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Dorit Naaman, film and media professor at Queen's University, directed and produced an 
interactive documentary called, “Jerusalem, We Are Here”, which she presented at the 
Palestine Center on April 13th, 2017.  The purpose of this project is to restore the lost or stolen 
homes, mainly in Jerusalem, of pre-1948 Palestine, if not physically then through the 
communicative power of art and new media. Until this day, houses are being demolished in 
Palestine adding another facet to the fact that the Nakba never ended. Acknowledging the 
existence of Palestinian homes, as this project does, is a form of resistance against cultural 
erasure. This interview highlights the importance of recognizing the past in Palestine, how it 
lives in the reality of our present, and challenges our future. 
 
Q: What inspired you to create this virtual tour? 
A: First of all, I don't call it a film. I call it a documentary project because a film is a fairly linear 
thing. You start to watch it, then you finish it. But the documentary is interactive and you have 
a lot control over how much you hear and watch and where you look. So it is a documentary 
project but less grounded in film. It is much more fluid. 
 
It happened in stages. I was on sabbatical in Jerusalem and I rented an apartment not far from 
where my parents now live and my daughter was a year old, so I wanted to be close. I knew I 
lived in a Palestinian home but I didn’t know anything about it and that bothered me. At that 
point, I had read Ghada Karmi’s memoir, In Search of Fatima. The neighborhood is very 
interesting. It’s not a large neighborhood and there are no public institutions there. There are 
no churches, no mosques, there is one school.  
 
What I discovered through research is that on top of the hill there is a Greek Orthodox 
monastery and they were selling the land and they didn’t want competition. They didn’t want 
another church, a mosque, or anything. So, all the plots of land were too small for a public 
institution. For that reason, there are smaller streets and you have no reason to go there, 
unless you know someone who lives there.  
 
When I rented there, I already had In Search of Fatima, in my head. Then I discovered that the 
house next door belonged to Khalil Sakakini. So I made a short video about the Sakakini house 
and the Baramki house, which is in a different neighborhood. I read the diaries and the material 
that was available like the journals Sakakini wrote every day of his life. In the fifties, after his 
death, his daughters, Hala and Dumya published a selection of his diary entries from 1910 to his 
death. Hala wrote a memoir in the 80s that is out of print, but I found a copy in the Jewish 
National Library.  
 
In 1948, the Israelis knew who the intellectuals were. After they conquered the neighborhood 
and expelled the people, they came with trucks and took all the books. In Hala’s book, there 
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was a hand-drawn map of just a few blocks around their house. In it, she names all the people 
she knew. So there were Greek Orthodox Arabs and sometimes she would just say an Armenian 
or a Russian family, but mostly she knew the names. Then I thought that maybe I could find the 
people. Now that I had the names, maybe I could find the people and do something with them, 
their descendants.  
 
Right from the beginning, I wanted to make short films with people. Not oral history where you 
interview somebody for two hours and it’s really interesting to the family and historians of that 
particular area or era, but not so interesting to the public. I knew I wanted to make very short 
films so that people who have nothing to do with this area will still be interested. What I was 
thinking of doing was projecting them on the houses because I am an Israeli and I really wanted 
to force the Israelis to come to terms with al-Nakba. Everyone knows these were Palestinian 
homes. In Hebrew they say Arab homes not Palestinian homes. They sort of say, “Well there 
was war,” and they run away and that is that. I wanted to trouble that. In my own mind I 
wanted to make the films with the people and project them on the houses. I wasn’t quite sure 
what that would look like.    
 
There is also something very interesting about this neighborhood [which] is that it was a 
middle-class Palestinian neighborhood and middle class at the time. There were radio 
announcers, educators and architects, some rich people, but most often first generation. Like 
Ghada Karmi’s father and uncle, they came from farming families and they were educators. 
Khalil Sakakini was self-taught. He did not have formal education yet he became a very 
important educator, linguist and poet himself although he did not come from that background. 
There were a lot of people like that in the neighborhood. When the neighborhood was 
conquered by the Israelis, they immediately put Jewish refugees into the houses, primarily from 
the Old City but also from other neighborhoods that were conquered by Jordan, and later 
immigrants that arrived from Europe and the Arab world. There was a huge shortage of 
housing, so there were four or five families living in a house. Each family had a room and then 
they were sharing the kitchen and bathroom. So, it became a slum. From this beautiful 
neighborhood--everyone had gardeners, maids and all of that--it became a slum. Then it was 
gentrified twice. The people, especially the Arab Jews that came and the ultra-Orthodox Jews 
that came from the Old City of Jerusalem, were put into housing projects.  
 
The Ashkenazi people, who are non-orthodox and much closer to the Zionist leadership at the 
time, were somehow told or found out that they could stay and get ownership of these 
Palestinian homes. In Israel there are tensions between Jews from Europe and Jews from the 
Arab world. Until ‘67, all the Jews from the Arab world did the construction, gardening and the 
farming, which later was done by the Palestinians and now mostly by migrant laborers from 
China. Romanians do construction and Thais do agriculture. Initially, I wanted to tell the Israeli 
story too because it breaks the binary of the Israeli-Palestinian conflict and it’s much more 
pinpointing of the Zionist logic which is really a colonial logic. It wasn’t only the Palestinians 
who were other to the Zionist project, it was also the Arab Jews who were considered primitive 
and good for lower end jobs. I thought that would be really interesting but it became very clear 
to me that it would be very difficult to do a project, at this point, where there would be Israelis 



participating too for a few reasons. One of them of course is we are respecting the boycott and 
the BDS movement. When you do that work, a lot of people will not participate. I was really 
worried that it would fall into this dialogue project. Do you know the Gaza/ Sderot project? It is 
an interactive project that came out in 2008 right before the bombing in 2009. It was this 
project where in Sderot, which is often shelled from Gaza, you can watch stories of people from 
both places. What happens there is that you think people suffer on both sides and I did not 
want to make that equation.  
 
Q: Are you highlighting the narrative from the Palestinian side for the Israeli perception?   
A:Initially, but it changed because I realized even if I made sure it doesn’t seem like we’re 
equating the narratives as in you have a story and I have a story, I didn’t want to do that. It’s 
true that you have a story and I have a story, but my story also comes with a lot of political and 
economic privilege which you don’t have. So I was really worried that in the end the Israelis 
would say, “Well, we lost houses in Europe or we lost houses in Iraq too.”  So it becomes about 
everyone suffering. In war, everyone suffers and I was really worried about that. 
The other thing that happened, was that when I started working with Palestinians, I of course 
realized how little access there is and it’s not that I didn’t know it but sometimes you know 
something in your head but it does not quite sink in. So, Palestinians from the West Bank do 
not, of course, have access. They can maybe go to East Jerusalem but not to West Jerusalem. 
Palestinians from the Arab world will not have access at all. Also all of the Palestinians that have 
hawiye can’t, they can only come to the West Bank. Even if you have an American citizenship. 
Then I started thinking, “Ok, I’m not doing this project just for Israelis.” Ethically, it feels wrong 
to ask people to experience their trauma or to tell me their story of loss just in order to educate 
Israelis.   
 
Q: Can you elaborate on that ethical feeling?  
A: I think that from a practical perspective it’s a big deal. I think that you need to humanize the 
enemy or even if it's not the enemy, the other. You need to humanize them in order for people 
to be willing to think outside the box. I’m very grateful that people were willing to share their 
stories and to have those stories engage with Israelis. I was also hearing people’s stories of loss 
and not all of them are in the project. And I had to rebuild their lives and the hardships that 
people experienced. So every time I worked with people, I started realizing that I’m really doing 
art therapy with them and I really freaked out. I thought, “I am not trained to do art therapy.” I 
would be very exhausted after filming or even after doing a skype meeting for an hour because 
I was taking it on. Then I realized I was actually intuitively taking care of the participants and it 
was good for them to talk, but I was taking it on and I didn’t know how to take care of myself.  
 
Then I realized that these people trusted me with their stories. In the end we made the short 
film. But there was a long process before that, in most cases. I felt like this should serve them in 
some way. It shouldn’t just be a project that educates Israelis.  
 
The year we were in Jerusalem, I had a sabbatical in 2013/14, and my daughter went to a 
bilingual school in Arabic and Hebrew. So on Nakba day, I guided a walk together with Anwar 
Ben Badis. We did a guided tour in the neighborhood for the school community. That was like a 



kind of ‘awda’ [return] and it was incredible because people had kaffiyehs and t-shirts saying, 
“I’m a Nakba survivor,” and Handalas on the t-shirts. We walked like that, Israelis and 
Palestinians, in the neighborhood, and there was Arabic in the neighborhood. The parents in 
the school, almost 90 percent of them are Israeli citizens. There are a few kids from East 
Jerusalem. So even the Israeli citizens had no idea. They got so emotional when we stood in 
front of Abdul Khalil El Karmi and Khalil Sakakini house and we started reciting the famous song 
‘sanarjiou yawman’ by Fairuz. 
 
There was a lot of emotion, but I realized that Palestinians will not come on their own to the 
neighborhood because now it is such an Israeli space. There are these enormous Israeli flags 
that were hung, you have three stories of Israeli flags. You don’t see that anywhere except for 
in these places. So that's when I started thinking, “Actually, it needs to be online.” It needs to 
be accessible to Palestinians in refugee camps. It needs to be accessible to anyone in the world 
who can’t come or won’t come. 
 
Q: Do you feel that your work is a form of resistance?  
A: I think one of the things that I didn’t anticipate but which is coming out now the more I 
interact, is that the story of the urban Palestinians is far less often told then that of the 
villagers. I think a lot of people left because things got tough. So, the fighting in Jerusalem 
started on December 1st 1947 and a lot of people left because they could afford to, they had 
relatives. They said, “Oh we’ll go to Beirut or Cairo until things calm down and we can come 
back.”  Then, of course they could never go back and the Palestinians that stayed were mostly 
villagers. There was no intellectual leadership for a long time. It took a while to build that 
because the kind of bourgeois leadership was all gone. Some of them were expelled, like the 
Sakakinis who stayed until the last day, but a lot of them left because it got to be too much. So, 
there was probably guilt about leaving, but that story has not been told as often. 
 
Then I think the nostalgia has been very private. That is the other thing that I am realizing that I 
did not completely anticipate. I think that for Palestinians when they think back or when the 
grandparents pass down stories to the grandchildren, it is all about the lush gardens and the 
spacious houses and this beautiful life that they had. Of course, almost seventy years have 
passed, so the neighborhood has changed. A lot of these houses had additions and closed 
balconies and they look awful now because of the poverty in the 50s with so many people 
crowded in. Also, I don’t even know if these people would be able to afford the same kind of 
standard of living now. I think that one of the things that happened when older Palestinians do 
the project, is that they’re really forced to face reality and the present. What happens to Israelis 
when they do the project is that it makes the Palestinian present in the space. The thing is, I 
haven’t made a Hebrew version of it. I will, but I did not want to do it exactly in this way 
because the way that it is structured now will mostly appeal to those who are already 
converted. It is preaching to the converted, as far as the progressive Israelis are concerned, and 
I really want to reach people who are not necessarily on the left, who are not progressive. I 
think I need to tell the story a little differently for them.  
 
Q: How would you tell the story differently for the not yet “converted” audience? 



A: The guiding needs to be different. So where the monasteries were on top of the hill, there 
was an awful battle there and this battle could have really ended the other way. The Israeli 
fighters were under siege in the courtyard of the monastery and were about to surrender. It is a 
very long story but it could have very easily been that the Palestinian forces would have won 
and then perhaps there would be no Israeli Jerusalem at all. I don’t know. That battle has 
become a very important mythical thing about how Israelis came to the hill. Of course it is one 
of bravery and perseverance because so many people died. I think I need to engage with that 
story because it’s familiar and slowly layered and I have the testimonies now. I can trouble the 
way that the story is told from an Israeli perspective before I even layer in the Palestinian story. 
 
I think that the story of the Arab Jews is really important. In fact, there is an organization called 
Zochrot which embraces a plural feminism because even though a man started this 
organization, he realized that the official memories are part of a very chauvinist memory. That 
chauvinism is both nationalist and gendered. They have been working almost twenty years 
now, on bringing the Nakba into Israeli consciousness. They are the only Israeli organization 
that calls for the return of Palestinian refugees. So we are doing an intervention with this 
project for Nakba day. There are going to be walks but also an Iraqi-Jewish writer is organizing 
an evening of Palestinian poetry, to read in Arabic and in Hebrew translation. So we really want 
to have a lot of Arabic in the streets. There are three houses where the current Israeli owners 
are hosting us and we will project the short films on them and have conversations.  
 
Q: Do you want to expand this project beyond Katamon or Jerusalem?  
A: I am definitely starting to think about expanding the map to the rest of Jerusalem. We can 
buy the rest of the old maps and then complete it. There is a stage that is quite labor intensive 
because every house has to be created physically for the interactive part.  
 
Q: How does the process of finding the houses work and what is the most challenging aspect 
of it?    
A: I worked with an Israeli researcher who did all the work in the archives. I would go with him 
sometimes and he really did all the research and came up with very little. What we got first was 
the British zoning maps and all the numbers for the blocks and the plots for the actual parcels 
changed twice by Israel. This was the first detective work, just figuring out which house we are 
talking about. Michel, the researcher, was in Amherst Massachusetts and I am in Jerusalem and 
he sends a photo, we identify which house it is. Then we go to the tabbou, which is the Turkish 
word for the ownership documents, we'd go and ask for it, which costs money, and sometimes 
they’d have it and sometimes they don’t. Sometimes for him it would come back and have 
somebody else’s name on it, i.e. the house had a different owner. I did not know what to do 
and I thought maybe we had the wrong house. So I spoke to his uncle, Jamil Toubbeh, who 
wrote a book that is no longer in print. We were on Skype and he said to me, “You take the 
number four bus,” which I knew because of the Sakakini house, “and when you are at the last 
stop, you turn around and you walk.” He sent me to the same house. Once I met Mona Halaby, 
she told me they were renters. She knew something that Michel did not know because it was 
his grandparents, he was born in Lebanon. There were all these disconnects, but I really felt like 
a detective and that is another reason that it took so long.   



 
Israel has strict preservation laws, so these are all heritage architecture houses. They cannot be 
demolished but they can add to them. They have the keep the facade but they can add two 
stories in the back. So, a lot of them are changed and a lot of the entrances were from the side 
not from the street and now if they have a fence and it is all changed. It is hard to identify 
them.   
 
Q: How many homes have you relocated?  
A: Between Hala Sakakini’s maps, Ismail Jose, who is in Beirut and Saba Abdo, who also has 
maps, we have names for 50 or 60 houses and in the archives we have documents for 20 or 30 
houses. As far as participants, it depends. In the project there are eleven families, there are 
more because there are audio files. There are also people that i met and talked with and they 
didn’t want to be on film or they did not want to have audio. They were willing to give 
background information but not the whole story. So, it’s a little hard to tell. There are probably 
a couple dozen people around that have contributed. People like Marina and Mona who know a 
lot of people, “Oh, so and so was a friend of my mom and they live…”  
 
Q: How did you become interested in the Palestinian cause? 
A: I grew up in the Israeli liberal left, so I grew up with a strong opposition to the occupation of 
the West Bank and Gaza and a strong support of a two-state solution. When I realized the 
history of Katamon, I was already in a different place, but I think I realized that there will never 
be peace without justice and justice means that the right of return has to be implemented. I 
know someone who was an advisor during the Oslo years, a Palestinian sociologist, and he 
explained to me once many years ago how neither the Palestinian Authority nor Israel wanted 
to survey the refugees. The PA was afraid that not enough of them want to come back and 
Israel was afraid that too many of them would want to come back. We don’t really know what 
the refugees want, but for me, as an Israeli, I personally as an individual think the moment to 
have two-states has come and gone. Even if there were two states, Palestinians from Katamon 
should have the right to go back; or Jaffa, or Haifa. I believe in one state and I think we need to 
start imagining what it will look like. I think, we are not ready to do it together, perhaps, but I 
think that the Palestinians need to start imagining what it means to return to a space that has 
now been occupied for several years. Some people are there for several years in the same 
houses. There is no more justice in uprooting them. You don’t correct one injustice with 
another.   
 
We have to think about what the different parties want and are those things decided 
collectively or personally, or both, or in some combination. I understand that the right of return 
is both a collective right of the Palestinian people and also a personal right. In my very limited 
experience, their desires are very different. Some people definitely want to go back. Some 
people just want acknowledgement. Some people want reparation. To me, it is a contribution 
that I can make, in order to start thinking about the future in a way that is constructive not 
destructive. I understand why it is so threatening for Israelis to do that because it will not be 
called Israeli, this one state. In fact, Jews will be very soon a minority there. I don’t know that 
Palestinians will forgive us for what we have done for the past several years. I would like to 



believe that we can build something. I am very influenced by things that are happening in 
Canada around indigenous people and you can’t do reconciliation before you do truth and 
justice. Truth and justice have to come first and then we can see about reconciliation. So, we 
have to start acknowledging. The other thing about it is, people say, “Oh you are pro-
Palestinian or a Palestinian ally.” Of course I am presented as an anti-Israeli or self-hating Jew 
or all of that, and I think, “No. I am doing this because our future is tied. We are destined to be 
there together.” There are definitely a lot of Palestinians and Israelis who would like the space 
to be homogeneous, just their ethnic group, but I don’t think that's happening. So, this is my 
interest as an Israeli. Not just because it is ethically right or anything like that. I have an 
emotional investment in this in order for Israelis to have a future there as individuals or in 
whatever confederation or political formation that might take.   
 
Q: Have you ever encountered threats or negative emails because of what you are doing?   
A: I have been attacked in the past for other things that I have done. In 2014 I published an 
opinion piece called, I'm a Palestinian Jew. I talk about being Canadian because of course I 
knew this will come out. So, there was a lot of aggression.  
 
When I screened it in Kingston, where I live, there is a big Canadian film festival and we did a 
big event. A few people came from the Jewish community and one of them, I think, is a very 
strong staunch Zionist. He and I had a little bit of an argument. He came and stayed for the 
whole thing and then we had coffee and he said he “couldn’t fault me for anything in the 
project,” but he felt like there was the other story. I said, “Yes, but other people have told the 
other story,” there are many stories, not just one other story. 
 
I guess when I say political, I think much more in abstract terms. In Canada, we now start every 
cultural, academic, political event by acknowledging the land and the people. It’s really 
incredible. Even though in some ways it’s an empty gesture because we took their land away 
and now we are just going to say, “Oh ya, I live on Anishinaabe land, what does that mean?” 
When you say it again and again, it changes your relationship to space. You start thinking about, 
what it means that I own this house. What I realized is that I am twice a settler. I am a settler in 
Israel, even though I was born there, because I am part of a settler society there. I am part of a 
project that is settling a land and I am a settler in Canada. Someone else did the dirty work for 
me. It’s really tempting to say, I’m an immigrant and I’m not implicated, that's not my 
forefathers. I’ll own to what my forefathers did in Palestine. But, it is not true. I am totally 
benefiting from the fact that Canada has rich resources and it was stolen from the Indigenous 
people.       
 

Q: How did you decide on the different tactics you used in each space that you take us to, for 
example the singing, voice overs, live recordings? 
A: It was a very organic process. [I met] some people, like Marina, who arrived through a call 
that I sent out through her aunt. Then she sent it to her because Marina is the family historian. 
She contacted me and we met every two weeks, on Skype. Then she sent me some photos and 
it was like a little workshop where she told me stories about growing up and her family. She 



sent documents and then I asked her to take a series of photos of spaces in her home and 
choose a poem to go with it. I was just trying to open her up because I knew that the linear 
story of what happened to the family, very few people are actually interested in that. I was 
trying to find something out of which we can make a short film together. I wasn’t quite sure 
what it was going to be. At a certain point she sent me the photo of her mother in front of the 
house with the basil and she told the story about how the man came out, he didn’t speak any 
English or French. So, I sat with a friend who was a graphic designer, and I explained to her how 
I wanted the animation where she disappears and comes back. I showed it to Marina and she 
absolutely hated it. It was a visceral reaction and so she decided to come [to Jerusalem]. She 
came in July of 2014, just as the bombing of Gaza started, and it was very difficult. So, the night 
before she left, she was only there for five days, we sat and talked, and I recorded audio. It was 
a very emotional conversation. Then she started talking about how the house is not the same 
house and I knew I had to put it on that. When she saw it together, she was completely fine. 
She knew it worked.  
 
With everyone, I would make a proposal about “Let’s do this,” and do a rough cut and send a 
link. Then it became a conversation. The nice thing about it being interactive was that it allowed 
the aesthetics to be completely different from a film. When I walked with Nahil Aweidah, I did 
not know we were going to film. I just had my camera. We were walking around and she said, 
“So and so lived here,” when she was fourteen and she remembered. Then we could go into the 
house, which had become offices, but now closed. There was an interaction with a clerk who 
didn’t speak any English and I was translating. When she saw it in the editing, she got very 
upset because I thanked the clerk when we left. There was a really incredible moment after we 
walked through all the rooms and she told me who lived there. We reached where the clerk 
was sitting way in the back. Nahil asked what they were planning on doing and the clerk 
explained that they were planning on turning it into a boutique hotel. Nahil asked all these 
clarifying questions like if they were going to add floors, etc. I was filming and translating, [even 
though]I did not plan on translating. I did not have my tripod or my good audio recorder and 
the sound there was not great, it was just from the camera. At one point, Nahil said to her, “You 
didn’t ask us for permission. We are the true owners of the house, you didn’t ask us for 
permission.”  Then we left and I said “Thank you,” because it was a very hot day. She gave us 
cold water. I said thank you for the hospitality and I kind of emphasized that; I was being 
cynical. So in the subtitles I put “hospitality” in quotation marks and Nahil saw that and kind of 
lost it. She said, “What hospitality? I should be the one hosting her,” and all of a sudden she lost 
trust in what I meant. So, it took us a while to work this out. She did not even want to Skype 
with me. It was all on email, which was hard. Then she said, “I don’t speak Hebrew. I don’t want 
Hebrew in this film.” Then I thought about it. At first I said, “You know, this is a very powerful 
moment because it shows you how benign racism operates.”  
 
Benign racism is a term I made up. In critical race studies, people talk about micro-aggressions. 
So, it's like these moments. So what happened with the girl when Nahil said, “But you didn’t ask 
for permission,” the girl asked, “But did we make nice renovations,” because it was in very bad 
shape when they took it over. Nahil said, “No” and I agreed with her. When the clerk said that, 
she knew exactly what Nahil was saying. She was diverting and I thought this was really 



important for everyone to see that when things got uncomfortable, we change the subject. So I 
call it benign racism because it was this moment about maybe regretting letting you in or 
whatever. So, I really wanted it there, especially for Israelis but also for everyone because there 
are not a lot of moments where Israelis and Palestinians meet in this project. She [Nahil] didn’t 
want it at all because she didn’t want any Hebrew there. I thought to myself, “You know what, 
she doesn’t need it there as part of her story. She experiences it every time she encounters 
Israelis.” She always feels like she has to justify her existence and her right to the space. So. I 
always went with what the participant wanted. That was really important to me. Not a lot of 
documentary filmmakers do that, but to me it was very important.  
 
Q: Are you still in touch with Nahil? 
A: Absolutely! She said when it was finished, “I am so happy I lived long enough to see this.” 
She was very emotional about it. She is a formidable woman. She is writing a couple of books 
about the history of Jerusalem in Arabic and English.  
 
Q: How hard was this emotional process for you?  
A: It had its ups and downs. First of all, it was really scary because I didn’t have role models for 
what I'm doing. I knew I wanted it online and I knew I wanted to do something with the maps 
and I had some ideas. Then one day I saw a project that Google had shot in Marseille and it’s 
like going on a virtual night walk. That is when I knew. There I kept getting lost and I found 
myself in the same place and was very confused about where I was supposed to go. I knew I 
wanted it to be really simple, with no bells and whistles, not too many icons.  
 
Going back to your question, I was really scared because I became aware of this story of 
Katamon exactly ten years ago now. That was the six months I was in Jerusalem and I was living 
in the neighborhood. Then I made that one short film about the Sakakini house and then I 
started thinking about this project. I applied for a grant and I got it in April of 2011 and finished 
in November. So this is a long chunk of time to have something that's in your head and no one 
else knows about it and it could flop. So, I was really scared because I put a lot of energy into it. 
On an emotional level I couldn’t speak about it. Even about the right of return, I knew we 
needed to talk about it but I did not know what to say and now I have things to say about it, for 
myself. The other thing that was really challenging was not knowing how much of myself to 
put into the project. I didn’t want this to be a Palestinian story filtered through an Israeli 
because then it becomes my story. Even though I kind of facilitated it, it’s not exactly my story. 
So, I spent a whole day shooting an introduction that I realized is wrong, as soon as I went into 
the editing room, because I was way too much in it. We were doing a projection of Nando’s film 
and I would come in front of the screen and talk to the little girl. It was interesting, but to start 
there would have set the wrong tone.   
 
Q: Can you tell us a bit about Nando, who he was? 
A: Nando is Marina’s great uncle. She had some old films that were on VHS tapes that she had 
digitized, so they were really bad quality and we were trying to figure out certain things. So she 
asked his daughter, [which is] her mother's cousin, if she has the actual sixteen millimeter films. 
She said she did not really know, but she had a bunch of reels in her closet. Three of them said 



“Jerusalem” and so we shipped them to a lab in California. [When] this one came back, it was 
just like “Oh my gosh.” Nando is so cinematic. He is like Buster Keaton. He’s like a silent era film 
star, always in a three-piece suit and all of that. So, I totally get a kick out of him.  
 
At first, I thought about talking to him and then I thought it makes much more sense to talk to 
Cynthia [his daughter], I think because she was a little girl who lost everything. He was an adult 
and it was an adjustment but he ended up in New York where he became a film and news 
editor, and he managed. Then just last summer, all of a sudden she died. She had cancer that 
came back and within two weeks she died. That's when we edited the longer version and 
dedicated it to her memory. I wanted to have that dialogue that goes across the generations 
and time and what was deprived of her. There were all kinds of things there. It would have 
worked in another context, but it definitely did not work as the introductory film. I am happy 
with what we ended with, but that was a big barrier. It was months of trying out different 
things.   
 
I want to write a book about the making of this project, about how I came to do it, my 
encounters with the people and my story. People want to know. I am going to start this fall. I 
am on sabbatical until January, so I don’t know how far I'll get. I should have been journaling 
throughout the process, but I never had time. I am also trying to have screenings where the 
participants are present.  
 

Q: What was the process of building a community with the people you worked with? 
A: First of all, I became friends with some of the people I met. I met some incredible people and 
it really enriched my life. Also, when you work in a community you usually come to a space that 
already has the community, but here the community is diasporic. In a way, some people got 
connected to each other through the project. It is almost like the project created a community, 
which was an unintended result.      
 
Q: How would you describe your journey from beginning to understand the Palestinian cause 
to where you are now? 
A: It is our journey together. It’s not all happening in the same time and the same place. The 
beauty to me of the digital platform is that it’s not just about being in the here and now but 
about being able to go up, down, sideways. The other thing that I didn’t want to do is a project 
that is a nostalgic for the past, because then it becomes about the past. The thing about the 
Nakba is that it never ended. Houses are still being demolished. So how do we make this part of 
the present? That’s where I really wanted to be, so we could have a future.  
 


