Jananne Al-Ani was born in Kirkuk, Iraq in 1966.
Working with photography, film and video, Al-Ani has
a longstanding interest in the power of testimony and
the documentary tradition, be it through intimate
recollections of absence and loss or the exploration of
more official accounts of historic events. Solo
exhibitions of her work have been held at Darat al
Funun, Amman (2010); Art Now, Tate Britain (2005);
and the Freer Gallery of Art and Arthur M. Sackler
Gallery, Smithsonian Institution, Washington DC
(1999). Recent group exhibitions include Closer,
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Beirut Art Center (2009); The Screen-Eye or the New

Image: 100 videos to rethink the world, Casino Luxembourg (2007) and Without
Boundary: Seventeen Ways of Looking, Museum of Modern Art, New York (2006).
Al-Ani has also co-curated touring exhibitions including Veil (2003 – 4) and Fair
Play (2001 – 2). Her work can be found in public collections, among them the
Victoria & Albert Museum and Tate, London; the Pompidou Centre, Paris; the
Smithsonian Institution, Washington DC and Darat al Funun, Amman. Al-Ani's
photographic work is represented by Rose Issa Projects, London.
You are the first artist of Iraqi origins to win ACAP, but you live and
work in the UK. How do the two locations affect your work? Do you think
that one place holds more influence than the other or is your work less
geographically rooted?
I don’t think such a binary opposition exists in the work, it is more complex. Some
artworks I have made respond directly to what I perceive as perhaps a European,
Orientalist perspective of the Middle East and the Middle East’s population and
landscape. But I have also made works which do not have anything to do with that at
all. It is difficult when you are talking about a body of work that spans a long period;
I have been making work for about 20 years. There was a significant shift in my
practice in 2003, when I came to the region in order to make works. Formally, in

terms of the way the work is produced, I was previously working in a very controlled
environment in the studio orchestrating very focused situations with very little going
on visually, often using something like a head on a black background speaking. The
2003 shift was also about moving out of the studio and into the landscape.
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You have been involved in co-curating exhibitions like Fair Play in the
past. Is curating something you see as separate to your practice or
integral to it?
Not really, I haven’t curated for a long time. I think that curating is a response to a
very particular set of circumstances, which for an artist will always relate to ones
practice, and how curators perceive you. After 2001 there was obviously a heightened
interest in art from the Middle East in Europe, curators visiting me at the studio
wanted to look at my work purely through the framework of the fact that I was born
in Iraq. For me this was too reductive – I wasn’t interested in being in shows that
were of artists from the Middle East without any other curatorial narrative. As a
response, I curated a show called Fair Play, which looked at artists who have made
work that is somehow based on games and playing. For me, that was a way of saying
that my work can be seen in other contexts apart from this very narrow Middle

Eastern context. The other show that I curated (Veil, 2003) was quite different; that
was about way artists work with the notion of the veil. But again, that was a reaction
to the way in which the image of the veil has been reduced to these monolithic, very
uninteresting images.
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Do your films ever follow a linear narrative, and if so, do you intend for
the viewer to feel that there is some sort of resolved narrative by the end
of a film?
No they don’t in fact. Most of the works are cyclical anyway, but they run
continuously when they are shown. They are not really single screen works where
you would sit and watch as in a cinema experience, they are usually multiple screen
installations which you have to interact with and move around. For example, in two
of the works that I have made, The Loving Man (1996-99) and She Said (2000), the
monitors are embedded within a circular space in which the audience stands.
How did it feel to win the prize?
Relief! I had just borrowed £25,000 from the bank to cover some of my expenses for
the shoot when I heard the good news.
Has the journey with this work from that moment until now been as you
intended? If not, what has changed and why?
Once the production begins its almost inevitable for some elements of a work to
change. For example it had been my intention originally to combine still and moving
images in the film but during the post-production I eventually decided to focus
exclusively on the stills.
Have you worked in this way before, winning a commission for an
artwork to be displayed which then enters a corporate art collection?

No. I have been commissioned on a number of occasions in the past to make new
work but it has always been in collaboration with either a publicly funded arts
organisation or gallery or a freelance curator. This is the first time I have produced a
work which has become part of a corporate collection.
What is the audio component going to add to the piece?
I worked closely with the sound artist Ross Adams to create a subtle and layered
ambient soundscape which includes recordings made on location, combining
industrial and mechanical sounds collected in and around the airport we were flying
from with more natural sounds such as wind blowing across sand which were
recorded in Wadi Rum. These sounds were combined with material introduced from
an archive of Ross' own recordings of both urban and rural sounds and
supplemented with appropriated found sounds including audio recordings of
contemporary military skirmishes and aerial bombing raids plus a range of natural
sounds such as cattle, deer, vultures and other birds. Running through the entire film
is a mechanical hum which peaks and dips in intensity and which is suggestive of the
ever-present all seeing eye in the sky be it a satellite, a fighter jet or an unmanned
drone.
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