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Ève Chabanon's exhibition “Chapter 3” builds on her project 
“The Surplus of the non-producer,” which she began in 2016. 

Volunteering in a language school for migrants, Chabanon 
observed the situation of (art and) craftspeople, artists  
and other cultural workers who find themselves in exile due  
to migration and thereby encounter difficulties in pursuing 
their profession, viz.: how do you go about presenting a craft, 
a talent without access to raw materials, tools and workshops, 
without a legal work permit, without a professional network, 
without community support and perhaps even without an outlet  
if one's own “product” is too culturally-specific for a Western 
European context? 

Chabanon's long-term project explores and visualises the 
connections between craft and art practice, identity and systemic 
failure within society, and also creates a container in which, 
based on the common goal of equal collaboration, a liberal 
transfer of knowledge between generations and cultures takes 
place. “The Surplus of the non-producer” is also the intended 
title of the final “product,” a film – the conception and pro-
duction of which drawing on the respective abilities of all  
the members of the collective – but which remains as yet unfin-
ished.

This intensive work within the collective was preceded by 
extensive research as well as the setting-up of a network of 
Paris-based charities, lawyers, activists and thinkers working 
for the social, legal and professional enhancement and survival 
of this population in exile, particularly in the field of arts 
and crafts in France. Through affiliated associations and organ-
isations, Chabanon came into contact with cultural workers  
in exile, six of whom are still closely involved with the pro-
ject today: Nassima Shavaeva, a Uighur dancer and singer from  
Kazakhstan; Olivier Iturerere, film and television producer 
from Burundi, Aram Ikram Taştekin, actor from Kurdistan;  
Abdulmajeed Haydar, Palestinian scriptwriter from Syria; Abou 
Dubaev, stuccoer from Chechnya and Yara Al Najem, graphic  
designer from Syria.

Chabanon uses the term ‘non-producer’ to refer to the con-
ditions of cultural workers, especially those in exile. How, 
for instance, does cultural and artistic work actually manifest 
itself? Does it necessarily result in an end product, an object 
through which the value of this work can be attested and mea-
sured?

If one speaks of production or non-production, the economic 
category of added value, the ‘surplus’, is never far away. In 
essence the product of a capitalist form of society, ‘surplus’ 
value in terms of a Marxist understanding, arises from the 
difference between value/natural price and market price. Applied 
to Chabanon's notion of the ‘non-producer’, this ‘surplus’ 
value not only marks the price difference but more pertinently 

those aspects beyond the sphere of actual production, precisely 
those “by-products” that are not manifest: accumulation and 
exchange of knowledge and skills, possibilities and also frus-
trations, resilience and ebullience, which can be released in 
different forms from time to time during the work. Working 
collectively, which represents the existential infrastructure 
for ‘non-producers’ here, also generates such a ‘surplus.’

The theme of ‘surplus’ value is reflected in the exhibition 
above all in the form of 100 ceramic mugs handmade by Ève  
Chabanon. Turned on the potter's wheel in a kind of individu-
alised serial production, they illustrate the economic reality  
of Chabanon's artistic production – on a basis that can be 
calibrated objectively at last. The mugs will be sold in the 
framework of the exhibition, whereby the price changes with 
each mug sold, following a curve that the French art historian, 
Sophie Cras (author of “L'économie à l'épreuve de l'art: Art  
et capitalisme dans les années 1960,” 2018) developed and cali-
brated for Chabanon. If the proceeds from the first mug sold 
fails to cover its production costs, the last mug is sold then 
at a much higher price, which effectively renders it of inter-
est only to enthusiasts or art buyers. The price defines the 
status of an object. It is this oscillation between craft and 
art, between social practice and (self-)empowerment, embedded 
in the conditions and constraints of our capitalist social 
order that makes this project so fascinating, illuminating, 
informative and revelatory.

Alongside the ceramics, the exhibition “Chapter 3” features 
a handmade table and mostly text and video fragments, which 
illustrate the collaborative nature of the project and, at the 
same time, reflect Ève Chabanon's difficult role as both member 
and initiator of this collective. How do you meter out the right 
level of inclusion and participation when, in a purely struc-
tural sense, inequality already obtains? Working in such a 
collective requires both constant and critical self-question-
ing about one's motivation and intention, an identification  
and weighing-up of individual risks and power relations on all 
sides. It may be precisely these stumbling blocks that throw  
us back on ourselves when confronted with “The Surplus of the 
non-producer,” when we look at the reactions of French (here: 
European) young people in the videos. Systemic imbalances  
and internalised patterns of thought and behaviour can only  
be overcome through self-reflection, tireless training and 
action. Perhaps this is a ‘surplus’ of this exhibition project. 

ELEMENTS OF THE EXHIBITION 

The table, made out of an artfully marbled stucco panel on 
plywood stands, was created in 2018 in collaboration with Abou 



‘non-producers.’ Together, these two elements ultimately make 
up the film “The Surplus of the non-producer”.

“Chapter 3” thus marks an intermediate step, a breathing space 
and a taking stock or site analysis of such a protracted and 
intensive project. The move to a German exhibition venue engen-
dered further challenges but there were also developments  
arising for the project with its multilingual framing. The approx  i-
mately 45-minute-long audio text in the exhibition, like the 
video fragments, brings together sequences from the workshops 
in Argenteuil, but without synchronised sound and image. The 
spoken word of various ‘non-producers’ brings the individual 
elements of the exhibition together to form a unity and makes 
their collective character palpable once more. For a better 
understanding in a German-speaking context, Ève Chabanon de-
signed two special frames that fix LED tiles on which a German 
translation of the transcript appears as a running text. For-
mally-speaking, the wooden frames with attached ceramic elements 
are reminiscent of an abacus, an old-fashioned slide calcula-
tor. This association raises a connection to counting, but also 
to surveying and documenting. For the artist, these objects 
refer to the passing of time, to the long process during which 
the project has flourished, always dependent on institutions 
that sponsor, invite to create exhibitions and that manage strict 
budgets, in which the classic capitalist idea of art object  
and (added) value is reflected. At which points are such long-
established structures perhaps permeable and able to use their 
own potential to provide hitherto ‘non-producers’ on the outside 
access to a hermetic economic system, as well as social and  
art systems; to help artists climb out of the most precarious 
living conditions?

Ève Chabanon's 100 ceramic mugs are a commentary on questions 
and expectations in relation to the value of cultural and artis-
tic work and its elusive, mostly non-material ‘surplus’ value. 
They are sold within the framework of the exhibition at an esca-
lating price based on a curve developed by the art historian 
Sophie Cras; all proceeds are passed on directly to the artist. 
In a similar way to the table, the mugs are both equally func-
tional and sculptural. Their identity is only established through 
their number and price: from being a quasi serially-produced 
functional object, the mug morphs incrementally into a small 
handcrafted edition and finally into a unique specimen. As the 
number of copies decreases, the ‘surplus’ value, the signifi-
cance, increases. With this speculative game about objects and 
words that are simultaneously established, fictional, emotional 
and poetic, Ève Chabanon creates her own economy and demon-
strates the way art, value and the market have an effect. At  
the same time, the mugs stand for Chabanon's own definition of 

Dubaev, a Chechen stuccoer, on the occasion of the group exhi-
bition “The Centre Cannot Hold” at Lafayette Anticipations, 
Paris, and marks the beginning of Ève Chabanon's collaborative 
work on this project. For the exhibition, Chabanon insisted 
that the Layfayette Anticipations Foundation engage and pay 
Dubaev temporarily as a permanent employee, which provided  
him with the necessary papers and funds to gain access to the 
French housing and labour market. Dubaev was able to dedicate 
himself to his art production and at the same time create a 
‘surplus.’

A sought-after craftsman in his home country who restored 
and decorated the fitments and architecture of churches and 
other illustrious buildings, Dubaev was not even able to lay 
down the foundations for his craft in France. Ève Chabanon 
helped him research the appropriate raw materials, organised a 
workshop through Lafayette Anticipations and created the design 
of the tabletop, which was so versatile in form and tonality 
that Dubaev was able to use and demonstrate his range of tech-
niques through it. In a similar way to the mugs distributed  
in the exhibition space and by virtue of its design, the table  
or tabletop demarcates the blurred border area between the 
utility/everyday object and art or sculpture. If a mug is 
deter mined by its individual and intimate use (you touch it 
with your mouth), the table then also symbolises the assembly 
and exchange of many equals.

Five large monitors stream short video fragments documenting 
workshops that Ève Chabanon's collective staged at the Lycée 
Julie-Victoire Daubié in Argenteuil during Winter 2019. The 
‘non-producers’ introduced the students to their respective 
stories and backgrounds and invited them to participate in 
workshops in their individual fields: singing, graphic design, 
improvisational theatre, screenwriting, film and documentary 
production. 

Ève Chabanon has chosen excerpts for the exhibition that 
stand in as tableaux vivants for the beginning of the project 
and that emphasise its focus on the element of exchange between 
all participants. Through these video fragments, the members  
of the collective are present as individuals, each with their 
own expertise and characteristics beyond their blanket migrant 
status. The close correlation between cultural or artistic  
work and individual identity emerges in the footage of the 
migrants and their emotions. At the same time, moments of mis-
understanding, embarrassment and helplessness repeatedly cross 
the students' faces, who thus hold up a mirror to exhibition-
goers, inasmuch as they anticipate, demonstrate and question 
the latter's own reactions. 

This video material is to be supplemented by a second fic-
tional part, which will be written, staged and presented by the 



THE NON-PRODUCERS 

The non-producers are Ève Chabanon’s artistic collaborators on 
her “The Surplus of the non-producer” project. Since 2018, Ève 
Chabanon has been working with a variety of local non-profit 
organisations and associations in the greater Paris area that 
support people in exile and facilitate their access to work. 
These encounters have led to the formation of the collective of 
so-called non-producers around the artist. This group currently 
consists of six people from different countries and cultural 
backgrounds. The non-producers are cultural workers who were 
once part of the art, cinema or music worlds of their countries 
of origin. Today, they live in exile in France and face numerous 
obstacles resulting from language difficulties, their admin-
istrative status or social integration issues. They are also 
united by the fact that they are unable to exercise their true 
profession, to use or share their knowledge and skills.

YARA AL NAJEM, GRAPHIC DESIGNER

Yara Al Najem was born in 1990 in Al-Sweida, Syria and grew  
up in Damascus. There she completed her studies in visual 
commu nication at the Faculty of Fine Arts in 2012. She uses her 
design practice and its distribution to draw attention to  
the current situation in Syria. She has already exhibited in  
Jordan, Italy and Switzerland. In 2018 she fled to France, 
received her residence permit shortly afterwards and has been 
working as a freelance graphic designer ever since.

ABOU DUBAEV, PLASTER AND STUCCO ARTIST

Abou Dubaev comes from Chechnya, an autonomous republic of 
Russia located in the Northern Caucasus. His professional career 
began at the age of 17. At first he made wood sculptures, later 
he discovered plaster for his work as well as other light  
and malleable materials. He further developed his skills with 
plaster and stucco, including the production of artificial 
stones imitating natural and particularly precious stones. 
Since the 1980s he has been co-managing director of a company 
where he works as a restorer and sculptor on architectural 
details. Since 2015, he has been living in France, where he 
continues his work in museums, on monuments or for designers.

‘surplus’ value: the serial handcraft she performs here allows 
her a moment of retreat and quiet concentration within the 
framework of a large-scale project that constantly demands a 
high degree of tasks from her that are not strictly-speaking 
genuinely artistic: multilingual moderation and coordination 
of six individuals, each with their different backgrounds, 
acquisition of ever new means to keep the project going, media-
tion, promotion and communication of the project. The mug be-
comes a tangible, saleable art product here and thus the artist's 
main source of income. ‘Surplus’ creates ‘surplus.’

Ève Chabanon's joy in and talent for playing with language and 
concepts is once again revealed in the short text “Chapter 4: 
no more chapters, stuck in reality,” which is applied to the 
wall in the small exhibition room and also printed in this 
booklet. The artist supplements her work on “The Surplus of the 
non-producer” with written documentations – diary-like, poet-
ically-condensed texts – that deal with the developments but 
also frustrations of the project contextually, personally and 
in abstract terms. Like the ceramic mugs, these texts are per-
sonal contemplations in moments of quiet concentration and 
reflection. The text at the Westfälischer Kunstverein takes up 
individual design features of the exhibition space (“light 
brown drab glow; intermittent yellow flash”) as in the stage 
directions for a play. The counterpart of Ève Chabanon's first-
person narrator is a non-binary figure called Sole, who unites 
in themself the sum of all possible friends and conversation 
partners. Set in Syria, the core of the text is a short but highly 
complex narrative arc with numerous protagonists. This inter-
polation into Chabanon's introspection is actually part of the 
script written by Abdulmajeed Haydar, which is intended to round 
off the film “The Surplus of the non-producer”.

Chabanon herself compares her writing to the way the leav-
ening process of a sourdough works, repeating the same fictional 
scene over and over again in an intimate and self-scrutin ising 
loop. Individual key words or phrases are repeated and form the 
new starter for a fermentation process. Thus the seven chairs 
distributed around the room, the number once again endowing  
the members of the collective with a presence in the room, are 
covered with tie-dyed silk on which text can be read that origi-
nates from Chabanon's text for her exhibition in the Bétonsalon 
in Paris and that recur in her text for the Münster show. 

“Chapter 3” is Ève Chabanon’s first institutional solo exhibition 
in Germany. It was developed and produced in close collaboration 
with Bétonsalon - Centre d'art et de recherche, Paris.



He fled to France in 2017 where he was given political asylum. 
There he assisted at the theatre while finishing his master 
studies in theatre and Kurdish literature. He has been a member 
of the “agency of artists in exile” since 2017.

ÈVE CHABANON, ARTIST

Ève Chabanon (born 1989 in France) lives and works in Brussels. 
She graduated from the Haute École des Arts du Rhin (HEAR) in 
Strasbourg in 2013, before taking a Masters in Curating at the 
Sorbonne Université in Paris in 2014 and participating in the 
Open School East in London and Margate in 2016.

She has had various residencies, including at the White 
House in Dagenham in 2017, the FRAC Grand Large in Dunkirk in 
2018 and Te Whare Hēra in Wellington, New Zealand, where she 
presented her first solo exhibition “Eating Each Other” in 
2019. She was awarded the Prix Sciences Po for contemporary art 
in 2018 for her project “The Anti-Social Social Club: Episode 
One, The Chamber of the Dispossessed”. 

Chabanon's works have been shown in France as part of La 
Manutention, a performance programme at Palais de Tokyo (2018) 
and as part of group exhibitions at Parc Saint Léger (2016),  
at the Lafayette Anticipations Foundation (2018) and the CAC  
Chanot, Clamart (2019).

“Chapter 3” is the artist's first institutional solo exhi-
bition in Germany.

ABDULMAJEED HAYDAR, SCRIPTWRITER

Abdulmajeed Haydar was born in 1960 in Damascus, Syria. He 
wrote scripts for several Syrian television series as well as 
short and feature films. In 1987, after a literature and cinema 
evening in a Palestinian refugee camp in Syria, he was classi-
fied as anti-government. His series, interactive dramas, were 
also quickly censored and blacklisted by the secret service, 
which assumed that they contained information hostile to the 
state. The artist now lives in France and in recent years  
has worked on various projects as a director or screenwriter. 
He is currently working on two new plays. 

OLIVIER ITURERERE, PRODUCTION DIRECTOR

Olivier Iturerere was born in 1988 in Burundi, Africa. He is 
the founder of ITULIVE Media & Communications, an audio-visual 
and cinematographic production company. He has produced and 
directed several movies and documentaries, some of them awardees 
of different festivals. He came to France in 2016 as a politi-
cal refugee. After completing his film studies at the Fémis, a 
famous film school in Paris, he worked as a lecturer on cinema, 
a production manager and production director. Today he directs 
“Let's Make Movies,” a training project for young cinema lovers 
that focuses on writing and directing short films in Burundi 
and East Africa.

NASSIMA SHAVAEVA, SINGER AND DANCER

Nassima Shavaeva's background is actually Kazakhstan and  
Uzbekistan, but she grew up in a Uighur family of musicians. She 
started dancing and singing at the age of five. Together with 
her husband Azamat Abdurakhmanov, she has performed in theaters, 
concerts and television shows. The couple also released the 
record “Laïra” as a duo. Since 2016, the artist has been living 
in France and is constantly working on her repertoire. She is 
strongly committed to communicating the culture of the Uighurs 
to the people.

ARAM IKRAM TAŞTEKIN, ACTOR

Aram Taştekin was born in 1988 in Diyarbakir, Turkey. He is a 
playwrighter and actor. As a theatre graduate from Salahaddin 
University in Hewlêr, Iraq he teaches drama and also works  
as an actor in theatre, cinema and television. In 2016, he was 
director of cultural affairs for the city of Lice (Turkey).  
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AUDIO TRANSCRIPT 

Excerpts from the workshops of the non-producers collective 
with students of the Lycée Julie-Victoire Daubié in Argenteuil, 
France, 2019

Transcript and German translation of the listening text in the 
exhibition

OLIVIER ITURERERE: The clap! We’re going to clap. (Clap) My 
name is Olivier Iturerere and I’m from Burundi. It’s a very 
small country at the bottom of East Africa, next to Congo, 
Rwanda and Tanzania. It’s rare that I meet people who know 
about Burundi; the first time I arrived in France, I was 
asked: “but which city is it?” I said: “it’s not a city, 
it’s a country.” In France I am a political refugee. I 
arrived in 2016, following events and a film I was making 
in Burundi. I was not well regarded by the Burundian gov-
ernment, which wanted me to say that everything was going 
well, when actually there were things that were not good at 
all. Because of that, I was forced to leave the country. I 
got a scholarship from the French embassy to come and study 
at the Fémis [famous film school in Paris], which I did, 
and I finished. Burundi is a country that has experienced 
ethnic war since its independence in 1962. In all my films, 
I asked myself: why is there such an ethnic division in our 
country? There are two ethnic groups: Hutu and Tutsi. Since 
independence, Burundi has been ruled by the Tutsis; in 2005 
there was a change of power because the Hutu ethnic group 
had rebelled. Peace agreements were signed to stop the war 
and the Hutus took power. I was there to ask myself ques-
tions and learn more about the history of Burundi. When we 
talk about the massacre in Rwanda, for example, we are not 
talking about the massacre in Burundi, even though both 
events happened at the same time. I was wondering: why? If 
my son grows up and asks me when he’s 10 years old: what is 
Burundi, what is the history of our country? ... I wouldn’t 
know what to say to him. I wondered about our history: I 
went to the archives. In 1988, 300 people were killed and 
you find that the person who ordered the killings was a 
minister in the government. When the minister in question 
heard that someone was making a documentary about that... 
It’s totally impossible. I have been told that I was a 
public danger because I have a lot of archive material and 
images that talk about our country, about the bad and hidden 
side. That’s why my films can’t be shown. 

STUDENT: Where are your films now? 
OLIVIER ITURERERE: My server is at the National Intelligence 

Service in Burundi. When I was expelled from the country, 
Installation view
Westfälischer Kunstverein, 2020



they went to my office and took all of the equipment. All 
the images I had against them are in their hands. I don’t 
have them anymore. I hope to get them back eventually, but 
I don’t know how at the moment.

ARAM IKRAM TAŞTEKIN: My name is Aram, but there is another name 
on my ID card, because our language is forbidden in Turkey. 
That’s why most Kurds have two names: one on the ID card, 
one for everyday life. Until 2016 I was an actor and a theatre 
teacher. In 2016 there was a military coup in Turkey. The 
state declared a state of emergency and dismissed all polit-
ical opponents to the government; that’s how I lost my job. 
I wanted to continue my work but it wasn’t possible because 
I was being prosecuted by the state. Military service became 
compulsory and they wanted to impose it on me; as I refused, 
I was forced into exile.

Piano interlude. 
ABDULMAJEED HAYDAR: My name is Abdulmajeed Haydar. I was born 

in Damascus in Syria in 1960, but I am originally from 
Palestine. As I liked cinema very much, I was found what is 
called a film club. I started organizing film screenings 
there, films that were very strange for the time. Because  
I watched these films, I was called by the intelligence 
services. I was 16 years old. The question was: what did 
you understand of the film? It was a film with Jacques Brel 
called Les risques du métier [Risky Business]. I wasn’t 
able to tell the intelligence services what I understood 
from the film. But that’s when I had understood that when I 
watch a film, I felt the urge to understand how it was made. 
I wanted to be a writer or a director. A well-known jour-
nalist asked me: “Why don’t you write drama?” and I told 
him I didn’t know how to do it. He showed me an episode and 
the script of a stupid series that was on TV at the time.  
It was boring. After my first funding I wrote a series of 
what you might call “interactive drama,” I was starting  
to make a name for myself, but it got the attention of the 
intelligence services. I couldn’t do that anymore, so I 
started doing what was common at the time: melodrama. It 
was a huge success in the Arab world, and it was only then 
that I was able to produce the series I wanted for Syria. 
This series totally destroyed my relationship with the 
regime; I became a blacklisted writer. All of this happened 
before what is called the Revolution or War in Syria, which 
started in 2011. 

STUDENT: Was it difficult for you to come to France? 
ABDULMAJEED HAYDAR: (laughs) To be honest, for me it wasn’t 

difficult at all. I got a visa. 
YARA AL NAJEM: My name is Yara Al Najem; I am from Syria. It’s 

been 18 months since I arrived in France. In Syria I was 
studying graphic design at the University of Damascus. When 

the Revolution started in 2011 I was still a student and I 
took part in the pacifist demonstrations there. I decided 
to use my talent and started my own Facebook page. I pub-
lished posters and other things I was working on in order 
to share the things happening in Syria in a very different 
way. It was getting a lot of attention; I was contacted  
by artists and researchers who were using my visuals for 
their articles. In Syria freedom of press and arts doesn’t 
exist, which is one reason for the Revolution. It was my 
way of rebelling against the Syrian regime. I am a political 
refugee in France, I have a residence permit for ten years. 

Piano interlude. 
NASSIMA SHAVAEVA: I started singing when I was a young girl.  

I grew up in a family of musicians, artists, singers and 
dancers. My first teacher was my mother, who was also a 
singer. I grew up singing and dancing a lot; I started out 
as a dancer and then I started singing. I had a band that 
helped me a lot; I learnt how to record a song in a studio, 
and I really liked it. I said to myself: this is my job, I 
can do it very well. I made a lot of money from it, and I 
used what I earned to produce new songs. That’s when I met 
my husband, also a professional singer. We started working 
together, then we got married and released our first album 
together, called Laïra, which was a mix of Uyghur folk 
songs. With this album, we travelled a lot in East Turkestan. 
Seeing the condition of my people over there made me very, 
very sad. I travelled a lot and I learnt songs with profes-
sional singers. We have many friends who helped us a lot. 
They’re very nice but they didn’t have rights - no freedom, 
they did everything they could to pass them on to us. There 
are a lot of very talented people. They are only allowed to 
go out with the authorization of Chinese groups who control 
everything, they can’t talk to anyone, they can’t go out  
of their hotels, they are watched nonstop. Now it’s even 
worse: the genocide has started, it’s very hard for us. We 
can’t do or say anything. Even in Kazakhstan there are many 
Uyghurs who can’t even demonstrate or talk about it. That’s 
the reason I’m here now; I’ve got a lot of family members 
staying in Kazakhstan. I’m scared for them as well. I can’t 
speak too openly against China or Kazakhstan, but there’s 
something else I can do. I can represent my culture, I can 
show who I am, I can show that my people are neither evil, 
nor radical or separatist. Our people are being murdered. I 
want others to think about that, but not only for me and 
for my people: it can happen everywhere because the world 
is not talking about it. Three million people in a concen-
tration camp, children who don’t know where their parents 
are, living in a concentration camp. I want to show my 
culture, and I hope that you’re eventually able to under-



stand and imagine who the Uyghurs are.  
Nassima interprets an Uyghur song. 
NASSIMA SHAVAEVA: (laughs) I’ll stop here or it’s going to last 

two hours! 
Electronic music interludes. 
STUDENTS AND ÈVE CHABANON: (laughs) One, two. I think we need 

to take a look at each other. 
ÈVE CHABANON: One, two, three. (Laughs) Keep going, keep walk-

ing, keep walking, keep walking! Two persons. Two Persons. 
Keep on going! On the last count, I want to see you walk 
faster, run, and at the clap you’re going to have to touch 
four people.  

STUDENTS: (chuckles) 
ARAM IKRAM TAŞTEKIN: Each group will find an object to present 

an advertisement.
OLIVIER ITURERERE: The moment you start, you press “record” on 

your phone, and for 60 seconds you’re going to talk about 
your friend. You have to find out for yourself what you’re 
going to say about your friend without filming them. 

Electronic music interlude. 
ARAM IKRAM TAŞTEKIN:I’ve been here for a year, I’m a drama 

student and an actor. Concurrently, I study Kurdology, or 
the study of Kurdish culture because I wasn’t able to do 
that in my country. Now I’m going to talk a little bit about 
theatre and the problems I faced with some plays. In 2015 
we created a play called Mars. It was the story of a young 
Kurdish boy who wanted to go to Mars, because as there  
is no Kurdistan on Earth, he wanted to create it on Mars. 
It was a comedy; the play was a great success on tour in 
Kurdistan. We went to the town of Mus; the teachers’ unions 
had organized for us to play for them. For that they needed 
an authorization from the prefecture; they asked us for  
the resume of the play, which we summarized in a short and 
objective way. Afterwards, the prefecture started to make 
propaganda and to say: “don’t send your children to this 
play.” They said that the characters weren’t going to Mars, 
but to the mountains. When we got to the theatre, the orga-
nizers told us that the tickets hadn’t been sold and that 
we couldn’t be paid. We said it wasn’t a problem, that we’d 
even play in front of two people. The room was made for 
2000 people, and 2500 people were present. Even if the 
state and the prefecture had made propaganda, people still 
came. That’s where I get my faith from, and I hope that  
in the future you will also be interested in art and maybe 
become an artists.

OLIVIER ITURERERE: When I arrived in France, the government 
blocked all my bank accounts. Absolutely everything. My 
personal account but also my business account; so in 2016 
my business wasn’t able to operate at all, even if I still 

had a partner and employees. I’m now in France but my part-
ner is in the United States, two team members are in Uganda 
and Rwanda but part of the team is over here. I had to make 
sure that the team on site could afford a living and pay 
their rent. I had two choices. One was to move and recreate 
the business in Rwanda, which is difficult because it re-
quires a lot of resources, and it’s a different terrain 
where you’ve got to implement the company with other studies 
and other clients. In March 2018, the company was able to 
reopen. How did I do that? How does the company work if I’m 
here? There is a childhood friend of mine who is now with 
the power, I had to put him in the company as a shareholder, 
he is now the one who represents the company. In the eyes 
of the society and the government, the company can work 
because they no longer see me, they see one of their own.  
I had no choice. 

STUDENT: I wanted to ask you about coming to France; why did you 
choose this country and not another? Apart from the censor-
ship, you just mentioned that you were expelled from your 
country, would you see yourself going back there?

OLIVIER ITURERERE: I didn’t choose France. In 2005, the Hutus 
took power for a 10-year term. In 2015, the president 
didn’t want to step back and stayed in power. Everybody who 
was against it went out into the streets to demonstrate; 
and the demonstrators were shot directly. Shot in the head. 
Straight up. I’ve got pictures. At that time, my company 
was covering these events and sold images to France 4 and 
other medias. The government banned all foreign journal-
ists in Burundi, but they saw that the images continued to 
circulate and wondered why. The first one to flee was my 
partner Joseph, because he was the one out in the field. I 
said to myself: “I have a family, I’ll stay with my family, 
you go and film.” And he filmed. He was able to get away 
twice; we had people on the inside telling us what was 
going on. When we were put on the blacklist of people to be 
ruled out, I got a little text message: “My dear friends, 
you’ve got to watch your backs.” I told Joseph: you have no 
choice, you have to leave. We tried to get him an occupa-
tion in the United States and that’s where he went. Now he 
works for The Washington Post. I was proud to be Burundian 
and I stayed. I stopped my work but I had to afford a liv-
ing. I worked for Rwanda and the Congo. Rwanda and Burundi 
are like cat and mouse; Burundi accuses Rwanda of attacking 
it. If you are Burundian and you go to Rwanda, you are 
likely to be imprisoned when you come back. I started going 
to Rwanda during the demonstrations; people accused me of 
working for the secret intelligence services. On one day in 
February, I was coming back from Rwanda, a pick- up truck 
was waiting for me at the border; the intelligence services 



arrested me. If you read about what’s going on, you rarely 
read somebody gets out when they’re imprisoned. Eight out 
of ten of my friends were killed. Others have disappeared, 
I don’t know where they are. There was an arrest warrant 
for me, the person who arrested me was a friend: he said 
“but it’s you!” and I said “yes, it’s me.” He said “look, I 
have no choice, I have arrest you, otherwise I’m the one 
who would be in your place.” At the intelligence office, 
the policeman who’s going to question me is a friend of 
mine. They put me in jail, I stay there for three days and 
then the guy says, “Look, I know you, but I can’t let you 
go. Take my phone, call someone, I know you have contacts, 
so you can be released.” Three years before I had filmed 
the naming ceremony of the intelligence communications 
officer’s daughter. I called him, told him what I had done, 
that I had been imprisoned for three days. He told me to 
pass him the officer and I don’t know what he told him but 
the officer gave me my passport and said “you’re leaving, 
but you can’t be sure you’ll run into me next time .” It was 
obvious I had to leave. I went to the French embassy and 
explained the situation to them. There was a scholarship to 
select 15 candidates from all over the world, I applied and 
was lucky enough to get it. I arrived in France just like 
that, thanks to the embassy scholarship. Today I cannot go 
back to Burundi with the power in place, but if tomorrow 
the situation changes, I will definitely go back. I can’t 
abandon my country, my whole life is over there. Yes, I’m 
going to keep making movies because it’s my whole life.  
Am I still in the movie business? Yes and no. No, because  
over here it’s a very tough environment for me as a newcomer, 
it’s a world that requires a lot of contacts, I can’t make 
films in the same way as in Burundi. I’ve kind of lost  
my network, which I’m gradually reintegrating, especially 
with Ève. 

STUDENT: If it’s not too intrusive, does it pay well being a 
producer? (laughs) 

OLIVIER ITURERERE: (laughs) If it’s worth it? In France, I 
haven’t been a producer yet, but in our country, yes,  
it was very profitable. I was able to pay five permanent  
employees, a driver, my rent. It was good. 

Piano interlude. 
YARA AL NAJEM: I came here to France, I’m still learning French. 

Excuse me for my French, it’s not very perfect yet! The 
French language is what prevents me from entering the world 
of work. When I arrived, I was volunteering in my field, 
making posters. Since I got my status, I’ve worked as a 
freelancer, so now I’m searching for clients. 

STUDENT: Do you live off the posters you create or do you have 
another job?  

YARA AL NAJEM: All the posters I showed, I made them without 
getting orders, therefore without money. However, I have a 
commission until June, so I’m going to earn some money. 

STUDENT: Ever since he [Abdulmajeed] arrived in France, did he 
continue to write scripts? 

ABDULMAJEED HAYDAR: Yes I worked, but I didn’t write; it was 
rather dramatic supervision for projects in the Gulf 
States. I write films here, I tried to make a radio series. 
I work more or less. We’ve gotten used to working in an 
atmosphere of fear. In this atmosphere of freedom, no one 
forbids me to write anything. I am now trying to get used 
to the feeling of freedom, which is also complicated.  

STUDENT: Now that he’s in France, does he understand French?  
ABDULMAJEED HAYDAR: I’m learning. At my age it’s hard to learn  

a new language, but I’m trying.
STUDENT: Given the dangers of going back to his country to 

create scenarios, can’t he go back? 
ABDULMAJEED HAYDAR: Obviously not, I can’t. The question is not 

that I am a scriptwriter. It’s more that I was well known 
for the last five or six years in Syria, I was on TV. When 
the revolution began, I was asked to go on TV, to speak out 
about the regime, to write series that create a good image 
of the regime. Of course I can’t do that because it’s a 
lie; that’s why it’s over.   

STUDENT: Does he think French people realize what is happening 
in Syria? 

ABDULMAJEED HAYDAR: All your questions are difficult! Who knows 
where Palestine is? Do you know it? It’s not next to Israel, 
it’s the same country. My hometown is called Jaffa, next to 
Tel Aviv. Am I Israeli or Palestinian? If Israel gave me  
an Israeli passport and asked me to go back to my city, it 
wouldn’t be problem for me. As a Palestinian, I understand 
that it’s difficult to understand the problems of people 
who are living far away from us. That’s all. Thank you very 
much. 
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PUBLIC PROGRAMME

OPENING RECEPTION
• Friday, 10 July 2020,  

6-9 pm
At every full hour the artist 
Ève Chabanon and director 
Kristina Scepanski will give  
a tour through the exhibition.

ONLINE PANEL
“Chapter 3 - Footnotes and 
Annotations”
• Friday, 24 July 2020,  

5-7 pm
Short presentations will high-
light the various core themes 
of Chabanon's artistic practice: 
intercultural and collabora-
tive work, (arts &)craft vs. 
art, value and surplus of art 
and artistic work.
CONTRIBUTORS:
• Sophie Cras,  

art historian, Paris
• Cédric Fauq, curator, 

Palais de Tokyo, Paris 
• Abdulmajeed Haydar, 

scriptwriter, member of 
Ève Chabanon’s collective, 
Paris 

• Johanna-Yasirra Kluhs, 
dramaturge, Interkultur 
Ruhr, Essen

• Ingrid Luquet-Gad,  
writer, Paris  

• Inès Mesmar, director  
La Fabrique NOMADE, Paris  

CO-HOSTS: 
• Ève Chabanon, artist 
• Mathilde Belouali-Dejean, 

curator, Bétonsalon,  
Centre d'art et de  
recherche, Paris 

• Kristina Scepanski,  
director, Westfälischer  
Kunstverein, Münster 

Surplus, 2020



EDITION

For her exhibition Ève Chaba-
non designed a doormat for 
Westfälischer Kunstverein. 
Against the backdrop of the 
graphic lettering "Chapter 3 
Living in Reality", it shows an 
intertwined ceramic object 
which is also present in the 
exhibition.

Edition of 50 pieces
35 EUR / 30 EUR for members

LIST OF WORKS

01: Bodies 1, 2019-2020,  
4:25 min  
& Abstract 1, 2019-2020, 
3:10 min

02: Bodies 2, 2019-2020,  
4:25 min  
& Abstract 2, 2019-2020, 
3:10 min

03: Doubts, 2019-20 
2:39 min 
numeric films, edited  
with Gil Gharbi

04: The Plateau, 2018 
stucco slab made of plas-
ter, pigments and glue 
bones, supported by two 
legs made of plywood 
88 x 311 x 187 cm 
Made in collaboration with 
Abou Dubaev

05: We don't talk we write, 
2020 
oak wood, stoneware,  
LED screens 
Made with the help of 
Thomas Erdmann, carpenter 
at Westfälischer Kunst-
verein 
 
The LED monitors show  
the German translation  
of the transcript of the 
45-minute audio piece.  
It contains excerpts from 
the same workshops 2019  
in Argenteuil, which are  
also shown on the screens  
(#1-3). The music is  
by Ndayé Kouagou. The 
transcript was translated 
from French by Renuka 
George 

06: Chapter 4: no more chapters, 
stuck in reality, 2020 
wall text, vinyl letters

07: Hüseyin Tabak,  
„Die Legende vom 
hässlichen König“, 2018 
117 min 
(German, Turkish, Kurdish, 
French, English with  
German subtitles)

This documentary on the 
Kurdish director, screen-
writer and actor Yilmaz 
Güney by the Kurdish- 
German director Hüseyin 
Tabak complements the 
exhibition on the recommen-
dation of Aram Ikram 
Taştekin, Kurdish actor, 
dramaturge and member of 
Chabanon's cooperative. 

SPREAD THROUGHOUT THE SPACE

Flakes in my brain, 2020 
series of seven handmade 
tie-dye and screen print 
silk fabrics on metallic 
chairs
Made with the help of Aëla 
Maï Cabel and Saloméja 
Jacquet

Surplus, 2020
series of 100 cups,  
glazed stoneware and  
underglaze pigment
 - For sale -
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