of the 
Senegal River. Fakourou was bringing an other reality of the coop and of the village life with 
his presence, that was necessary to acknowledge and to discuss. 
 
This encounter with this delegation from Somankidi Coura was also precious because it was 
and it is still complicated for me to travel to Mali with the current political situation. 
Paradoxically, it has not been yet possible to show the film in a public venue in Mali or to 
come in person to present the film at the coop, to the friends, to the relatives and to a larger 
community. The group came back with the film on usb sticks, and this is how the film have 
mostly circulated since then in the Senegal river region, being seen on phones or onto 
flatscreen.96 
 
 
Mali 
 
To this day I am still trying to prepare a two weeks village cinema tour along the Senegal 
River in Mali starting from Kayes towards Tafacirga with the Cinéma Numérique Ambulant 
based in Bamako. The association Soleils d’Afrique linked to the festival sur le Niger and led 
by Hama Goro, was also interested to show the film in open air sessions in different 
neighbourhoods of Bamako. I got their contacts in late 2022 and I am still struggling to find 
funding for this project due to the situation. The Institut Français is almost closed and have a 
very discrete program since the pressure came from the militaries. Noboby in Mali wants to 
work with the French Institute to avoid canceling or repression, and I am also searching in 
different direction for ethical and political reason. The next Rencontres Photographiques de 
Bamako this year may be again an opportunity to present new parts of Bouba Touré 
photographic work together with the film.97 

 
96 Goundo Kamissoko, Mady Niakhaté from the coop, as well as old friends of Bouba Touré Hadietou Ballo 

based in Somankidi, and Demba Diawara who lived between Paris, Bamako and Kayes and helped with Bouba 

Touré archives, got USB sticks to disseminate the film and do home screenings with relatives and neigbhours. 
97 Three consecutive days of screenings eventually happen on November 18 to 20. 2024 parallel to the Bamako 

photography encounter at the Soleil D’Afrique center and in the Makôrô art center. This was self funded and 

https://www.c-n-a.org/cna-mali
http://www.centresoleildafrique.com/


 
The last day of the festival in Saint Louis, I met the filmmaker Mamadou Khouma Gueye who 
invite us for the second edition of Tééméri Bop Koñ, a gathering between filmmakers, eco-
activists and villager communities in Senegal. Mamadou Khouma Gueye is a Senegalese  
artist, filmmaker and organizer who have collaborate with artist Vincent Messen, and with 
the Senegalese filmmaker Moussa Sen Absa. 
 
 
Tééméri Bop Koñ 
 
A year later we gather again with Ousmane Sinaré for the Tééméri Bop Koñ #2 gatherings 
first in Mboro and then Dakar. Ousmane Sinaré came with Dado Niangané, an other 
cofounder of the cooperative. Their travel was similarly complicated, long and tiring. I 
insisted that some women of the coop should also join this time. We had tried the precedent 
year already with Goundo Kamissokho without success. Beyond patriarchal structures, 
peasant daily and seasonal constraints, gender division of labor and multitasking work 
overloads for women makes travelling more challenging to plan. There was also the 
language issue: only a few women of Somankidi Coura living in the village are fluent in 
French (or English) such as Goundo Kamissokho and a few others98.  We had long exchange 
with Goundo Kamissokho on these particular points, to figure out who could come and what 
would be the benefice of such a visit. As it had been the case for the two young men the 
year before, we considered the experience definitively worth to trying out, and that we 
would find a way for the translation. Dado Niangané is exclusively speaking Soninké and 
Bambara, Ousmane Sinaré would have to translate for her most of the time as he and 
Dramane had done with the kids the precedent year. 
Ousmane, myself and the organizers had underestimated the task of translating for three 
days of intense discussions and workshops. We didn’t find any extra Soninkés, or Bambara 
translators in Mboro or later in Dakar, but Dado and Ousmane found their way. All the 
Waxtaan, workshops and discussion happened in Wolof and in French, sometimes 
exclusively in Wolof with whispering translations. It was demanding for Dado and for 
Ousmane but at the end also for most of us, that were less familiar with one or the other 
languages. I had been experiencing translation challenges extensively with Bouba Touré and 
also during my collaboration with Káddu Yaraax. many of the actors could speak only a bit of 
French, and my wolof was insignificant. But translating felt much more of a social habitus in 
the region, especially in Mali. Everyone is used to speak or to navigate between at least 
three languages on a daily basis. The festival Tééméri Bop Koñ was focusing on the form of 
the Pencoo or waxtaan where speeches, voicing and protocols are given expanded time. 
 
The first day in Mboro region, we visited with activists Ndiaga Ndiaye from SOS Mboro and 
Gorgui Ka from the NGO Natural Justice, at the seaside in Weutar one of the many heavily 
polluted sites resulting of the phosphate extraction by the company Industrie Chimique du 
Sénégal. We went then to the village of Gaad, a farmer village threaten by the expansion and 
pollution of the mine, to hear the testimony of the village chief and other villagers.  

 
organized with the support of a local network including the photographer Fatoumata Diabaté, Hama Goro, 

Oumou Diarra and Nadine Hounkpatin. 
98 It is the same for men apart from the founders and others that may have lived for a while in France or studied 

at the university. 

https://raphaelgrisey.net/news/xaraasi-xanne-festival-teemeri-bop-kon-2/


Ousmane Sinaré, Dado Niangané and I got introduced to the history of the old Senegal 
phosphate state industry, and its related pollution, corruption practices and expropriation. 
Ironically the phosphate is being exported amongst other thing to produce fertilizers for 
agrobusinesses elsewhere in the global South such as Indonesia. After an expropriation 
social peace is bought by “giving back” to expropriated villagers access to land that had been 
covered by a toxic fertile mud coming from the open pit mining. The mud soil is fertile for 
one or two year but contains extremely heavy metals going into the crops, into the food, 
into the bodies of cattle, humans and other beings. 
The film and the experience of the cooperative of Somankidi Coura in this context was 
presented as a place that emerged after the violence of colonialism, of extractivism and of 
the famine, as a place of care and healing, for and by people that already had been 
displaced several times. 
 
The Tééméri Bop Koñ #2 had a particular format : we first had visits, then long discussions of 
3 to 4 hours called Pencoo, and finally, at the end of the day, outdoor screenings. 
The film presented were related to what had been discussed that same day, some of them 
had been made in previous film workshops the weeks and months earlier by Mamadou 
Khouma Gueye, El hadji Demba Dia and others, or during the first edition of the festival that 
had focused on the ongoing ecocide and villagers struggles of the Sococim cement factory in 
Bargny, a village nearby Dakar. As El hadji Demba Dia put it, the films were aiming to be 
artistically honest towards their subject, many of them were portrait of people and of 
collectives being impacted. 
This expanded format enabled to look at films not as a utilitarian manner, which is so often 
the pitfall of activist circles and their relation to moving images. It also differs from the 
classical limitation of a Q&A, often to short to start to unpack seriously and get an 
understanding of the form, and how this form informed the so-called content. 
The second day, the Pencoo happened at Raw Material Compagny with new speakers 
including conversion again with Ousmane Sinaré and Dado Niangané. 
The third day we gathered at the Lebou village of Yaraax with the theatre collective Káddu 
Yaraax for a tribute to Bouba Touré with a presentation of the book Sowing Somankidi 
Coura, a screening and a discussion together with Mouhamadou Diol and many actors we 
had been working with intensively together a few years earlier in 2017 to 2019.99  
For Ousmane Sinaré, Dado Niangané and I, it was new to move together in so many different 
contexts, the presence of Bouba Touré and of the coop through the film was bounding us. 
This kind of workshop and discussion format was clearly one of the best formats we could be 
in together with the film. We were hosted in the flat of Raw Material Company for two 
nights and the Dakar urban upper middle-class lifestyle was quite a stunning experience for 
both Ousmane and Dado. 
We used this encounter to smuggle seeds: Dado and Ousmane brought some three 
kilograms of onion seeds Violet de Galmy, half a kilogram of okra seeds and a bag of dried 
okra pods with extra seeds inside. I had asked Ousmane to bring me some seeds to present 
in some coming up exhibitions and for spreading here and there, but I didn’t expect that 
they would bring so much. With such a quantity, one could literally seeds hectares of onions. 
I brought some back to Berlin in different bags to avoid suspicion at the border control, 
Mamadou Khouma Gueye took some as well to distribute in Senegal and bring part of it in 

 
99 See related theatre of the oppressed workshop and filmmaking with the theatre collective Káddu Yaraax 

Traana (Temporary Migrant) and Xeex Bi Du Jeex (A Luta Continua). 

https://raphaelgrisey.net/news/xaraasi-xanne-festival-teemeri-bop-kon-2/
https://raphaelgrisey.net/works/traana-temporary-migrant/
https://raphaelgrisey.net/works/xeex-bi-du-jeex-a-luta-continua/


France to Nantes. 
I later put seeds and pods in seeds paper bags with the logo of the cooperative, offered 
them during workshops and events around the film or exhibited temporarily in displays of 
Sowing Somankidi Coura, a Generative Archive such as in Museo Reina Sofia Madrid and 
AdKdW in Cologne. 
Half a kilogram was given to Mu Mbana, musician and peasant, working together with artist 
Filipa Cesar at the new Mediateca Onshore in Malafo in Guinea Bissau; a kilogram was given 
to the association A4 for their ongoing temporary occupation of industrial greenhouses in 
Lannion, Britany; a bag was given to the collective Longo Maï farm Mas de Granier, and so 
on. 
 
 
Goundo Kamissokho 
 
Goundo Kamissokho could join me to the festival Filmer le travail in Poitier, France, a year 
almost after the premiere she attended. She could look at the film again and appropriate it 
for herself. She used the screenings Q&A and discussions of the festival as platforms to 
express her claims as representative of Malian peasant woman activist and feminist. She was 
in these days very much involved into on ongoing campaign for women farmers’ land access 
and reappropriation in Mali. 
The fact was, that she could join the festival only because she was already in France to take 
care of her health, as many Malians do when they can afford it to guarantee better health 
treatments in some cases. I could write extensively about these various logistical issues that 
made encounters and intersection with people from the cooperative of Somankidi Coura 
possible or not. Goundo Kamissoko made it in extremis for the film premiere as well as for 
this time despite her diplomatic visa (that she has because of her position as director of the 
Federation of Rural Women in Mali). We had to double it with letters of recommendation, 
official invitation, proof of residence in France, etc. We had to follow the same procedures 
for her husband Mady Niakhaté, cofounder of the coop, who had extremely severe health 
conditions, and needed urgent operation that couldn’t be done in Mali. With the production 
company, we invited him for a series of screening, with a proof of residence and a letter 
from the host, for him to get an operation completely outside the French health system by 
an activist and supportive surgeon from the Northern banlieue. Since September 2023, the 
situation has worsened extremely. Visa are not given any more to Malian citizens. targeting 
especially students and people of the cultural sectors. It works as a form of neo-colonial 
punishment and retaliation against the military Malian government pro-Russian positions, 
and distancing with France cooperation. Maybe Goundo Kamissoko could make it anew with 
her diplomatic visa, but it is not possible to invite anyone of the cooperative for a film 
screening, a talk or an exhibition anymore.100 
 
 

 
100 During the theatrical release of the film in France, which began on October 16, 2024, and is still ongoing, we 

once again encountered visa-related challenges—this time also affecting Goundo Kamissokho—along with last-

minute scheduling difficulties. In response, we found alternative ways to accompany the film, involving 

members of the A4 association, including Lassana Niakhaté, the brother of Mady Niakhaté, who resides in 

France. Additionally, various foyer committees, such as those from the Branly foyer in Montreuil and another in 

Drancy, in the northern suburbs of Paris, played a key role in supporting the screenings. 
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My Life Began Many Centuries Ago 
 
Finally, as a last example of the many I could give, I would like to mention a workshop that 
happened together with the opening at the AdKdW of the exhibition My Life Began Many 
Centuries Ago, curated by Aminata Diouf and Agnes Stillger including many elements of the 
Sowing Somankid Coura, a Generative Archive research such as the film Traana (Temporary 
Migrant), nine prints of Bouba Touré’s photographs, a display with documents and archives 
elements including seeds, a shelf with a selection of books related to the research, a 
diaporama with Bouba Touré’s photographs relating to migrant workers struggles, and 
finally the exhibition of the film Xaraasi Xanne (Crossing Voices) itself. 
The workshop took place the day after the opening, together with Olivier Marboeuf, Sosso 
Soumaré, myself, the two curators, the staff of AdKdW and participants. Most of the people 
had seen the film and the exhibition already. We opened up a discussion around our relation 
to archives informed by each of our position and situateness, and by the exhibition as well. 
We did this after looking at newly digitized images of Bouba Touré that I had just receive 
from the TRIBVN lab in Châtillon. 
I spoke about some of the questionings I was going through with the ongoing digitization of 
the archives and my long collaboration with Bouba Touré, Olivier Marboeuf offered parabols 
on panafrican and decolonial thinking and archives, and Soso Soumaré could speak about 
Bouba Touré’s archive from her position of relative of Bouba Touré, diaspora community 
member, and as a second generation French feminist. I will come back on some of the 
reflections that developed that day in my conclusion. The workshop and the set up became a 
fruitful and ideal framework for discussing the film and also beyond. This had been made 
possible because of the attentiveness of both curators and long-term engagement we had 
been committed with each other. Agnes Stillger had indeed already invited me and Bouba 
Touré in a seminar at Villa Romana some years earlier and had organized a performance of 
Xeex Bi du Jeex (A Luta Continua) with members of the Kàddu Yaraax theatre company, 
Ousmane Sinaré, and one son of the coop in Tambacounda during the festival of 
Tambacounda in 2020 a few weeks before the general lockdown in Europe. 
 
On that day, Sosso Soumaré said something that would remain with me until then: looking at 
the innumerous portraits that had been lately digitized of people from the Soninké diaspora 
in the streets of Paris, in the crowded rooms of the foyers, or in the small flats of the ones 
that lived with their family, she pointed out that Bouba Touré’s photography practice was a 
way for him to remain linked to a community he had taken a distance too. 
Bouba Touré had been indeed all the time critical of the social reproduction and structural 
violence in the foyer that was still going on despites decades of fight. Bouba Touré always 
spoke of the son sleeping on the very same mattress than his father a generation later in the 
same room of the same foyer, as the example of the social reproduction and fatality of lives 
sacrificed to work to send money to a family that one would not be able to see sometimes 
for decades, of lives of fear, of paper work and of captivity, putting entire families left in the 
village in an other form of often toxic dependency. Being the photographer of the 
community was a way of bounding, as well as to keep a good and safe distance behind the 
camera, but also giving the possibility of being vocal and openly critical at any occasions. 
Photography was a form of healing for himself and for the community, or at least a way to 
participate in the common mental processing of the passage of life between shores, rivers 
and seas of the diaspora. 
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His photographs had been circulating for decades between hands from one continent to the 
other, being the physical link, sometimes I suppose the only one, between relatives, the 
physical memories of the photographs transported and given back and forth like other 
goods, while the bodies were stranded on one or the other side of the shore, either alive or 
dead. 
Sosso Soumaré grew up witnessing his uncle coming at home always taking new pictures and 
bringing the latest ones he had done during his previous visit and printed. The family 
photograph albums were filled up with Bouba Touré’s photographs, and actually exclusively 
as no one else would take pictures in the 1980s and 1990s in the family. If uncle Bouba 
hadn’t been there, there would be no family photographs at all, nothing to trigger collective 
memories. This understanding made Sosso Soumaré dizzy. I felt the same realizing that 
Bouba Touré may have feel up similarly hundreds of family albums, covering living rooms 
with his family pictures, and might have been the only community photographer in the 
1980s and the 1990s to have done this work consistently. Even though I knew Bouba Touré 
was taking all these commission photographs in foyers, it is only looking at thousands of 
them digitized that I could begin to measure the scale and role of this into Bouba Touré 
inscription practice, and for the community. 
Of course this led to many questionings and the semi-public context of a workshop, was the 
best place to share them. To open up the archive needs gate keepers, symbolic transaction 
and rituals, a slowness and care only possible to enact within a collective process. 
 

Sub-conclusion 
 
The presentation of the film across different geographies and venues has opened 
up a diverse range of discussions, reactivating and expanding research questions 
related to Bouba Touré’s archival and photographic practices, cine-geographies, 
and decolonial ecologies. The asymmetries in distribution—between Europe and 
Africa, as well as between urban and rural areas—prompted us to be more 
intentional in ensuring that certain encounters took place in specific locations and 
with particular communities. While this process was often challenging, it was 
deeply rewarding whenever the film and research connected with the very people 
and communities it originally sought to engage.  
Beyond that, it was equally gratifying to see how the film resonated with audiences 
in unexpected ways, cutting across generations and geographies. In this sense, each 
presentation required careful attention—not to become generic, but rather to 
remain generative. Formats that provided space and time for reflection and 
dialogue—whether before or after the screening—proved essential in honoring the 
research, the film itself, and the collaborations involved. 
Workshops emerged as the most effective way to accompany the film, whether in 
movie theaters, activist spaces, or exhibitions. Unlike conventional Q&A sessions, 
which often fell short in unpacking the film’s form, intentions, and the complex 
politics of farming, decolonial ecologies, and archiving, workshops allowed for 
deeper engagement. Given the film’s multifaceted nature, discussions became 
more meaningful when structured around a specific angle, offering a starting point 
and sufficient time to explore key themes. 
Ultimately, the circulation of the film, in all its variations, became an active 



extension of the research ethos and endeavor—creating opportunities for a broad 
range of encounters, some unexpected, yet always generative. 

Film Archive And Restitutions 

 
 
The Financial Economy Of The Film 
 
The research for the film was funded by the Norwegian artistic research program and the 
NTNU, but further funding was found on the way: 
It was first supported by the CNAP Image/Mouvement in 2017, later by Contour Biennale of 
Mechelen in 2019 where a first one-hour long version of the film was presented. This version 
was shown in other institutions that participate to the further funding of the film production 
such as PAV Turino, HKW and NBK in 2020. 
As the final version of the film was almost finished in summer 2021, and as we were 
finalizing the edit, and entering the post production phase, with the hope to premiere the 
film in early 2022 at the Berlinale or the Cinema du Réel in Paris, Arte La Lucarne decided to 
buy the film with the support of Rasha Shalti.  
 
Suddenly the fragile economy of the film and of the artistic research shifted completely, the 
contract with a distributor such as a TV like ARTE completely challenged unexpectedly many 
of matters related to the archives. For ARTE, the credits at the end of a film is contractual. It 
means that all the right holders of every single photograph –film–or music archives listed in 
the credit need to have been contacted and to have agreed. 
We were of course getting ready for this but not in such a systematic way, and this brought 
us to a completely different place. 
 
Somehow, until this point, the archival research has been made in the background without 
direct financial implication. Myself and my producer wanted clearly to retribute and support 
many of the activist individuals or collective, the accidental archivists who would have gave 
us the access to their archives, but we were completely unprepared to confront state 
archives or private archive corporation, as well as music major companies. The core of the 
archives we were using was ours, mine or the one of Bouba Touré. Then there were the two 
films of Sidney Sokhona with whom we had been in dialogue since years and exchanging 
good services. Indeed I had brought both the film at the Arsenal Film Archive for their 
complementary distribution after I had cleaned and digitized the copy of Nationalité : 
Immigré together with Tobias Hering at Andec Film in Berlin. 
Drancy, Journée Porte Ouverte made by the Groupe Révolution Afrique, had been kept on a 
shelf in Samba Sylla’s flat, a former activist of Révolution Afrique and inhabitant of foyer 
Pinel, Aïssatou Mbodj-Pouye helped Samba Sylla to bring the film to Périphérie association 
to be digitized by Tangui Perron who is doing since decades a militant archiving of the Paris 
northern banlieues’ memory. The list is long and this to say that our archival practices has 
been based on kinship, activism, care and support. Monetization was there but not 
mandatory. Debt were contracted and cumulated via support structures, services, friendship 
and trust.  
For the colonial film archive that were already in the edit, I liked the idea to show them with 
timecode and in bad quality. I had an idea of the price to pay for Pathé as I had been trying 

https://www.peripherie.asso.fr/


to ask for the right and high Res files in 2017 for the first exhibition of Sowing Somankidi 
Coura, a Generative Archive in Archive book. I was convinced that it made more sense to 
smuggle these colonial images and refusing to pay for them as a gesture if not of restitution, 
of bypassing. 
 
 
Restitutions And Archive Businesses 
 
What make the colonial film archives discussion on restitution different than the one for 
example on museum “artefact”, objects, human remains and other beings calling to get out 
museum vaults and archives and other form of colonial prison, to be finally buried and 
mourn, or to start a new life in the communities they had emerged from? 
 
First the colonial film archives discussion doesn’t even start because potential digitization 
produce a false promise of accessibility, a cruel optimism that divert from thinking the 
restitution per-se of the actual physical film archive, and second to discuss who is entitled to 
look at what constitute actually the archive, and how to formulate a new decolonized 
taxonomy and inventory, that may be necessary for a new relation to the archive to emerge. 
In fact, it is about defining what is actually to be seen in the images. Depending on who write 
the script, it might give access or knowledge to some, and not to other. It might repeat the 
initial colonial violence by just mimicking its signs or, analyze it and comprehend 
superficially.  
The condition of access to the archive should be define by the people that have been the 
subject of violence produced by the making of this archive. Of course, this is not often 
possible, but ethic, care and dialogue shall be the compass to define this accessibility. 
 
Second because the relations between the history of the film colonial archive institution and 
the inventory, the plundering surrounding the film production and the film set, or inherent 
to the act of filming, the physical but also representational and epistemological violence 
upon the subject make it almost invisible, and reappearing in form of ghostly matters101. 
 
For this ghostly matters subject of all this violence, to return, to effectively appear and 
eventually be restituted, it needs a whole healing process, a shift in epistemology, and the 
rearticulating of the story and of the narrative toward restitution against the colonial archive 
itself. That may take a film to achieve that but without guarantee. Sometime, the archive 
(artifact) remain undifferentiated and casted within the archive’s institution itself, has been 
and can only be a tool working for the dispossession of the colonized subject again and 
again, without way to detour, to return or to unlearn it.102 The privatization of images and 
film archives into huge data bank, the entry of some archives on stock exchange such as the 
Getty images and the developing business model around new potential use of colonial 
archives for AI development reinforce this impossibility for the ghosts of the colonized 
subjects to step out of the archive colonial repeated violence. 
 
I would like to remember here a story of archive and accessibility told by Jean-Marie Teno, 

 
101 Thinking of Ghostly Matters: Haunting and the Sociological Imagination, 1997 by Avery Gordon,  

University of Minnesota Press 
102 Potential History, Unlearning Imperialism, Ariella Aïsha Azoulay, Verso Book, 2019 



one of the most important Cameroons film maker of his generation together with Jean 
Pierre Bekolo as heard in a conversation with Jihan El Tari, Ali Essafi and film historian 
Nikolaus Perneczky in the Pan African Cinema Podcast—African Film Heritage and 
restitution, a panel conversation on Africa's displaced and silenced film archives. 
 
During the production in the late 1980s of his film Afrique je te plumerai (Africa I Will Fleece 
You, 1992), a sarcastic and virulent pamphlet on neo colonial Françafrique politics in 
Cameroon, Jean-Marie Teno told in the podcast how easy it had been for him paradoxically 
to access the military film archives and to copy the films reels. Of course, it had some costs, 
but it was mostly symbolic, and there were literally no protocol and no formal restriction to 
access the material. Let say that the archive material hasn’t been properly inventoried in the 
first place and its access depended only to the will of the archivist responsible and the 
capacity to the researcher to look at and to copy the material. There were literally no such 
things like copyrights, or no one yet knowing how to implement them. 
This anecdote did not represent all the film archives status and access back then of course, 
but it tells about a time where the profit making around the archive hasn’t been yet seek by 
corporate agencies such as Corbis103 and Getty images for photographs (companies that are 
today entering AI business via their images stock), Pathé France and British Pathé for film or 
state agencies like the INA. Even though previously the access of colonial film archives have 
implied physical presence, proper funding to travel and stay in the archive and to copy the 
reels that one needed, the question of copyright costs seemed less pressuring. Digitalization 
era implied the privatization of film archive and profit-oriented approaches of collections 
and archive circulations. 
 
I found myself editing significant portions of the film within a sham of accessibility. 
We knew that we would have to pay for the state or corporate film archive we had chosen 
with parsimony at INA and Pathé, but we (myself and Olivier Marboeuf, the main producer 
of the film) didn’t expect such a battle. 
 
With the support of Léa Morin, we managed to lower the initial cost’s demands for a TV 
release, but finally almost 30 000 euros of the 60 000 euros funding received by ARTE TV 
went to pay Pathé, INA and some big major music company. This put all of us in a very 
precarious situation, as we of course wanted to still honor and support individuals that 
helped us with the access and use of militant or private archives, who were often people 
who spent a lot of effort to carry, care and eventually digitalize their archives. 
As a result, both state and corporate archive reproduced the colonial violence of profiting 
until this day of what has been extracted during colonial time (and after). It is a classical 
extraction of the depicted subjects, but also of the filmmakers. 
The very relatively easy online access of the archive for viewing (that still remain dependent 
on a good internet) is a farce when looking at the actual costs of use. The few film project 
that these agencies may have supported occasionally for their visibility and promotion 
doesn’t hide the maximized profit they made and do out of it. Clearly, our film would have 

 
103 See the artistic work by Ines Schaber «Culture is our Business» from 2004, and her writing Notes on Archives 
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been impossible to “legally” clear up and finish in this way with a production from the global 
South, or just without this ARTE funding. 
The irony of this last experience came also from another aspect: 
During my researches at the INA and Pathé, I got used to the bad quality of the images and 
of incrusted timecode and company logo. Somehow it is how I received them for the first 
time, and this is how they appear to me in the first place (and to the world). Somehow, 
clearly, the incrustation was part of the colonial violence, and I was ready to use it as it was 
with its raw quality and incrusted violence. The irony is that we literally had to pay for the 
colonial image to “heal”, I mean for the colonial image to potentially say something different 
than what it has been programed to express for by the colonial propaganda and then by 
neocolonial corporate and state archive. Of course, this is a liberal trap and liberation. 
 
In many ways until the very end of the process I was a bit floating in some kind of white 
privilege innocence in relation to the harsh reality of the archives copy rights hold by these 
companies. Without the support, tenacity and negotiating skills of Léa Morin, who had 
already back then carrying complex archival research around Moroccan and North African 
film archives, the film production would have been crawling under even more heavy debts. 
 
We have been considering to address this specific issues around film state and private 
archives in a collective text together with Léa Morin and Olivier Marboeuf and we will 
hopefully aims towards it for the release of the film in movie theatre in France in September 
2024. 
 

Sub-conclusion 

The restitution of colonial film archives presents challenges distinct from the return 
of looted artifacts and human remains. While the latter seek physical repatriation 
for mourning or reintegration, film archives remain trapped in a cycle of false 
accessibility. Digitization offers the illusion of openness while diverting attention 
from deeper issues of ownership, control, and the need for a decolonized archival 
framework. Who has the right to look? How should these archives be structured? 
And can they be reclaimed without replicating colonial violence? 

Filmmaking itself was a colonial act of extraction—materially and 
epistemologically—turning its subjects into ghostly matters. For these ghosts to 
return requires more than access; it demands a shift in epistemology, a process of 
healing and rearticulation. Yet, corporate privatization by Getty, Pathé, and INA has 
turned archives into profit-driven assets, blocking meaningful restitution and 
reinforcing cycles of dispossession. 

Jean-Marie Teno’s experience in the 1980s, when colonial film archives were 
loosely inventoried and access was informally negotiable, contrasts sharply with 
today’s reality. My own struggle to legally access footage for my film, alongside 
producer Olivier Marboeuf and researcher Léa Morin, underscores this shift. Nearly 
half of our ARTE TV funding—30,000 euros—was consumed by licensing fees to 
corporate and state archives. The ultimate irony? We were paying not just for 



access, but for the “healing” of colonial images—removing watermarks and 
corporate imprints that marked them as proprietary. 

This experience has reinforced the urgent need to challenge the political economy 
of state and private film archives. As we prepare for the film’s theatrical release, 
we plan to address these issues collectively. True restitution is not just about 
returning archives but dismantling the structures that continue to commodify and 
control historical memory. 
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Funerals 
 
After the funeral, many came over to the flat where Bouba used to live, to pay tribute, 
gather, and pick up a souvenir, some photographs, posters, DVDs, CDs, clothes, watches and 
clocks. Until the summer 2023, all the photographs, posters, documents, objects of Bouba 
pined on the walls remained, as all the rest was slowly sorted out, distributed and packed 
into boxes. The images tapestry and worldly imagery of Bouba’s walls, together with musics 
from all over the place and space we would play out from the hifi stereo and the thousands 
of CD and tapes collections of Bouba, were the last things to surround us. It felt like a 
necessary comfort and protection to pursue the archiving and welcoming of visitors. 
The flat was relatively close to the Parisian Cemetery of Pantin where Bouba had been 
burried. The cemetery, the largest in France, has dozens of alleys lined with different type of 
tree. People would often then be remembering at the grave and pass by the flat. Bouba’s 
grave is between the avenue des Acacias communs and the Avenue des Negondos, close to 
the avenue des platanes d’Orient, and the east entrance. Bouba used to speak about trees 
all the time and there might not be a greener place in whole Seine Saint Denis Department, 
so it felt he had arrived in the right place.  
With Martine Pifre and the sons of Bouba, we opted for a simple tomb made out of a granite 
called Indian Aurora imported from the India region of Telangana. The lady working at the 
Funeral Home in front of the cemetery entrance told us that most of the granite used for 
steles and tombs in Europe come these days from China and India. Local granites from 
France and the rest of Europe are two to three times more expensive, and shipping 
companies love granite slabs in containers because they stabilize the bilge of boats, she said. 
Her family was is the business since generation, she knew what she was talking about. In the 
direct surrounding of Bouba’s grave, there are many Jewish, Muslims and Asian squares, 
Emmanuel Levinas grave is nearby, and the cemetery population is at the image of the 
department, working class people coming from all over the world. 
The center of the tomb isn’t covered and leave a large patch to grow plants and flowers, so 
that one could bring plants and seeds. Bouba was one of the first to be buried in this square, 
and we witnessed funerals each time we went there and the cumulating of dried flowers and 
plants in plastic bag and pots, and the insane growing amount of garbage. I should grow the 
onion Violet de Galmy on the grave next time I go and send a picture to Bouba’s brother 
Dramane, wo gardens the fields of Somankidi Coura, hoping he would have enough credits 
on his sim card to upload the picture. 

 
Searching For A Hosting Archive 
 
Our initial task was to find the right place to deposit or donate the archive of Bouba Touré, 
and we had several serious options to consider. 

One potential option was the new Grand équipement documentaire (GED), the archive and 
library of the university campus Condorcet in Aubervilliers, located in the northern suburbs 
of Paris, near where Bouba used to live. Although the archive building was still relatively 
empty, there was a significant cluster of research laboratories nearby. Institutions such as 
EHESS and IMAF (Institut des Mondes Africains) were in close proximity. I had the 
opportunity to meet with Aïssatou Mbodj-Pouye, with whom I had collaborated over the 

https://gedcondorcet.hypotheses.org/
campus%20Condorcet


years, along with her colleague Fabrice Melka, to visit the campus and discuss potential 
arrangements and archival methodologies. The GED had a non-patrimonial approach and a 
clear understanding of the complexity and specific needs of archives. While there seemed to 
be space to permanently house the archive, it appeared that we were among the first to 
inquire about a donation. The equipment and archivists had not yet fully arrived, and it 
would have taken years before they could engage with the archive under optimal conditions. 

Many people recommended that we also consider La Contemporaine in Nanterre, as the 
archive and museum of Nanterre University was renowned for hosting archives of left 
intellectuals and researchers. However, our experience with La Contemporaine was quite 
different. After waiting three months, we received a belated response from Julien Gueslin, 
who was responsible for the museum and archives. He explained that the archive did not 
have much space and was struggling to process all the demands. While they might be 
interested in the archive of Bouba Touré, they were only interested in part of it. He bluntly 
stated that they were primarily interested in the documentation of migrant workers' 
struggles in France but not the "African part." 
This quick assumption was extremely troubling, and if not racist, it clearly demonstrated a 
lack of understanding of the content of the archive. The specificity and richness of Bouba 
Touré's archive lay in the interdependence of materials produced in both Europe and Africa, 
connecting villages and foyers, family relatives, and struggles. Ultimately, La Contemporaine 
seemed to be more familiar and willing to host textual archives than moving images and 
photographs. 
 
Our interest and attention toward the Musée de l’histoire de l’Immigration got rapidly 
disappointed too. Many people, including someone working there, advised against 
collaborating with it. They noted that the museum doesn't prioritize its own archive and 
lacks dedicated staff for its management and accessibility. 
 
In the end, we returned to our initial idea of depositing Bouba Touré's archive at Les 
Archives Départementales de Seine Saint Denis, which we had already considered seriously 
with Bouba before he passed away. We had a feeling that Bouba's archive would be in good 
company there for several reasons. The majority of the archives housed at Les Archives 
Départementales de Seine Saint Denis are related to the workers' history of the department. 
Seine-Saint Denis has a rich history of multiple immigrations, worker struggles, slums, 
dormitory towns, and foyers. Additionally, the archive is connected with Cine-Archives, the 
French Communist Party film archive, where, among other materials, the films of Med 
Hondo had recently been deposited. Moreover, Les Archives Départementales de Seine 
Saint Denis also hosts the entire collection of the French Communist Party newspaper 
L’Humanité, which was created in 1904. 

Upon getting in touch with them, Les Archives Départementales de Seine Saint Denis 
proposed to visit Bouba Touré's flat to evaluate the archive and gain a better understanding 
of its contents. They sent a team of five people, including the director Joël Clesse, Maxime 
Courbant responsible for the photographic department, Aurélien Durr for the audiovisual 
archives, and two other staff members. 
 
After almost a year of long discussions, comparative approach, and checking, we opted for 
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the Les Archives Départementales de Seine Saint Denis. They had shown a great interest 
from the beginning and they clarified that they would take all the archives. Also, the archive 
has resources to work autonomously either to digitize tapes or negatives, and have separate 
staffs for each kind of archive material.  
Les Archives Départementales de Seine Saint Denis function as a public service mission 
archive, encompassing not only the department's administrative archives but also serving as 
a resource for individuals seeking various documents such as wedding certificates. Unlike the 
university archives we had visited, access to Les Archives Départementales de Seine Saint 
Denis is not limited to academic researchers. Anyone with a valid ID, regardless of their 
nationality, has the right to request access to the archive and cannot be refused.  

 
We had a concern about the online access of the inventory, the compatibility between 
archive inventory tools used by the  Archives Départementales de Seine Saint Denis with 
other archive inventory research engine. Interoperability was guaranteed and a new website 
linking the research engine of the site with inventories from other sites was in the making. 
Universities in France use the same inventory system called Calames, the  Archives 
Départementales de Seine Saint Denis would use the Francearchives research engine that 
includes regional archives, national military, foreign, education, and culture ministry 
archives, as well as many private partner archives. 
 
Certainly, the Archives Départementales de Seine Saint Denis carries the weight of colonial 
heritage inherent in global North state archives, if not any state archive, and is structurally 
organized around notions of patrimonial heritage104. However, the staff there appears to be 
willing to challenge this paradigm by offering collective working spaces within the archive 
building, facilitating group collaboration. Importantly, it feels like the best place to ensure 
proper care in the inventory-making process and conservation efforts. As for the future 
circulation of our work, we still need to explore how to proceed independently, with or 
without the support of the archive. 

We engaged in extensive conversations with the archive team and the children of Bouba 
Touré to discern the distinction between a deposit and a donation. Opting for a deposit 
would have necessitated a complex contractual process, involving numerous clauses to 
agree upon, as well as ongoing administrative oversight. None of the three heirs, or 
representatives including myself and Martine Pifre, the mother of Samuel Touré, one of the 
children, were willing to assume the responsibility associated with this option. 
  The key for all of us was to understand that a donation doesn't entail relinquishing the 
intellectual and usage rights of the archives. By contract, the Archives Départementales de 
Seine Saint Denis were granted the right to use the archives for non-commercial 
presentations. However, any other use of the archives by an external party still requires the 
agreement of the heirs or their representatives. Retaining intellectual rights means that 
legally and technically, myself and the other representatives, in collaboration with the heirs, 
are free to determine the circulation of the archive independently from the state archive. In 
addition, we received a non-contractual agreement that the archives staff would share with 

 
104 While writing these lines, I found out on the Francearchives website some photographs of the Sisal plantation 

of Samé and Diakandapé, the plantation that was in front of the site of Somankidi Coura. I had never seen these 

images before in almost ten years of research. 
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us any documents that have been newly digitized by their services. 
 
30 cartons comprising the material archives were transported to the Bobigny building in 
April 2023. 105  The final approval of the donation contract was still undergoing a lengthy 
administrative process through the departmental administration before being given in 
October 2024.  

 
Digitization 

In the spring 2022, as we just had started to investigate into the various archive options, I 
got in touch with the Tribvn archives lab to start the digitization of the negatives and slides. 
We had received a grant from Art Explora-Cité des arts and the film received some awards, 
we wanted to initiate the digitization without waiting. The lab looked like to be the better 
and more professional we could get, and got recommended by different people working in 
archives, among them the staffs of the Archives Départementales de Seine Saint Denis we 
had newly met.  
We sorted out roughly the negatives chronologically per months and years together in four 
boxes and the slides in three others. TRIBVN came to pick them up. It is only after the 
digitization of 10 000 negatives, that we could make a rough estimation: we were surprise to 
see that 10 000 negatives represented only half of a carton in volume, and that we could 
evaluate the total amount of negatives to roughly 80 000. 
The digitized negatives were carefully packaged in neutral pH pouches to ensure their 
preservation. Additionally, each of the original pouches and envelopes was scanned and 
numbered. This meticulous process allows for the tracing of the negatives back to their 
original packaging, including all documentary information written by Bouba such as date, 
places and names. 
 
TRIBVN provided space to store the boxes in optimal condition. The negatives remained 
there for 14 months, affording us the opportunity to conduct additional batches of 
digitization when new funding became available and to maintain the same archiving and 
tracing method throughout this process. Subsequently, the negatives were directly 
transferred to the archive that would host the collection. 
 
 
Pre-inventory 
 
Maxime Courban from the Archives Départementales de Seine Saint Denis' staff developed 
an online collective Excel sheet system for myself and Martine Pifre to commence the pre-
inventory of the digitized negatives and slides. Together, we established a series of 
categories such as title, date, name, place, themes, and notes, alongside a list of the 
numbering system for all the sleeves and each negative we had set up with TRIBVN. The pre-
inventory involved annotating and extracting documentary information written by Bouba 
Touré on each envelope and pouch, supplemented by additional details gleaned from the 
scans. Often, Bouba would provide general themes on the envelopes without going into 
specific detail. For example, one might frequently encounter a few portraits in a foyer or 

 
105 The pre-inventory of the 30 cartons is listed as a document (in French) 



photographs of a demonstration at the beginning or end of a negative roll that were not 
explicitly indicated by Bouba. 
Maxime Courban provided us with his ideal method for inputting information into the Excel 
sheet, ensuring it closely resembled an optimized format for future use with computer 
inventory systems and search engines. Each of us had hard drives containing the scans, and 
we also utilized a NAS (Network-Attached Storage) whenever it was necessary to work from 
remote locations. 
 
 
Sorting Out The Archive 
 
The sorting of the archive that Martine Pifre and I undertook together for at least a year in 
Bouba Touré's flat was a significant endeavor. We established several guidelines based on 
discussions with various university and state archives mentioned earlier. Our primary goal 
was to sort the archive without dismembering it, meaning without altering the 
comprehensiveness of Bouba's archive or how he worked. 

Bouba left behind a 40m2 flat filled with piles of photographs printed over the last 50 years, 
along with DVDs of his own videos produced en masse. Many of these DVDs and 
photographs were stored in envelopes and bags, each marked with a date, a name, and 
sometimes a price. Hundreds of these envelopes and bags were designated for specific 
recipients. Bouba would bring them to their intended recipients at the next foyer visit, 
demonstration, or during his next trip to Mali, where he would meet individuals requesting 
portraits of relatives. 

At first glance, Bouba's flat spoke volumes about image circulation. We felt it was essential 
to honor this aspect by prolonging the circulation as much as possible. We made every 
effort to give these photographs to their intended recipients whenever we knew who they 
were. Many friends assisted us in this process, redistributing piles of bags and envelopes 
to various foyers. This redistribution was facilitated by ourselves or by friends of Bouba 
Touré who had familial or friendship connections in these foyers. This process extended to 
places like Foyer Charonne, the new Foyer Pinel in St Denis, Foyer Baara or Foyer 
Centenaire in Montreuil, APS (Association pour la Promotion de la langue et de la culture 
Soninké) in Porte de Paris, Conseils des sages in Bagnolet, and more. 

In parallel, we retained some of the envelopes and bags with recipients' names intact for the 
archive, preserving traces of this circulation mode. Additionally, we began sorting through 
tens of thousands of prints ranging from 10x15cm to A1 prints chronologically. Despite being 
a labor-intensive process, the work was facilitated by the fact that 99.9% of the prints were 
dated by Bouba himself, making it relatively straightforward to proceed. 
 
The flat also accumulated traces of circulation that should have, but couldn't, occur, buried 
under fresh piles of photographs. Bouba Touré himself found himself lost in his own archive 
during his final years. As I would occasionally sneak in to ask him for specific photographs or 
additional ones during the making of our book, Sowing Somankidi Coura, he would 
sometimes become irritated because he couldn't find them anymore. Nevertheless, he was 
his own best archivist, as he obsessively dated every single photograph, occasionally with 



the notable help of Martine Pifre, before stacking them somewhere in the flat. It was an 
organized chaos. 

In contrast, all the negatives were compiled in one huge metal trunk that we had roughly 
sorted together in 2016 for the digitization process for the book and previous collaborations. 

Around the first anniversary of his death, we organized several gatherings, each with many 
people, to redistribute prints, as we kept only one or two prints of each photograph for the 
archives, while the rest needed to be distributed among us. 

It would take too long, and perhaps it's still too early, to fully reflect on the lessons 
learned during the several meetings in Bouba's flat, connecting with so many paths that 
Bouba had taken and with people he had worked with, many of whom I had no prior 
knowledge of, and who became collaborators for presenting the film, work on the 
inventory and around the circulation of the archive. 
Apart from the photographic archives, there would much to be researched upon and 
certainly to be said about the diaries and scripts that Bouba Touré left behind. Some of 
these writings have been typed since the 1980s and delve into peasant or migrant 
workers' conditions, politics, and liberation struggles at large107 mostly primarily narrated 
in first person singular. Additionally, there are hundreds of old letters in Arabic that Bouba 
had kept from his elders, providing valuable insights into familial histories and cultural 
connections, posters and other iconographies, all the music and all the video tapes. The 
research and the care around Bouba’s archive opened potential new ones. How could one 
built a structure, a frame to give opportunities ultimately for others to start or continue 
the research? 
 

In June 2023, a piece text has been crafted for the exhibition My Life Began Several 
Centuries Ago: An Ecosystem of Circulating Images at AdKdW, and for the launch of a 
crowdfunding campaign aimed at further digitizing the photographic archive of Bouba Touré.  
 

About Bouba Touré archives 
 
Bouba Touré (1948-2022), militant, photographer, filmmaker, writer, farmer, film 
projectionist, and storyteller passed away in January 2022. He left a rich and unique archive, 
documenting from the 1970s, the life and struggles of so-called “migrant workers” living in 
the foyers (“migrant worker” housings) in France as well as his contemporaries in Mali, the 
rise of the Sans-papiers movement, as well as other Pan-African and internationalist 
solidarity and social movements at large. The archive also contains numerous works 
commissioned in the respective local communities (of events, celebrations, concerts, 
portraits) by individuals, families, or associations from the diaspora and in the many villages 
along the Senegal River. They reveal his daily practice as a chronist, which was not bound 
merely to photographic documentation but also incorporated in writing diaries. Another 
fundamental part of the archive is the decades-long documentation of the activities of the 
farming co-op and village Somankidi Coura in Mali, that he co-founded in 1977. The personal 
archive of Bouba Touré is composed of negatives, photographs, hundreds of DV video tapes, 
slides, manuscripts and various other documents. Most works of his archive, which fill over 

 
107 The book from Bouba Touré Ma case est à St Denis, Xerographes publishers, 2015, was made out of one of 

this many typed scripts from the 1980s. 
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30 carton boxes, have been transferred to the Departmental Archives of Seine-Saint-Denis in 
France, in the Spring of 2023, following his will as close as possible. 
In order to make the archive quickly accessible to the public  – be it to community members, 
relatives, activists, researchers, or friends - 20 000 negatives and 2000 slides have already 
been digitalized since the summer of 2022. Simultaneously, the expanded family of Bouba 
Touré started the long-term work of creating a pre-inventory of the documents and each set 
of negatives (around 80 000 negatives in total that Bouba Touré thoughtfully dated and 
captioned all throughout his life) to offer the possibility to navigate his archives and 
eventually complete the inventory in a participatory communal process. 
 
A first partial digitization of negatives has been made possible with the awards received for 
the film Xaraasi Xanne (Crossing Voices, co-realized by Bouba Touré) at the Festival du Réel in 
France, at the FCAT (African Cinema Festival of Tarifa-Tanger), the Archivio Aperto Festival in 
Italia, and with the help of institutions that have supported the work of Bouba Touré in the 
past two years (Art Explora-Cité des arts, Arbeitsmuseum Hamburg, AdKdW Köln). A network 
of friends of Bouba Touré has initiated a crowdfunding campaign to proceed with the 
digitalization of a second batch of around 10 000 negatives. The goal is to digitize all 
negatives and slides of Bouba Touré, covering the period from 1975 to 2000. The 
consolidation of the archives and the pre-inventory will allow for a multi-thematic 
systemization of the archive. 
 
The expanded family and community of friends of Bouba Touré (including Demba Diawara, 
Raphaël Grisey, Olivier Marboeuf, Aïssatou Mbodj-Pouye, Shela Sheikh, members of the Co-
op Somankidi Coura such as Goundo Kamissokho Niakhaté, Mady Niakhaté, Dado Niangané, 
Ousmane Sinaré and Dramane Diaby,  as well as relatives of Bouba Touré’s such as Martine 
Pifre, Thomas Touré, Laurent Franc, Gassama Touré, Soso Soumaré, and many others), 
together with the team of the Departemental Archive of Seine Saint Denis, will aim to work 
together to spread awareness about Bouba Touré’s archive by organizing presentations, 
discussions, workshops, research residencies and screenings, driven by the desire to follow 
Bouba Touré’s path of sharing his archive and relational practice of image circulation, in 
order to pursue the purpose of the generative archive of Sowing Somankidi Coura. 
 
Crowdfunding  
link: https://www.cotizup.com/archives-bouba-toure 
This crowdfunding campaign will make it possible through your support to finance the 
digitization of the second batch of negatives from the analog archive. The lab TRIBVN based 
in Châtillon (France), which offers high quality archival scans, will be commissioned to digitize 
the negatives. Even the smallest donation will help us to reach our goal of creating a digital 
archive of Bouba Touré’s work.  You do not need to create an account or register, it's fast and 
credit card payments are 100% secure. And even if you can't participate by donating, you can 
help us by sharing our crowdfunding campaign with your friends and networks. 
THANK YOU! Bouba's friends 
 

Six months later, an additional 10,000 negatives have been digitized, and the pre-inventory 
of the digitized materials, which I have conducting with Martine Pifre, ended up in 
November 2024. Following the completion of my artistic research PhD in Trondheim, I 
intend to continue and finalize the pre-inventory of the remaining thousands of negative 
sleeves that have yet to be digitized. These sleeves contain important information manually 
written by Bouba Touré. 

https://www.cotizup.com/archives-bouba-toure


Subsequently, with the support of a university and a researcher cluster, our goal is to 
establish working groups to continue the inventory process. This may involve visiting the 
archive in small groups or bringing the archive directly to individuals who possess the 
necessary knowledge to identify places and people depicted in the archives. 

Additionally, the already digitized archives have been copied onto a Synology NAS hard drive 
of 16TB. This setup allows for continued work without the need to physically access the 
archives. Individuals can work from home, facilitating inventory tasks and providing flexibility 
in the editing process. 

There is clearly the need to create collective structures to respond to the ongoing flow of 
demand for showing the archives of Bouba Touré and our film108, and at the same time 
pursuing the digitization, and inventories.  
The researcher Jennifer Bajorek109 started to apply for research grants involving Soso 
Soumaré and Aïssatou Mbodj-Pouye, to work on Bouba Touré’s Archives. We are planning to 
gather to work on future application together. We would ideally need to involve a PhD or 
post-doc student in archiving that would be kin to follow up into the inventory and further 
potential digitization. That could be myself, as it is technically and accidentally what I have 
been doing the last two years part time, but I would definitively rather see my place in this 
still huge coming up endeavor as an advisor offering guidance and some experiences. 
Already two years ago, we evoke with Olivier Marboeuf, the family of Bouba and others, the 
necessity to create an association that could follow up on the circulation of the archives, 
promote it and accompany the research and archiving endeavor. The load of work around 
the flat, the searching of the archives and the dissemination of the film Xaraasi Xanne didn’t 
leave the opportunity for me or for someone else to do it. 
 
Also, the domain www.semersomankidicoura.net, on standby since 2019, initially thought as 
an online expanded repository for the artistic research, could also become a tool not only for 
the research, the film and for Bouba Touré’s archive circulation, but for the future 
association Bouba Touré, and for the cooperative.110 The challenge of multi-language use is 
something that will certainly come up for the website, for the inventory, and for the 
dissemination of the works in general. 
 
 
An Archive Against The State: Open Media Archive System Pandora 
 
To challenge the weight and potential rigidity of the state archives apparatus, or simply to 

 

108 In September 2024, photographs of Bouba Touré have been presented in a large exhibition, Hard Graft: 

Work, Health and Rights, at the Wellcome Collections in London curated by Cindy Sissokho, addressing labor 

from a decolonial and migrant struggles perspectives in the UK, in France and other geographies. Community 

students from the INALCO university in Paris wish to organize an exhibition of Bouba Touré’s photographs and 

I already mentioned some of the several upcoming screenings and exhibitions concerning the film. 
109 We met first Jennifer Bajorek with Bouba Touré in 2016 in the Labos d’Aubervilliers together with Shela 

Sheikh in a panel discussion organized by Uriel Orlow. She produced the amazing volume Unfixed - 

Photography and Decolonial Imagination in West Africa at Duke University Press, 2020 
110 I have done it so far partly via my own website www.raphaelgrisey.net, which never felt satisfying and right 

in relation to authorship of course, and to the backend infrastructure of the website. 

https://semersomankidicoura.net/
https://www.dukeupress.edu/unfixed
https://www.dukeupress.edu/unfixed


complement it, I am considering proposing to the heirs the establishment of a parallel 
repository for the digital archive of Bouba Touré and for the documents and films of the 
research Sowing Somankidi Coura, a Generative Archive. This archive would operate 
independently from the Archives Départementales de Seine Saint Denis and from our 
personal hard drives and NAS that we have been filling up with the digitized materials. 
 
Back in 2016, I had started already to look after options to create a repository for the 
research Sowing Somankidi Coura, a Generative Archive and to create a useful platform for 
the cooperative. I got to know the platform pad.ma and indiancine.ma . I invited Shaina 
Anand from the artist collective CAMP in a session of How does the world breathe now? in 
Savvy Contemporary in Berlin to present their film The Neighbor Before the House (al jaar 
qabla daar) on the Israelis occupation of East Jerusalem and to discuss their wonderful 10 
theses on the archives and their archiving method together with one of the programmers of 
pandora, the open media archive system hosting pad.ma and indiancine.ma. Since then I 
have been following up the development of similar archival repositories using the same 
platform such as bak.ma and 858.ma. The Semersomankidicoura.net presentation website 
could lead to a complementary archive repository using the open media archive system 
pandora. It would guarantee a parallel autonomous archiving and circulation, and might 
offers an alternative or a complementary solution to expand the inventory, especially for 
film and video materials shot by Bouba Touré.111 
 
 

Sub-conclusion 
 
As I mentioned earlier, one of the most stunning realizations during the sorting of 
Bouba Touré's archive in his flat, and later during the systematic chronological 
digitization of the first 30,000 negatives and slides, was the profound importance 
and historical relevance of his archive for the communities along the Senegal River 
and their diasporas. Bouba Touré captured portraits of thousands of people in 
foyers, villages, and was commissioned to photograph and film numerous baptisms 
and weddings in the Parisian suburbs and villages, as well as countless community 
associations or political parties' meetings over decades. He couldn't afford to keep 
print duplicates of all these commissioned works, but he meticulously preserved 
the negatives in case he needed to reprint them. Most of the prints related to these 
commissioned works left in the flat were intended to be given or sold, representing 
only a tiny fraction of his overall photographic production. 
The digitization of the negatives, and the new perspectives it opened, raised 
numerous ethical and political questions about the legacy and accessibility of these 
commissioned images in particular. It became evident that the pre-inventory and 
inventory should transform the archive into a community resource, enabling people 
to retrieve family photographs or activist collective images, for example. We may 
need to find ways to make the archives more accessible to communities who may 
not be accustomed or may never have considered visiting a state archive to search 
for family or activist photographs.  
 

 
111 The video archive tools of the pandora system offers for example the possibility for a multi-user annotation 

system directly on the timeline. 

https://archives.seinesaintdenis.fr/
https://pad.ma/
https://indiancine.ma/
https://savvy-contemporary.com/de/events/2018/the-neighbor-before-the-house/
https://pad.ma/documents/OH
https://pad.ma/documents/OH
https://pan.do/ra
https://bak.ma/
https://858.ma/


Indeed, these reflections and questions extend beyond and build upon the artistic 
research of Sowing Somankidi Coura. They call for collective consideration and 
engagement from a broader community, encompassing not only those directly 
involved in the research but also the communities whose histories and experiences 
are associated with the archive. It is crucial to continue this dialogue and 
collaboration to ensure that the archive lives and serves for all who are connected 
to it. 
Finally, beyond the pedagogical aim running through all the collaborations of the 
research, this later difficult phase of archival practices, led to the question of how 
to leave the archives, the intimate networks of relation built up upon the research 
for other to get in, continue or start anew, from a large range of different 
perspectives, being communitary, political and artistic. How to open the toolbox of 
the research, and of the archives to help building a community driven archival 
process? 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Conclusion 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



The research Sowing Somankidi Coura, A generative Archive has traced the complexities and 
intersections of diasporic cultural production, agricultural politics, decolonial agroecologies, 
archival care, research and restitution, and the asymmetric circulation of militant, amateur 
film archives, particularly in the context of decolonial, migrant and peasant struggles 
between France and West-Africa. Through workshops, exhibitions, filmmaking, farm visits, 
film screenings, seminars and archival engagement, it has expanded beyond the confines of 
the european art world and academia, embedding itself within broader social and political 
contexts. The project has underscored how artistic research can serve as both a tool for 
investigation and a method of transmission, fostering critical discourse, visiting, reshaping 
and generating cine-geographies, participating into farming networks and intergenerational 
dialogue across places and spaces. 
 
From the beginning for Bouba Touré, and for me, the engagement with the farming 
community of Somankidi Coura and activist groups has underscored the necessity of 
addressing food sovereignity, politics of hunger as an integral part of decolonial struggles. 
The history of the migrant worker movement in France, agroecology, as practiced by many 
members of the cooperative, emphasizing biodiversity, traditional knowledge, and 
community-driven food systems, was and remained the contexts I have been articulating my 
artistic research into. 
 
The work of Bouba Touré and other cooperative members demonstrates how farming is not 
only a means of survival but also a form of cultural resistance and Pan-Africanism. The 
challenge remains in creating sustainable mechanisms for this transmission, particularly in 
an era where generations have migrated away from rural areas due to economic pressures, 
wars and climate change, and where memories and personal archives vanished in the 
violence and precarity of bare lives under neocolonial conditions. Consequently, the 
research needed to address the entanglement of labor, food and archive in neocolonial 
structures of ownership and distribution. It led to the conclusion, for example during the late 
collaboration with the Association A4, that dignity, be for a migrant worker in the factory or 
in the field, for a care laborer, in Africa or in Europe, is a common denominator that crosses 
borders and geographies. The gesture of returning to the land, praised by Bouba Touré and 
the cooperative, told again and again in various forms during the artistic research, is not an 
invocation to return to the home land, but rather an invitation to escape neo-colonial 
conditions, a quest for dignity and an affimation for a possible future embracing workers and 
peasant knowledges, and rural form of life that many have been alienated from.  
 
One of the central considerations to emerge was how to work with the precarious and 
fragile nature of diasporic archives, particularly those tied to histories of migration, 
peasantry, resistance, and collective memory. The archival work surrounding Bouba Touré’s 
forms of writing of time, a large range of militant, amateur and peasant cinema, and the 
history of the Somankidi Coura cooperative has revealed the persistent challenges of both 
preserving these materials and ensuring their circulation, and ultimately generating thinking 
and reflection around them in various forms of montage and collaboration. The privatization 
and commodification of film archives by institutions experienced during the post-production 
of the film Xaraasi Xanne (Crossing voices) further exacerbate these challenges, restricting 
the agency of the very communities these archives document and brought abruptly the 
question of restitution into the research, and urge for forms of archival justice.  



The history of the Somankidi Coura cooperative exemplifies how migrant workers, through 
collective action, reclaimed agricultural spaces and established a model for decolonial 
agroecological farming that continues to inspire new generations of migrants and villagers. 
The precariousness of land access, the impact of climate change, and the economic barriers 
facing small-scale farmers in Europe and in Africa remain critical challenges that require 
continued attention and care, also through cultural and artistic forms. These struggles 
intersect with broader decolonial concerns, particularly in relation to the control, 
dissemination and accessibility of historical, militant and amateur archives, which remain 
entangled in neocolonial and liberal structures of ownership and distribution. This lead to 
reflect during the process on my role as an artist which also has been the one of an activist, 
editor, curator, mediator, image-maker and producer at different stages. 
 
The circulation of Xaraasi Xanne (Crossing Voices) has further highlighted these disparities. 
The film has acted as a catalyst for dialogue within migrant labor communities, providing a 
space for historical reflection and contemporary engagement. However, its uneven 
distribution across different geographies has exposed structural imbalances in film 
circulation between Europe and Africa, as well as between urban and rural spaces. In 
response, intentional strategies have been necessary to bring the film to historically 
excluded communities. Workshops have proven to be the most effective method for 
fostering meaningful engagement, as they create opportunities for structured, in-depth 
discussions on decolonial ecologies, migration, and archival politics—far surpassing 
conventional Q&A or exhibition formats. 
 
Throughout the research, the importance of rethinking authorship and collaboration in 
artistic practice has become evident. Working with Bouba Touré’s archive has necessitated a 
shift from an externally imposed interpretative framework to one that centers his narrative 
and practice. This has been an essential exercise in decolonizing research methodologies and 
acknowledging the embodied, performative nature of archival materials. Furthermore, 
collaborative initiatives such as the one with Kàddu Yaraax, the recent development for 
Touré’s photographic archives repository and circulation have demonstrated the potential of 
multi-editorial, community-driven archival spaces. However, such efforts require sustained 
collective engagement and ethical consideration to avoid replicating extractive research 
models, or fall into patrimonial practices. 
 
The academical framework of the research, it financial support gave the possibility to 
explore these multiple forms of collaborations. Even though collaboration and speculative 
research were already part of my practice, this framework radicalized it and allow my artistic 
practice to fully embrace editorial and community work, organization of seminar and 
workshop, beyond the sole production of exhibition displays and films. In that case, Xaraasi 
Xanne (Crossing Voices) became not only a film, but a vector, a tool helping to generate new 
reflections, new forms of discussions in activist circles as much as in visual art or cinema 
milieus. The practices of filmmaking, led to a reflection on montage, on production, post-
production, distribution, and archive restitution, in parallel to the reflection on decolonial 
farming practices, relation to the land, and on Bouba Touré’s archives. 
 
The question of restitution remains one of the most pressing yet unresolved aspects of this 
research. The restitution of colonial film archives is complicated by the digital era’s illusion of 



accessibility. The widespread digitization of these materials has created a false promise of 
openness, diverting attention from fundamental questions of collective ownership, control, 
and community access. The research has attempted to respond to this, first by 
acknowledging the history of alternative archive models and care takers, and via other form 
of circulation, open ecosystems of cultural productions in various milieus and geographies. 
 
Despite these challenges, the research process has led to significant moves, alliances, and 
methodological insights. Initially, the concept of cine-geography has provided a framework 
for mapping the spatial and temporal connections between different struggles, histories of 
displacement, labor, and resistance. Moreover, the collaboration with Kàddu Yaraax and 
other community groups has allowed for the performative and embodied aspects of the 
archive to come to the forefront, reinforcing the idea that archives are living entities shaped 
by collective storytelling and activation. 
 
Looking forward, the research must continue to navigate these critical questions with both 
rigor and solidarity. For example, the planned collective text with Léa Morin and Olivier 
Marboeuf on the political economy of film archives will be a crucial step in addressing 
systemic barriers to restitution. Additionally, ongoing collaborations with association A4, 
members of the cooperative of Somankidi Coura, and other farming and migrant grassroots 
organizations will help ensure that the research remains embedded within the communities 
it seeks to serve. A research for relational truths, and consequently for a form of open justice 
on a planetary scale, called for an exigence of realism, for translations between multi 
perspectivism, and embracing complexity.  
 
Ultimately, this research has demonstrated that archives are not static repositories of the 
past but active sites of struggle, negotiation, and transformation. The work of reclaiming and 
recontextualizing these materials is not only about historical and social justice but also about 
shaping future narratives that resist their liberal commodification in the art world, and 
uphold collective memory as a space of empowerment and resistance. 
 
During the editing of the film, at a late stage of the research, it became also crucial to 
acknowledge that the sonic space, and the consequential research into sound and music 
became as important as the one dwelling into visual or textual archives. The voice and telling 
of Bouba Touré has been at the very initiative of our collaboration, and is still continuing 
with many others to shape the research in their sonic, speculative and musical dynamic 
outputs. 
 
My hypothesis about the archive lying fallow, as explored in my text Figuring Fallow Time, 
has been reaffirmed throughout subsequent phases of the research. I have been dealing 
with a granary and reservoir of moving images and stories crossing geographies and time 
over more than 40 years. Latent elements have surfaced and gained significance over time, 
waiting for the right methods and forms to grow, take shape, and be activated. The film 
montage, for instance, has allowed diverse aspects of the archive material being still lying 
fallow to be expressed. The research approach remained akin to other permaculture 
methods: extensive observation, consideration of different scales, and pragmatic responses 
to conditions on the ground have been central to shape the different attention given to the 



archival research and to the film making process and circulation.  
 
In this sense and given that the film’s circulation and dissemination are still ongoing, 
alongside the continued development of the inventory of Bouba Touré’s archive, the artistic 
research remains in motion—resisting closure. This evolving process has been shaped by a 
still ongoing dynamic interplay between the care of the archive and its wider dissemination.  
The productive and pendular movement that initially defined the collaboration with Bouba 
Touré—oscillating between deep engagement and outward expansion—has since 
transformed. It now unfolds in new ways, shaped by the circulation of the film, encounters 
with diverse communities, and the remaining meticulous, sustained work on Bouba Touré’s 
archive.  
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