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Çiğdem İvren, 

to Çiğdem, 

Eddé, Nicole Malhamé Harfouche, Elias Khoury, George “Jad” Khoury, Paul Matar, Jamil 

the Museum’s 



al Adab [House of Art and Literature], one of Beirut’s most significant 

a comprehensive account of Dar el Fan’s full programmatic range lies beyond the scope 

centre’s 



Azzawi’s retrospective at Doha’s 

Throughout the thesis, this definition will be used in place of “Middle East”, which retains a 

Umm Kulthūm –



nneka Lenssen’s 

Cosmopolitan Radicalism: The Visual Politics of Beirut’s Global Sixties



influenced, artistic languages. Building on and moving beyond this framework, Silvia Naef’s 

echerche d’une modernité arabe 

national identity. Naef’s work marked an important turn toward 

Shabout’s 



exchange, fostering national identity, and influencing the region’s broader narratives. 

Dawla Street in Cairo’s city centre and it features exhibitions, theatrical productions, lectures, conferences, and 



“responses” to historical contexts, but rather as active agents in their own right, and participant 

institutions, particularly in Lebanon’s context, strive to shape 

the politics of culture. Such an analysis promises to shed light on the nuances of the centre’s 

Dar el Fan cannot be understood as an ‘institution’ in the conventional sense.

with an almost comprehensive list of the centre’s activities throughout its years of operation. See also 
Said, “Dār al thaqāfa kanasīj al ḥayāt” [Dar el Fan w
Yūtūpya al madīna al



in Beirut’s cultural life. It became a cultural authority —

this thesis, therefore, when Dar el Fan is occasionally referred to as an ‘institution,’ the term is 

to designate the centre’s 

space within Beirut’s artis

ambition to contribute to the definition and expression of what it termed a “personnalité 

Libanaise” . The use of the term “personality,” repeatedly invoked in 

el Fan’s 

Unlike “identity,” 

“personality”

–

“personality” was formulated, what 

centre’s 

“production,” always in process and shaped through difference, discourse, and power relations. Hall’s 



—

inition and to the exploration of the modalities through which “Lebaneseness” could be 

Fan’s 

•

el Fan’s significance, therefore, does not lie in contributing to the foundational construction of the nation, but 



• Dar el Fan’s 

(also known as “Feminist May”), 

•

Dar el Fan’s programming. This 



• turns to Dar el Fan’s 

—

•

Janine Rubeiz to sustain Dar el Fan’s mission 

chapter analyses how Rubeiz’s programming responded to the crisis by fostering spaces 

centre’s broader project of shaping a Lebanese “personality” under radically altered 



, alongside a quite exhaustive documentation of Rubeiz’s activities 

centre’s 

L’Art contemporain au Liban ’a

Lebanon: The Artist’s View. 200 Years of Lebanese Painting
(Éditions de l’Escalier, 1998); 

ḥt fī Lubnān (Dār al Funūn al Jamīlah, 1990) and Amām al ḥ
kitābāt fī [In front of the painting: Writings on drawing] (Dār al Funūn al Jamīlah, 2003); Frieda Howling, 



Lebanon’s modern history as a complex yet essential framework for examining how cultural 



availability of publications and archival resources on the region’s modern art

–

–

L’Orient

The Sursock Museum, in particular, holds a collection of artists’ folders with CV, press clippings and other 



what remains of Dar el Fan’s

centre’s 



centre’s 

—

to as the “Golden Era” of the 1950s to 1970s, a period that contrasts wit



—

military campaign in the Gaza Strip in response to Hamas’ 

as a way of denying a people’s existence, I believe our work 



preceding Dar el Fan’s creation.

n’s artistic community. 

Attention is also given to the association’s organisational and financial structure, 

—

The final section explores Dar el Fan’s first two years of activity, when the centre



Nasser’s 

control over cultural institutions had begun to erode Cairo’s cultural hegemony. It was in this 

“cultural capital” 

The roots of Beirut’s artistic infrastructure, however, were laid much earlier. During the late 

–

imperialist stance, most famously manifested in the nationalization of the Suez Canal in 1956. Nasser’s 

Nasser’s project of nationalisation was conceived as a strategy to consolidate state sovereignty and to 

’s intellectual ferment.



– –

Beirut’s eventual rise as a cultural hub was far from accidental. The French Mandate, 

It had deliberately shaped the city as “the capital of the French Mandate and the showcase for 

French ideals” in the Levant. This colonial project entrenched a policy of “frenchi ation,” 

ould be imagined, at one moment, as the “Switzerland of the Middle East”, and at another as an “Arab Hanoi”, 

https://dafbeirut.org/en/moustafa-farroukh
https://dafbeirut.org/en/rashid-wehbi
https://dafbeirut.org/en/saliba-douaihy


“keen to emphasize the cultural and civili ing dimension of French policy.”

the art department’s

influences in an effort to forge a local aesthetic language. In Alexis Boutros’ vision, ALBA was 

as a training ground for generations of Lebanese artists but also to “foster 

national unity and promote cultural coherence”.

L’art Contemporain au Liban

tists, often described as an informal art school. See L’Or Iman Puymartin, 

https://dafbeirut.org/en/georges-cyr
https://dafbeirut.org/en/articles/Fine-Arts-Education-in-Lebanon-Part-1


of Lebanon, marketed as the “Switzerland of the East,” where prosperity and glamour blended 

fault lines were quietly forming. The city’s intricate tapestry masked simmering economic, 

The coexistence of various religious groups was intricately tied to the country’s unique political 

—

—

both the stability and fragility of Lebanon’s sociopolitical landscape during this period.

Beirut’s cosmopolitanism 



“Middle East”

nt in the city’s cultural life

in enriching Beirut’s cultural fabric, as did

In the years that followed, throughout the 1950s and, above all, the “long 1960s”,

the city’s intellectual circles. 

m, which translates the Arabic “catastrophe”

With the expression “long 1960s”, historians describe a period that extends beyond the strict calendar decade, 

–1969, the “long 1960s” refers to 



country’s social fabric and brought many initiatives to an abrupt halt. The political dimensions 

the historical context in which Beirut’s artistic life

The city’s dense network of intellectual and artistic spaces reflected this vitality.

Shi’r

“Mondes intellectuels beyrout

Shi’r



Lebanon’s artistic life: the Lebanese Artists Association for Painters

Established in 1952 and officially registered in 1957, the association, later known as “The 

Painters and Sculptors Society,” maintained close ties to 

some of Lebanon’s leading modernist fig

ministry were held throughout the 1970s. See von Maltzahn, “Ministry of Culture or no Ministry of Culture? 
Lebanese Cultural Players and Authority”,



pedagogical approach to the city’s cultural landscape. The program

The department offered a counterpoint to ALBA’s French

establishment as a stable reference point for the country’s cultural scene. Nevertheless, it 

intellectual life, hosting debates and conferences that reflected the period’s political and 

to honour Sursock’s wishes, with the formation of a committee tasked with establishing the museum. In the 

1957 at the UNESCO building in Beirut. On the establishment of the Sursock Museum see Ashraf Osman, “The 
Rise of the Sursock Museum. The Power of the Image to Create an Image of Power”, in 

von Maltzahn, “Guiding the Artist and the Public? The Salon d’Automne at Beirut’s Surosck Museum”, in 



became one of Beirut’s most influential spaces for intellectual exchange, serving at once as a 

present itself not only as an “expression of Lebanese consciousness,” but also as a laboratory 

e the study of Lebanon’s historical, 

–

–

–

(L’Harmattan, 2019). 

Masīrat al khamsīn ‘āman. Al Nādī al Thaqāfī al ‘Arabī 1944
Nādī wa Madīna. Khamsah wa sabʿīn ʿāman ʿalā taʾsīs al Nādī al Thaqāfī 

ʿarabī 

L’Orient 

Rogers, “Galleries and Cultural Centres in 1960s Beirut, a Brief History.” –

http://saradarperspective.com/perspective1/essays


Beirut’s artistic intelligentsia gravitated towards Hamra Street, the beating heart 

intellectuals alike could “feel at home.”

centre’s 



, we read that “many painters 

in their situation”.

“Manifesto” of Atelier Porte Ouverte, p. 1. 



the absence of a “definition of the state of the artist and of the interests and statuses of the 

members of such professional category”

the idea of the “creation of a representative body authori

official authorities”

“The proposed idea was therefore to create an association founded on a communal principle, 

where solidarity would act as a counterbalance to fleeting tastes and passing trends. […] We 

reak the painter’s isolation, to allow as many 

—such is the meaning of the following proposal”.



ation, of the commodification of art, and of the artist’s increasing alienation from both 

society and their own vocation. The group’s efforts to overcome these impasses were fuelled 

were to become the “property of all,” periodically exhibited either in solo or group exhibitions. 

compatibility, in order to create experimental pieces “with no other aim than the creation of 

an original work.”



“Such an organi

public at the price at which it is granted to the dealer.”

proposed a radical rethinking of art’s economic circulation. It sought to dismantle traditional 

in May 1965, at the very moment when preparations for their “long project”

L’Art Contemporain au Liban



In the letter, Eido refers to Janine Rubeiz’s “project,” which was not met with unanimous 

enthusiasm; he notes that for both him and Wassek Adib it was “unacceptable”.

also underscores that “none of the parties involved seems to be aware of each other’s 

positions,”

the realities of individual ambitions, differing concepts of the project’s scope, and the difficulty 

This letter, together with Abboud’s contemporaneous correspondence with Janine Rubeiz 



platform that would nurture exchange and experimentation within Lebanon’s artistic 

—

Janine Rubeiz, whose profile will be traced in detail in Chapter 2, belonged to Beirut’s 

Francophone bourgeoisie and was embedded in the city’s social and cultural fabric. Educated 



the groundwork for what would become a lifelong engagement with Lebanon’s artistic and 

Rubeiz’s growing ambition to establish a space dedicated to contemporary art and to support 

under César Gemayel. Yet Abboud would soon depart from his teacher’s 

Paris’s dynamic art scene proved formative, with frequent visits to Montparnasse, a vibrant 

of Modern Art, in the section titled “France and the French Community”, a category that 



resounding success. Abboud’s work attracted praise from critics, collectors, and the public 

d’Automne at the Sursock Museum, where the jury featured a mix of French and Lebanese art 

(Child’s Play) was awarded the first prize, further 

Rubeiz’s home an exhibition of lithographs produced during a residency at the Offenbach 

Rubeiz’s 

exhibitions. The style of Abboud’s lithographs can be inferred through the words of Claire 

highlights the artist’s abstract 

approach, which evokes an “intricate, at times aggressive”

a sharply worded review titled “Je suis inculte!” [I Am Uncultivated!], 

—
Salon d’Automne, The Surock Museum has dedicated the exhibition “Je suis inculte! The Salon d’Automne and 
the National Canon” curated by Natasha Gas –
Salon and Abboud’s abstraction, see also Rogers, 



powerful volumes alongside fluctuating, ephemeral spaces. What emerges is a “struggle 

between light and darkness,” a kind of “black white poetry.”

referenced in Abboud’s CV and in the correspondence between him and Rubeiz, no formal 

documentation of Rubeiz’s “ ”

and Abboud “from home,”

—

space at the Ghandour Gallery in Ras Beirut. “Aref and I were thinking of turning it into a 

painting gallery,” she explained, and asked whether Abboud would be interes

collaborating: “I don’t yet have a precise idea,” she admitted, “but I would like the collaboration 

of a few serious painters.” In conclusion, she added, “I would like to make a space of 

is accessory.”

– –

resonated with Dar el Fan’s own political 



el Fan’s intellectual and artistic community. It also demonstrates her initiative in 

Rubeiz’s statement that “the commercial aspect is accessory” offers an important window into 

dary to art’s capacity to 

Mounir Eido’s correspondence. These suggest that she recognized the material realities of 

offered little in terms of tangible economic security. In this light, Rubeiz’s approach appears 

their work. Dar el Fan’s model thus balanced idealism with pragmatism: it was neither a 

agreement, she retained full control as the gallery’s sole artistic director and curator, though 



arrangement, there appears to have been a delay in the gallery’s opening. A letter dated 

he reached out to Abboud requesting Farid Aouad and Amine el Bacha’s 

Amine el Bacha becoming one of Janine Rubeiz’s closest lifelong friends.

reflects the early success of Rubeiz’s efforts to build a community rooted in artistic quality and 

and artistic collaboration foreshadow the establishment of Dar el Fan as one of Beirut’s 

“even went so far as to set up an official agreement in the presence of a 
lawyer and she’s been preparing to travel to Paris to conclude it. She may, in fact, already be there”. It is unclear 



association, whose “goal (far from being the pursuit of material profit) is the promotion, by all 

flourishing”. L’Orient

Fan’s opening 

by French newspapers serves as a revealing indicator of its identity, a “house for all” that 

centre’s 

choice was explained as the best means “to allow the effective participation of each of its 

. The same quote is found in the document “Dar el Fan”, undated (likely 1967), 1. Archive of Dar el Fan, 

See for example “Dar Fan en actions,” L’Orient, 15.02.1967; “Conférence de presse de Dar Fan,” 

See “Les activités de ‘Dar Fan wal Adab’ vont s’étendre à toutes les branches des Arts et des Lettres,” 

Fan’s activities, with a significantly higher presence in French



member to the common effort”.

to “contribute by purchasing shares to the extent of [one’s 

own] financial capabilities”. In another document, he adds “Dar el Fan was not funded by a 

and calculation”.

“From the beginning we have wanted Dar el Fan to be an independent cultural centre. 

existence”.

From the document “Dar el Fan”, 1. 

Khal, “Dar Towards a ‘Culture of the masses’ ” 



designated to be the headquarters of Dar el Fan as being “en plein chantier” (under 

construction) and added, “tu verras, la maison sera formidable” (you

Thanks to Jad Tabet’s recollections, it has been possible to reconstruct the 

capital to be reinvested in the centre’s activities. 

George Arbid, entry “Antoine Tabet” in the Arab Centre for Architecture 

https://arab-architecture.org/db/architect/antoine-tabet


former bedroom was converted into the centre’s café

“ ”

, we read that the “club”, as it was defined, included an exhibition hall “dedicated to 

the plastic arts,”

Khal, “Dar Towards a ‘Culture of the masses’”. 
“Dar el Fan”, 1



consult “constantly updated archives of Lebanon’s artistic and literary production,”

—

Fan explicitly sought to forge a renewed “Lebanese personality.”

“

to reach all circles that might take an interest in it.”

2021): “Foreign 

intellectual clientele, but it was time for a Lebanese centre to see the light of day.”

Rubeiz asserts: “We were many to discuss in cafés but felt we needed a 

decreed by distant ministries could not provide everything we feel we need.”

its founders as “the first actual Lebanese cultural centre,” Dar el Fan’s self

a Lebanese cultural “personality.” This claim, which appears in writings by its founders and was 



that the definition is compelling for what it reveals about Dar el Fan’s own self

Fan’s mission as to gather the “scattered” artists and intellectuals in an official, 

took place shortly after the architect’s passing in 1965, lending the event a commemorative 

–

the centre did indeed have to contend with. Moreover, the embassy’s involvement reflects a 

dimension of cultural diplomacy, highlighting Lebanon’s Francophone connections and the 

See “Les activités de ‘Dar el Adab’”



hub and a node in international cultural networks, a space tied to its “Lebanese heritage” and 

Press coverage of the opening reveals much about the social makeup of Dar el Fan’s audiences. 

Reports and photographs depict gatherings predominantly composed of Beirut’s bourgeoisie, 

highlighting the centre’s embedding within the city’s elite cultural cir

Its core membership stemmed from Beirut’s educated elites, and the cultural capital it fostered 

centre’s 

underscoring the close ties between the centre’s leadership and Beirut’s cultural elite. 

–2015) was a key figure in Lebanon’s cultural scene 

he turned toward a “new Islamic art” characterized by geometric forms, abundant use of gold, and 



– ā ā

popularize opera in Lebanon. She performed numerous concerts and recitals in Beirut’s leading concert halls 



Museum’s first curator Camille Aboussouan, prominent politicians Pierre and Raymond

Eddé, composer and Fairuz’s husband Assi Rahbani

, where Dar el Fan is described as a place “for the Left”



in his memoirs, Jurdak describes Dar el Fan as “an oasis for modern art and culture and a 

platform for free thinking welcoming quality from wherever it comes from”.

“The foundation of Dar el Fan at that particular moment was an event equal in importance, 

first century in art, poetry, literature, and theatre”.

consolidating Beirut’s leadership in the Arab cultural sphere, and its forward

el Fan’s mission, revealing how deeply it was in

Lebanon’s artistic future. 

While the passage paints an idealised vision of Dar el Fan’s mission, the centre’s tangible 

Rubeiz’s passing. I thank my friend Ahmed Shawky Hassan for his help and guidance in the translation. I thank 



artistic standards and tastes within Beirut’s dynamic cultural landscape.

figures in its early programming helped shape the centre’s public image as a locus of cultural 

itions during the centre’s first two years of activity, regarded as particularly 
centre’s 



In this regard, Dar el Fan’s programm

. In this sense, it seems to suggest a “confirmation” of 

erhaps due to the Sursock Museum’s 

“Lebanese art,” and to foster a community of discourse around it. A telling example of the 

Sursock Museum’s perceived shortcomings appears in a December 1967 

Sursock ‘Museum’: When will it become a m

Published during the boycott of that year’s Salon d’Automne, the piece criticises the 

to “make known the Lebanese artistic heritage from its inception to the present.”

For a complete list of the prizes awarded by the Salon d’Automne, see von Maltzahn 
“Guiding the artist and the public?”.

Faysal Sultan, “‘Matḥaf’ Sursuq... Mata yusbiḥ ḥ ” [Sursock ‘Museum’…When will it become a ‑



n the author’s opinion, it

—

where artists could “feel at home”) but also for a broader Lebanese public in search of ae

Farid Aouad, 1968: A “return” to Lebanon

L’Orient

as Aouad’s “return” to Lebanon after many years—

his return to a country he had not seen in twenty years had “inspired the creation of new 

works.”

Vernissage des œuvres de Farid Awad à Dar el Fan



–

Aouad’s oeuvre is best known for its lyrical, poetic depictions of everyday life and ordinary 

Mirèse Akkar, “to the dignity of archetypes”

, defines Aouad’s 

in “a world of questioning,” pointing to the artist’s attempt to capture the human condition 

L’Art Contemporain au Liban 90. See also Rami Karim, “Farid 
Aouad”, Dalloul Art Foundation, available at 

L’Orient
Viktor Hakim, “Farid Aouad à Dar el Fan ” 

https://dafbeirut.org/en/farid-aouad


character of his figures is, according to Nazih Khater, Aouad’s answer to a world in which 

“Un peintre, un vrai”

(“A Painter, a True One”), Akkar focuses on Aouad’s painterly quality. The exhibition, she 

practice within a “deeply personal classicism,”

Aouad a “colourist,” often using darker tones of reds and blues “biting into”

pastels present in his work, masterfully translating into words Aouad’s use of colour. 

“solitary painter,”

Nazih Khater, “Al rassām al ‘āʾid min Barīs ‘Awwād: lilʾinsān al jadīd fann jadīd

Farid Aouad à Dar el Fan”. 



in which the artist confesses, “always this struggle with painting, seeking something that still 

escapes.” The phrase speaks not only to Aouad’s own restless artistic inquiry, but to a 

his early exposure to Lebanon’s burgeoning cultural scene. El Bacha’s formation was 

See also Rami Karim, “Amine el Bacha”, Dalloul 

https://dafbeirut.org/en/amine-el-bacha


L’Orient

ed by “a cautious use of colour,” composed through separated patches or “ ” 

certain spontaneity and lyrical “lightness”

imbued with poetic innocence and “childlike poetry”. In contrast, el Bacha’s 



Bacha’s practice within a broader tradition of modernist experiments in the interplay between 

“miniaturist”. These were not arbitrary compositions but rather “finely attuned 

arrangements”,

“ ” in el Bacha’s work.

l Bacha’s the rare ability to “draw artistic knowledge from the great masters” 

—“one that would ultimately become his 

and his alone.” Yet, while praising the “wealth of knowledge” and “sound thinking, so

composition, and open expression”, Khater noted that the artist’s status as a 

resonance was at the core of el Bacha’s 1968 exhibition. As L’Orient put it, El Bacha was “one 

motion painters in Lebanon, in the truest sense of the term,”

L’Orient

Khater, “Amin al Bāsha rassām muthaqqaf wa jāmid taḥ ṭʾ ṭ



reinterpreted, and made one’s own. El Bacha would exhibit again at 

Le Propre de l’Art

Shafic Abboud’s contribution to Dar el Fan extended well beyond his role as an exhibiting artist. 

embracing, marking the occasion of Abboud’s gift of one of his paintings to 

to live in Paris, he “never forgot his homeland” and remained committed to its cultural life. His 

“Le propre de l’art”
literally means “what is proper to art” or “the defining characteristic of art.”



in the centre’s role as a meeting point for artistic exchange 

in order to “regain contact with his origin”.

Le propre de l’art—a reflection on the inherent nature of art and the artist’s 

This dual offering of visual and verbal engagement revealed the depth of Abboud’s inquiry into 

Abboud was “in crisis”

L’Orient
Shafic Abboud’s 1969 exhibition at Dar el Fan is the only one for which original photographic documentation 

‘au jour’ : ‘dans 20 ans, je deviendrai, peut être portraitiste’. Il traitait du 
‘propre de l’art’ hier soir à Dar el Fan

“contradictory” in some parts. “A Dar el Fan: Chafik Abboud nous parle de peinture
Maʿraḍ rassām al lubnānī allaḏī tabannat hu Bārīs mumaththilan li ā Shafīq ʿAbbūd: 

yajʿal ḥattā min al azma ʿamalan fanniyyan



Painting, for Abboud, was an intimate process, “a journey of the artist toward the canvas, in 

the intimacy of the studio”, rooted in curiosity and uncertainty. In his own words, “a painter 

—

enough”. Abboud’s paintings thus offered a meditation on the material and spatial 

objects it depicts. The artist’s comments that this new direction might lead him back to 

Khater’s description of Abboud’s art as “from the crisis” but not “in crisis” underscores the 

Abboud’s canvases were not products of confusion but 

This sense of a deeply personal artistic vocabulary was central to Abboud’s own thinking, as 

—

L’Orient
In French in the original source. The same quote is found also in Hakim, “A Dar el Fan: Chafik Abboud nous parle 

Chafic Abboud ‘au jour’
See Khater, “Maʿraḍ rassām al lubnānī”.



–

ing post at the Lebanese University’s Institute of Fine Arts, driven 

He channelled this experience into Dar el Fan’s emerging identity, standing as an example of 

A Dar el Fan: Chafik Abboud nous parle de l’art
Chafic Abboud ‘au jour’



but the formalisation of a project that had been gestating within Beirut’s creative circles fo

disciplines. From the outset, it presented itself as “open to all,” yet this openness was shaped 

from the city’s Francophone bourgeoisie



of mutual legitimisation: the institution’s prestige reinforced the s

their recognition and acclaim in turn enhanced the centre’s authority as a tastemaker. In doing 

—

marking a confident articulation of Lebanon’s place within a broader 

Taken together, the first two years of Dar el Fan’s existence illuminate the 

—

Beirut’s artistic network. Under the leadership of Janine Rubeiz and later Nicole Malhamé 



“personality”. Any such framing must also account for the fact that Dar el Fan’s character was 



during a period of significant transformation in the landscape of women’s activism and artistic 

dimensional space for women’s cultural participation that 

Dar el Fan. The first is Cici Sursock’s 1971

second is “The Women’s Month” in May 1975, a landmark event that framed women’s 

Such as, for instance, Odile Mazloum’s Galerie L’Amateur –1977), Amal Traboulsi’s preuve d’Artiste 
2006), or Soraya Bekhazi’s curatorial work at the Bekhazi Gallery. Helen and Youssef Khal’s Gallery One 

This was not new to Lebanon, where the work of artists such as Juliana Seraphim’s loosely surrealistic 



conferences and lectures, alongside the exhibition “The Lebanese Women”. T

shaping Lebanon’s cultural discourse. 

institution’s role in fostering women’s cultural and professional emancipation

Lebanon’s pre

Before proceeding, it is necessary to clarify the use of the term “women” throughout this 

common cause, “women” cannot be understood as a stable, homogeneous group.

often invoked “women” as a collective political subject, there was a tension between this 

In this sense, the clarification is informed by the pioneering work of Chandra Talpade Mohanty “Under 
Western Eyes: Feminist Scholarship and Colonial Discourses,” 

of “Third World women” in Western feminist scholarship, arguing that such essentialist framings erase 



sectarian diversity and occasionally sought to engage broader publics beyond Beirut’s 

—

understood “women” as a political category 

2.1 “Feminist” Movements in Lebanon

While Lebanese women’s movements had long existed, their objectives, ideological 

fragmented along sectarian lines, with Christian and Muslim women’s 

Bernadette Daou “Feminisms in Lebanon: after proving loyalty to the “Nation”, will the “Body” rise within the 
“Arab Spring”?” (Civil Society Knowledge Center, Lebanon Support, 2015



Although women’s organi

–

Women’s Union Nisa’i al

Reclaiming and decolonizing the history of women’s rights and 



—

achievement of class liberation or national independence. As a result, women’s rights were 

intellectual expansion enabled a broader critique of the structures that governed women’s 

the “woman question”. 

Saffioti’s 
and art historian Linda Nochlin’s 1971 essay 
foundational ground for understanding women’s oppression within class structures, the second challenged the 

“An intelligent man’s guide to modern Arab feminism” 
(Institute for Women’s Studies in the Arab World, 1987).



—

have inadvertently favoured women’s participation in the field. In her analysis of gender 

es pour l’Education, la Science et la Culture: Consultation collective sur les 

Les styles de l’art contemporain au Liban” [

in von Maltzahn “The Museum as an Egalitarian Space? Women artists in Beirut’s Sursock Museum in the 1960s 
and 1970s”, 



Museum’s annual Salon, an event that soon became a hallmark of the museum’s cultural 

—

She argues that the Salon d’Automne functioned as 

reflecting a broader atmosphere of openness within the city’s cultural landscape during that 

This contextual background is essential to understanding Dar el Fan’s positioning within 

feminist discourse in Lebanon. The centre’s engagement with debates on women’s rights, 

—

trajectories of women’s activism in the Arab region. Dar el Fan’s sustained

centre’s 



them women) oversaw Dar el Fan’s programming, a closer examination of the profiles of its 

three presidents offers deeper insight into the institution’s evolving direction. Janine Rubeiz, 

follows two interwoven threads: the role of Dar el Fan’s presidents as ta

centre’s 

institution’s 

—

—

reinforcing, and at others challenging, dominant narratives about women’s roles in Lebanese 



as “a refined and active woman” and her name is associated with “memorable and outstanding 

activities” while Samir Kassir described her as “known, despite her bourgeois roots, as Janine 

, the Red.” Rubeiz’s daughter Nadine

“Tribute: Janine Rubeiz,”

words: “This group produces plays in Arabic which were played in many different Arabic countries.” Letter 

Festival, see von Maltzahn “Heritage, Tourism and the Politics of National Pride. 
Festival in Lebanon.” –

http://iwsawassets.lau.edu.lb/alraida/alraida-58.pdf


friends “prodded by the energies of Janine Rubeiz” who wanted to provide a platform to 

and in Dar el Fan’s last season in 1974

as “ ” (a political beast) as she describes her leftist leaning, her attachment to 

also an active member of associations for women’s rights and fought for granting 

originating women’s liberation movements, Janine was inspired by the 

surrendered her own cultural specificity. Instead, she engaged critically with de Beauvoir’s 

Khal, “Dar Fan. Towards a ‘Culture of the masses’”.

–

politics. On Rubeiz’s affilia

Amal Dibo, “ marʾa insān wa sharīk kāmil: qaḍiyyat Janīn Rubayz” 



men’s 

“the total emancipation of the woman can only be achieved through Marxism

communism”.

and in 1983, she represented Lebanon’s women at the 

12th Socialist International Women’s Section conference , titled “The 

– Socialist Women’s Response.”

—

Dibo, “ marʾa insān wa sharīk kāmil ”, 29.
“ ”



Rubeiz’s

“L’importance de la lutte pour la libération de la femme dans le procès de 

changement de la société”

e relegated to roles of “eternal minors,”

—

“We claim that woman is a human being 

in her own right,” she writes, “and that she must enjoy the same opportunities to develop her 

personality and be a useful citizen.”

—

“There is, therefore, a blatant discrimination based on sex. We call it sexism. As leftist activists, 



— —to participate in it. […] The 

provide them with the same opportunities to develop their personality”

underscored by her invocation of “militants.”

On a broader level, her language also gestures toward Lebanon’s sectarian landscape, 

advancing a vision of equality that challenges the hierarchies embedded in Lebanon’s sectarian 

Rubeiz’s feminism emerges not only as a call for gender equality but also as a broader political 

—

Rubeiz’s



at the centre of Lebanon’s modern cultural revival, but her contributions went far beyond 

curatorial innovation. In his essay “L’inquiétude – ” (The disquiet–

combined her interest in the arts with the creation of a cultural space that was “political in its 

everyday practice”.

of the centre’s activities 

–

Karim Begdache, “L’Inquietude – Janine Rubeiz”, in



–

assess its work and foster greater openness. Yet, as Rubeiz observed, “nothing came out of it, 

as the public seems indifferent” adding also that “from the State, there is

indifference”.

Dar el Fan’s broader mission. It is 

within this context that she reasserted the foundational importance of culture to Dar el Fan’s 

culture was “the means by which youth are transformed into adults”,

Although these figures provide a general overview of the centre’s activities, they cannot be verified due to 



as a formative arena for critical citizenship. Her commitment to a “culture for all” is reiterated 

in the subsequent report, affirming: “Should it be repeated? We stand for a mass culture, a 

reserved for the privileged”.

–

By tying Dar el Fan’s independence to “democratic, popular support,”

centre’s commitment to free inquiry. She concluded her report with a meditation on 

artistic practice. Her call to “rehabilitate and revalorize aesthetics in Arab society” charged 

oduction. In these layered reflections, Rubeiz’s annual reports 



–

solidarity. That season also saw the poet Adonis (b.1930) deliver the talk “Poetry and 

Revolution,”

–

“ ” 

women’s empowerment. Early on, events examined female sexuality and the social 

ol, and society. Jean Durtal’s (1905 “

”

mapped women’s literary and social trajectories through two trailblazing figures of 

Prominent women’s right advocate Laure Mogha

contributed often to Dar el Fan’s programme. In January 1970, she gave a speech titled “

”

See “Débat à Dar La Palestine en février 1968,” L’Orient

Jean Durtal dira lundi à Dar el Fan comment la femme ne peut être ‘flouée’

was a member of the Christian Women’s Solidarity Association, and in 1985 she was central 
She contributed to Dar el Fan’s “Feminist 

May” in 1974. 



– “ –

” The Women’s Movement –

whether women’s emancipation was primarily a class struggle or a gender one. In addition, in 

May 1975, timed to coincide with the United Nations’ International Women’s Year, Rubeiz 

ed “The Women Month” that collectively affirmed Dar el Fan as a space where gender 

These initiatives, archival documents and writings highlight Rubeiz’s commitment to using the 

women’s rights. Harfouche served as president of the centre on two occasions, with her first 

Harfouche’s leadership, her vision for Dar el Fan, and her 

she pursued a francophone education at Nazareth Ladies’ College, before continuing her 

ᵉ Laure Moghaizel au Jour ‘On Peut être féministe et heureuse en ménage’. Elle parlera ‘des 
femmes et des mythes’ à Dar el Fan

Likely, during a period when Rubeiz was abroad for her daughter’s studies.



participated in the first Salon d’Automne of the Sursock Museum

Galerie Épreuve d’Artiste,

Salon d’Automne at the Grand Palais in Paris, where she was named a permanent associate 

—

Beyond her artistic practice, Nicole Harfouche played a significant role in Lebanon’s cultural 

– therefore acting as a driving force behind the centre’s programming. 

While not directly tied to her work at Dar el Fan, Harfouche’s contributions for 

Founded in central Beirut in 1979 by Amal Traboulsi and artist and professor Martin Giesen, Épreuve d’

GAB (Galerie d’Art Bekhazi),



Within this framework, Harfouche’s 

personal convictions and the magazine’s ideological commitments. In the following, Nicole 

Harfouche’s contributions as

The founding of Dar el Fan, in Nicole Harfouche’s view, was closely linked to the earlier 



oriented practices, though “reinterpreted through a 

Lebanese lens.”

to what Harfouche described as “the urgency of the moment,” reflecting the centre’s 

followed by an open public debate. This format underscored Dar el Fan’s commitment not only 

L’Orient

during her tenure, when she emphasized the importance of truly “opening” the space to a wider range of voices. 



critique within Lebanon’s artistic milieu by describing women as the “eternal victims” of a 

“

”

to the broader dynamics of societal transformation. He positioned the woman’s role at the 

Harfouche’s dedication to pedagogy extended into her work at Dar el Fan, reflecting the spirit 

Beirut’s 

“Eternelles victims”, L’Orient

de l’Iman Moussa Sadr on «
L’Orient

L’Orient



Fan’s commitment to educational outreach, offering audiences an opportunity to engage 

Harfouche’s broader tendency to privilege Western cultural references in her teaching 

Israeli war of October 1973 had delayed the launch of Dar el Fan’s cultural season. In a 

president’s report drafted in March 1974, Harfouche explained that she had

Nonetheless, she noted the centre’s pivot back to regular activity 

This should be nonetheless situated within the centre’s wider efforts to engage with local and regional artistic 

gures. See Chapter 4 for further analysis of the centre’s collaborations.



Harfouche’s report underlines her curatorial instinct to engage with timely, 

“Since the beginning of the year, eminent speakers have given insightful lectures and panel 

currently no radical solutions to propose.”

Although unable to offer “radical solutions,” Harfouche stressed that 

expressed a more critical view of Dar el Fan’s impact, lamenting the public’s limited 

« Les études islamiques et l’art typographique arabe en Italie du 15e au 20e siècle. À Dar el Fan du 14 au 29 
décembre” L’Orient

— —

L’Orient



Traboulsi wrote: “Sadr attracted the attention of […] Michel Asmar’s Cénacle libanais, a 

against the Sunni leadership and the Sunni ‘street’, considered too committed to ‘Abd al

da’iyin”.

took viewers on a journey through Harfouche’s inner landscapes.

—“These worlds 

”

Only a few are visible in the exhibition’s brochure. Some are reproduced in colours, while others in black and 



Harfouche’s visual world (Fig. 7).

dispersed unpredictably, reinforcing the organic logic that governs the painting’s formation. 

(literally “formless art”, also known as Formalism) is an umbrella term used to describe a range 

— —



philosophical aspirations of Harfouche’s work. She described the paintings as occupying a 

constellations. The language of her analysis emphasized the paintings’ poetic capacity to 

short poems, named “ ” penned by Harfouche herself and presented 

Harfouche’s belief in art as

ing both the formal sophistication and the emotional depth of Harfouche’s work. In 

and praising Harfouche’s ability to 

L’Orient

Massoud, “Entre les couleurs de l’aube et les mystères du crépuscule
Harfouche”, 

Akkar, “Nicole Harfouche : l’aquarelle renouvelée L’Orient



“Nicole Harfouche engages in compositions that appear impulsive, but 

in fact are far more premeditated than they seem,” she wrote, adding that these paintings 

coloration of Harfouche’s palette. Ghorayeb emphasized how the sheer luminosity of the 

Harfouche’s work as a “more mature 

with the forms of the nude, in a poetic harmony” that, in his view, 

expressed the artist’s femininity. Art critic Joseph Tarrab offered a more amb

“Nicole Malhamé Harfouche […] ṣafrā’ burtuqāl a” [Nicole Malhamé Harfouche … yellow



ed Harfouche’s return as both “ ”

—

“

”

and it resonated with the broader debates around women’s rights and 

representation. Within this context, Harfouche’s exploration of the female body can be seen 

as part of a larger movement toward redefining women’s roles both in society and in cultural 

—

Tarrab, “Nicole Harfouche à Dar el Fan. Un voile pudique…” 



Having traced the profile of Nicole Harfouche’s contributions to Dar el Fan, it 

and art critic, Harfouche shaped the centre’s artistic direction

expression, under Samia Toutounji’s leadership, discussed in the following section, the centre 

vision that sought to engage with the energy and ideals of Lebanon’s younger generation. 

daughter of renowned writer and diplomat Tawfiq Yusuf ‘Awwad (1911–

Nicole Harfouche au ‘Salon des Independants’ et au ‘Centre d’Art Contemporain’ de Paris



residence’s neighbourhood

“ ” (“All the women speak through my mouth”), a 

her had served as Lebanon’s 

Alongside her literary pursuits, Toutounji was a key figure in Beirut’s post

, see Nick B. Williams, “Spanish Envoy Killed in Beirut: Ambassdor One of 20 Slain 
Hour Barrage”, Los Angeles Times, 17.04.1989.

See “Maʾawīyat Tawfīq Yūsuf ʿAwwād 1911–2011… Fāris al ṣṣa waqaʿa ḍ ḥīyat al ḥ ” 
suf ʿAww –2011… The Knight of the Short Story Fell Victim to the War

L’Orient

Shi’r



she “grew up in a house where I would always see poets, painters, and theatre actors”.

“ —

—

—

into being.”

“

imposed on the artist and the public together.”

L’Orient
Sāmiy Tūtūnjī: muʿẓ ṣālāt al ʿarḍ hadafuhā tijārī. Limādhā lā tastaʿīn al fannānīn al

lubnāniyyīn li ḍʿ ḥīṭ jadīd li madīnat Bayrūt wa dawāḥīhā?



–

centre’s 

“We wanted to open the doors of Dar el

taking or a guiding authority in shaping culture in Lebanon”.

Why doesn’t the State enlist the help of Lebanese artists to develop the new plan for Beirut 



Dar el Fan’s limited reach with striking candour, no

In her words “T

”.

“Samia Toutounji à Dar el Devant un état passif notre dernière chance est la polémique”, 



Dar el Fan’s dual commitment to innovation and inclusivity 

“I believe I can answer that the public, when attending such

—it’s a vicious circle.”

–

It is likely that the state support of culture going to “foreign artists” was spent on the Baalbeck International 

centre’s 
Retour d’Algérie, Samia Toutounji fait le point des échanges possibles



ed an exhibition in Algeria that same year. She praised Algeria’s 

Lebanon’s lack of institutional support. Commenting on the exchange, she “The 

—

disregard their own.”

presidencies of Janine Rubeiz or Nicole Harfouche, Toutounji’s term did not fea

“Un festival du film japonais à Beyrouth et de multiples activités culturelles (grâce à Samia Toutunji de retour 
de Tokyo)”, L’Orient



described her as “a feminist in her everyday life”, referring to her independency and her 

Manifeste pour la création d’un mouvement de libération de la femme

Dar el Fan, held during the institution’s final year 

–

To sustain Dar el Fan’s programming, she cultivated relationships with 

support. Toutounji’s balancing of idealism and pragmatism enabled Dar el Fan to survive during 

remained a vital force in Lebanon’s cultural scene. In 1985, she 



centre’s 

s a means of shaping “Lebaneseness”

Under Janine Rubeiz, the centre’s identity was anchored in a vision where 

for rethinking society’s structures. Her programming reflected a belief that Lebanon’s cultural 

experimentation within a lineage that acknowledged Lebanon’s heritage, thus resisting the 



following section turns to two emblematic case studies. These events, Cici Sursock’s exhibition 

the institution created space for women’s voices, bodies, and vi

of Sursock’s life, but also reflect the historical context of cultural shifts, tensions, and exchanges 

–

, see Kirsten Scheid “Necessary 
Ḥadātha and muʿāṣara in the lives of modern Lebanese”, International Journal of Middle East Studies. 42

–230, and “Looking at/as nudes: A study of a space of imagination” in 

Amām al ḥ



Sursock’s early years were marked by 

moved to the prestigious Gezirah Palace, acquired by Habib’s family.

second one took place the following year, at the Galerie Akhenaton. In 1964, the family’s assets 

including the Gezirah Palace were seized as part of Nasser’s program



Beirut, she resorted to painting to support her household and quickly became part of the city’s 

portraiture spanned Lebanon’s cultural vanguard: she depicted screen legend Faten Hamama 

within the city’s cultural milieu, presenting a series of portraits and icons at the Phoenicia Hotel 

son Samir as the moment she secured her place in Lebanon’s art scene.

regular gathering spot known as “Sundays at Cici’s” for figures such as Etel Adnan, Helen Khal, 

“

”

Beirut’s 



Cici Sursock’s artistic practice has consistently revolved around the human form, charting a 

’

L’Orient



, Helen Khal described Sursock’s bodies as going 

“beyond mere figurative presence.”

“monumental quality inherent in the human body”.

writer Claude Khal was animating the “Atelier Planète”

marche vers l’Est

“Beyond the ‘mere figurative presence’ of Sursock nude”, press cut from unknown source, 

Born in Paris in the aftermaths of May ’68, The Atelier Planète was a New
Massoud, E. “El, où la marche vers l’Est de Claude Khal

Joyce Said, “Poet, Painter Combination Gives New Dimensions to Art Exhibit” 



Khal’s texts. Reproductions of the p

towering figures “vibrating through the space,” as one contemporary review

Thérèse Arbid described them as “a 

faceless humanity, without identity,”

Ibid. See also Khater, “Kitāb El aw masīra naḥ sharq” [The book “El” or the march towards the East]

as “contribuent à créer un climat fantastique” [help create a fantastical atmosphere], D.A. “A Dar el Fan: “El, la 
marche vers l’Est”, 

L’humanité sans visage de Cici Sursock, pour ‘La marche vers L’Est’ de Claude Khal



referred to them as “bodies in pieces, though yearning for a better world.”

El, ou la marche vers l’Est

between rest, pain, and withdrawal and in the context of Khal’s poetic cycle, it 

Ajsāduhā al ṣaddiʿa tatūqu ilā ʿālam anqā



participate in the poet’s knowledge.

— —

extend Sursock’s longstanding interest in the human body into new philosophical 

Joyce Said, “Poet, painter combination gives new dimension to art exhibit at Dar el Fan”. 

clippings.  As such, it is not possible to reconstruct the original colour palette or assess the effect of the artist’s 

L’Orient



symbolic inversion, Sursock’s figures challenged conventions of gender and authorship. Her 

el Fan’s decision to dedicate its exhibition space to such work wa

the centre’s growing role as a site where aesthetic innovation intersected with feminist critique 

and practice. Sursock’s contribution was one strand in a wider network of women who were 

“The Women’s Month”, or “Feminist May”. 

shape Dar el Fan’s identity. If the 1971 exhibition distilled a private notion of the body, the 

“ ”

The Women’s Month or “Feminist May” at Dar el Fan

The United Nations designated the year 1975 as “International Women’s Year” and held the 

and women’s full participation in development and peace.

Women Conference in Nairobi 1985, see Margaret Snyder “Unlikely Godmother. The UN and the Global 



initiative to date, “The Women’s Month”

what was often referred to as “the 

woman issue”. Coverage in the press, as well as the testimonies of participants, attests to both 

L’Orient

, titled “Feminism on the agenda. An action launched by Dar el Fan.”

Women’s Movements” in Global Feminism. Transnational Women’s Activism, Organizing, and Human Rights

Raewyn Connell, “Rethinking Gender from the South” 

See Amrita Basu “Globalization of the
Movements” 

Adnan, “Le Féminisme à l’ordre du jour. Une Action lancée à Dar el Fan” L’Orient



“woman issue” was far from monolithic. Even as the group was largely composed of bourgeois 

women’s rights to broader anti

1989 seminal essay “Demarginalizing the Intersection of Race and Sex: A Black Feminist Critique of 
Antidiscrimination Doctrine, Feminist Theory and Antiracist Politics” 

– L’Orient

no. 823, as part of the article “Janine Rubeiz, pr de Dar el Fan: “Il est 
grand temps que la femme secoue cet asservissement millénaire…” authored by Samia Abboud on 07.12.1975. 



transnational movements and rejecting the idea that women’s liberation should be postponed 

signatories of the manifesto included key figures in Lebanon’s intellectual and artistic circles: 

the initiative but also its entrenchment in Lebanon’s cultur

In December 1974, in anticipation of the United Nations’ declaration of 1975 as International 

Women’s Year, Janine Rubeiz announced her intention to participate in global feminist 

while quoting Rubeiz’ personal passion, also hinted at certain limitations, 

referring to “the women of the Lebanese intelligentsia”, thus reinforcing the perception that 

Women’s 

ran a headline: “With the Year of the Woman 1975, Dar el 

Fan invites creative women to an exhibition in May for them.” The article’s language insisted 

“Il est grand temps …
Maʿa sanat al marʾa 1975, Dār al Adab tadʿū al mubdiʿāt ilā maʿriḍ fī Ayyār min ajlihinna



“We must move from the specific to the general intellectual and cultural level, as an issue that 

[…] It is not a struggle between men and women but rather a strug

against privileges and against every form of classism.”

within a global framework: “Yes, paths of liberation are different from one country to another… 

but what is undeniable is the similarity at the basis of the problem.”

Dar el Fan’s long

panorama of women’s diverse creativity. Other than visual arts, contributions came from 

Janine Rubeiz, “Appel de Dar el Fan pour Le Moi de la Femme”, 

’ “
ation as a Revolutionary Force,”

The Master’s Tools Will Never Dismantle the Master’s House

suffrage, while in the 1960s the movement shifted towards activism for defending women’s rights. 
985) is often regarded as the “mother” of feminism in Latin America. 



powerful visual continuity, linking the institution’s earlier explorations of embodiment and 

visibility to a more explicitly political project. Next to Sursock’s work was a group of scu

not “feminine.”

the broader ambitions of Dar el Fan’s feminist discourse.

women’s contributions to the cultural and intellectual life of the nation, while also confronting 

the barriers that restricted their full participation in society. “The aim is not only to qu

their rights and freedoms,” article stated, “but also to listen to what they say, what they 

Hakim, “L’exposition des femmes libanaises à Dar el Fan



problems, our present and our future.”

Lebanon’s future through their specific visions and values.

“F ”. The conferences were held at the Engineers’ 

Progressive Women’s Union. 

“This International Women’s Year […] will be very beneficial and positive. It has allowed for an 

awakening to the unjust situation of women. […] For us Lebanese and Arab women, what will 

this year bring? What do we hope for? […] Equality of rights and obli

all citizens without distinction. […] As in all countries, there are vast differences in conditions 

[…] The European woman is no longer a model… Believing her to be liberated, she once served 

as our example. […] We are beginning to realize that the path laid out by the magazines of Paris 

misleads us into another form of sexism […] where we have the illus

is also fundamentally racist and contemptuous.”

Framing Lebanese and Arab women’s struggles within a global context yet insisting on their 

Maʿa sanat al marʾa 1975



at the centre’s intersectional approach. Equally significant is her critiqu

Author Eveline Massoud stated that all of them succeeded “in asserting 

” (“ ”

then head of women’s affairs at UNICEF, spoke of founding an Arab Women’s 

ministre, une fondatrice de parti, une spécialiste de l’emploi inaugurent la Semaine 

the Arab Institute for Women (AiW), originally named the Institute for Women’s Studies in the Arab World 
(IWSAW), emerged from the Lebanese American University’s longstanding tradition as an institution dedicated 
to women’s educa
It published Helen Khal’s pathbreaking book 



plurality of feminist perspectives circulating at the time. Emilie Nasrallah asked, “To what 

extent does the education of women contribute to their liberation?”, while Linda Matar raised 

el Fan. They marked the highest point in the institution’s engagement with feminist thought 

and cultural production, foregrounding women’s contributions to the arts w

. Still, in its ambition, scope, and symbolism, the “Feminist May” at Dar el Fan stood 



practices. The centre’s history demonstrates a form of gendered cultural agency that unfolded 

receptive to women’s presence, Dar el Fan positioned women as creators, organi

they underscore how women’s intellectual and curatorial authority defined Dar el Fan’s 

1974 meetings on “the woman issue,” the 1975 

experience as a legitimate source of knowledge. The case studies of Cici Sursock’s 1971 

exhibition and the “Feminist May” initiative illustrate how Dar el Fan cultivated aesthetic and 



Most importantly, Dar el Fan’s feminist legacy should not be dismissed as derivative of Western 

crucial to acknowledge the limitations of this feminist project. Dar el Fan’s sphere of influence 

confined to Beirut’s francophone, 

Fan was not merely a venue for women’s participation; it was a space 



iltizā

“

”

through and by the centre’s cultural activities, often organi

A version of this chapter was published with the title “Committed Cultural Politics and National Identity 
iltizām” in the thematic issue “Mondes intellectuels beyrouthins (années 1950

années 1980)”, Khalil, Aya and Candice Raymond (eds). 



y aimed at promoting Lebanon’s rich culture but also sought 

Patrizia Manduchi, “Arab Nationalism(s): Rise and 
Decline of an Ideology,” – : “When speaking about Arab nationalism, 

and Nationalisms on a local basis. The first is Arabism (‘

qawmiyya ‘arabiyya

ṭ ”. Lebanese 

Postwar Art and the Historical Roots of Beirut’s Cosmopolitanism



iltizā

Paul Sartre’s notion of engagement discussed in his 1948 essay Qu’est

1970s, Arab intellectuals drew on Sartre’s 

and “reinvented existentialism”

ā

Shi’r

ā

Rabi‘, 

Capua, “An Invisible Chapter in the Intellectual History of Decolonization,” 

Shi’r

ā , see Verena Klemm, “Ideal and Reality: The Adaptation of European 
— Bayati,” in 



“Since its early articulation, ā

culture.”

Fan’s political commitment is indispensable for 

, 1999) and “Different Notions of 
Committment (Iltizām multazim) in the Literary Circles of the Mashriq,” 

“An Invisible Chapter in Intelle ” and “Arab Existentialism: What was it?” 
– –

Capua, “Arab Existentialism: What Was It?”, 

https://blogs.law.columbia.edu/nietzsche1313/files/2016/06/DiCapua-Arab-existentialism.pdf


urūba

–

d it as belonging to “the right wing.”

contributing to shape a “Lebanese personality.” 

and “Construction de l’identité 
libanaise,” 

Fan was perceived, by the majority of the interviewees, as “a place for art.” This definition was 

https://www.facebook.com/profile.php?id=100079495816963


establishment culture and calls for women’s liberation resonated in 

(“those who sacrifice themselves,” militant or guerrillas 



ss’

events and to illustrate how this commitment was regarded as integral to the “personality” of 

–



Fan. The article’s headline reads “Cinq voix et le souffle d’un 

” (

summarizes the main content of the panel they delivered “in front of a very crowded hall”

“

”

“Cinq voix et le souffle d’un poète pour dire Dar Fan,” 
On the event, also see Walid Shamit “Laylā ʿUsayrān wa Mūrīs Ṣ ʿĀrif al ḥaddathūna ʿan 

mīlād adab wa muqāwama”

two “voices” were, as it is not specified whether Mahmoud Darwish and who read his poems

ʿ
[With whom and against whom?]. For a complete analysis of el Rayess’ political commitment, see 

Nasri, “Les peintres libanais et le 5 Fan,” 



, among the most active artists in Lebanon’s art world

Israel, the complicity it enjoyed from the world’s major powers, and the failure of the Arab 

1968; “A Dar
: ‘Le 5 juin’,” 1968; Nasri, “Les peintres libanais et le 5 

Juin,”; Khater, “5 Ḥuzayrān ʿalā lawḥāt 27 fannānā: Jān Khalīfah al ānjaḥ fī taʿbīr” [The 5th of June in the 

Hajj, “Fannānūnā yadda’ūn ḥuznan gharīban ‘an nufusihim” [Artists claim a sadness alien 



Arab nationalism and Nasser’s

Sacre’s point above, s

“

”

—

—



of the “Third World” 

fida’i

conceptions merged to shape a “ ” that came to constitute a third force surpassing 

The coherence of the “Third World” as a political project waned by the 1980s, as shifting geopolitical 

“Global South”
lle, “in Lebanon, the New

Lebanese Socialists to form O.C.A.L. (Organisation of Communist Action of Lebanon).” See Sune Haugbølle, “The 
New Arab Left and 1967,” –

https://en.wikipedia.org/wiki/Decolonization
https://en.wikipedia.org/wiki/Anti-imperialism
https://en.wikipedia.org/wiki/Cold_War
https://en.wikipedia.org/wiki/Organization_of_Solidarity_with_the_People_of_Asia,_Africa_and_Latin_America
https://en.wikipedia.org/wiki/Organization_of_Solidarity_with_the_People_of_Asia,_Africa_and_Latin_America


a response as well as an arena for discussion on the forms of such “ ,” analysing 

fida’i 

ā

–

was the daughter of Lebanon’s first post



Rubeiz’s support for Palestine. Rubeiz’s own 

affair in order to contrast “the Zionist propaganda” and to “reveal the truth to international 

public opinion”.

be fought in the cultural realm as well, opposing the appropriation that “is plundering the Arab 

attributes them to Israel”.

to the Executive Committee of the Palestine Liberation Organisation. “Subject: 
Establishing a Committee Concerned with Cultural and Artistic Affairs”, 10.11.1972. Archive of Dar el Fan. 

“The New Arab Left and 1967,”; Laure Guirguis, “The New Arab Left and May ’68: Transnational Entanglements 
at a Time of Disruption,” 



1968. Student at the École supérieure des lettres, Khoury’s 

painter’s palette 

See “Débat à Dar Fan. La Palestine en février 1968,” in L’Orient

https://www.palestineposterproject.org/


“

”

the conflict went to Israel’s favour, it became a turning point in the emergence of a new Palestinian political 

Noun, “À Dar Fan art et résistance,” L’Orient



Rayess’ support of 

of the new, emerging “Lebanese personality” promoted by Dar el Fan.

Rayess’ support of the Palestinian struggle was rooted in another epic struggle of the Arab 

See “Juin et les mécréantes,” , 14.12.1968; “Une poésie de combat. Signature, hier soir, de ‘Juin et 
les mécréantes’ de Nadia Tueni,” L’Orient



“

revolution that shaped a new country. It established a key link to the Arab world. […] the 

Agemian, “’Salut aux martyrs de la révolution algérienne.’ accusatrice d’Aref Rayess ”



”

L’Aube des Damnes

L’Enfer à dix ans 

—

shaping both the identity of the cultural centre and the “Lebanese personality” it aimed to 

From “Pour saluer la Révolution algérienne” (In honour of the Algerian revolution) published in 
The Ninth Page. Etel Adnan’s journalism 1972

“Midi Minuit,” L’Orient
L’Enfer à dix a





Dar el Fan’s commitment to fostering transnational cultural solidarity set the stage for Aref el 

Rayess’ ṣūl min wāqiʿ al ʿālam 

thālith

ʿā

thā . Depicting a war scene in the style of Picasso’s 

’ commitment to the 

—one that likely resonated with the broader sentiments of Dar el Fan’s 

These pieces were later published at the end of Rayess’ book 

https://www.britishmuseum.org/collection/object/W_2015-6035-1-1-38
https://www.britishmuseum.org/collection/object/W_2015-6035-1-1-38


L’Art



’

L’Orient

—

—

“Dawr al fannān al lubnāni ba’d 5 Ḥuzayrān: Al fannān fī ḥayātihi a fidā’ī” [The role of the 
’

see for instance Joyce Said “Love, Death and Revolution. Powerful exhibition by Aref 
Rayess at Dar el Fan” 



—

“If the previous paintings reflected the sincerity of this artist’s feelings towards the events of 

[…] 

Rayyes’ ability, through practice, to crystallize his artistic 

language”.

l Rayess’ continued engagement with political events while also signa

shift in the artist’s political consciousness. This shift can be read as a grassroots perspective on 

—

l Rayess’s trilogy 

Samir Sayegh “Ma’ ḍ ẓira” (Exhibition of foreseen answers), 



—

undermined by both external and internal political and economic forces. As he put it, “Our 

generation lives the harshest and most wonderful stage in contemporary history.”

—

“’Ārif ’ū ilā īmān bi insān” 

Bissau’s independence movement, was assassinated in 1973, likely 

Nkrumah, Ghana’s first president and a leading pan



ultimately reinforced Israel’s 

. The artist’s disillusioned perspective navigates the tension between cynicisms and 

l Rayess explained that by depicting reality “wearing a mask of 

ideals,”

“Rusūm min wāqiʿ al ʿālam thālith”, (Drawings from the reality of the Third World), 



political circles. Given Dar el Fan’s reputation as a hub for critical discourse and political 

rther investigation to fully assess the exhibition’s impact.

“from below” that exposed the contradictions of the long 1960s.

Haya’



itself within a broader network of artistic and ideological exchange. In its efforts to shape “the 

Lebanese personality,” Dar el Fan promoted the values of the Arab New Left, framing them as 



The conference was entitled “ ?” 

Plus qu’un débat, une question angoissante

Le ‘Que Faire?’ de Dar

Her article, titled “ ” 

democracy to survive “present problems” and “the manners on which these problems are 

discussed or simply ignored,” referring to the state of growing tension in

–
one of the Arab world’s most important newspapers and founded by his father Gebran

–

–



“

”

Halter’s exhibition at Dar



for a Negotiated Peace Agreement in the Middle East. Halter’s ink drawings and gouaches 

“

”

L’Orient

“Halter at Dar Fan. A cynical statement on war,” 
also “Marek Halter à Dar : un peintre qui se bat contre la violence,” L’Orient



—which she defines as “one of the 

bastions of culture”— to the inability “to speak 

or discuss the problems of the day.”

“Depuis l’instauration du couvre feu, le spectacle au Liban perd 25.000LL par soir,” L’Orient

–

–



–

–
was the head of the Iraqi faction of the Ba’ath Arab Socialist Party.

–

Pierre Nasr, “Eddé, Tueni, A
développement pour dépasser le clivage confessionnel,” L’Orient



as representing the “intelligent right” or a “refined bourgeoisie,” while Mroué embodied the 

“educated left.” Fan’s goal of inclusivity there were still 

has been criticized as a “dialogue between the deaf.”

L’Orient

to clearly present their own ideas, to take the risk of getting rid of their “own confusion” rather 

Lebanon’s division rather than overcoming it, which seems to be further perpetuated by the 

Fan’s founder 

“Pierre Eddé et Karim Mroué à Dar Fan. ‘Droite intelligente’ vs ‘gauche cultivée’ autour des causes du 
clivage libanais,” L’Orient

F., “Un dialogue de sourds,” L’Orient



L’Orient

“

conditioning, their irrational reflexes… the fruits of a long heritage. But if we don't change people, 

we don't change anything. […] In view of creating the Lebanese citizen […]”

Her “hope” expresses her steady faith in culture as a site not only to define a shared identity 

that overcomes differences but also to commit to concrete realities where “the chaos and the 

This is commonly known as “the bus massacre”. 
Adnan, “Janine Rubeiz: ‘Pour la rentrée, je voudrais des citoyens concernés’,” L’Orient



citizens and, unfortunately, of their leaders as well.”

contrasting tensions, influenced by Lebanon’s diverse society, the aftermath of the

evaluation following the Arab region’s defeat 



promoting a “Lebanese personality” that embodied the values of the new Arab

’s 

described as “open to all” and to which “all were invited” demonstrated the ambition to be 



without denying its vital role in supporting different cultural disciplines. This aspired “Lebanese 

personality” was inherently open to cosmopolitan influences, leftist, secular, anti

of the pitfalls of the “Third World project” 



cultural node at the intersection of diverse international currents. Firmly embedded in Beirut’s 

reflected Beirut’s broader historical role as a crossroads of regional and global currents, 

ution’s 

broadened the centre’s international reach. The resulting collaborations crossed ideological 



Drawing on Tony Smith’s pericentric framework,

called “minor actors”, who were not simply conduits 

n Lebanon’s 

of Dar el Fan’s cosmopolitan connections and its role in shaping Lebanese cultural identity. The 

centre’s 

Les fresques indiennes des caves des temples de l’Inde et de Ceylan à Dar el Fan

Affiches Mexicaines à Dar el Fan. De l’Op Art pour athlètes L’Orient

Tony Smith, “New Bottles for New Wine: A Pericentric Framework for the Study of the Cold War.”
–



focusing on Dar el Fan’s collaborations with the American cultural centre in 

negotiations. The second section shifts focus to the Arab world, exploring the region’s post

movement. It investigates Dar el Fan’s role in facili

and interactions that defined Dar el Fan’s influence. By analysing these connections, the 

the institution’s role as a hub of transregional exchange in Beirut.



Pakistan, and Turkey, a line of strong states along the Soviet Union’s southern frontier with the 

of Stalin’s death.

Arab nationalism. See Miles Copeland, “The Showdown of 1958: Crisis in the Lebanon” (ch.10) in 

“The Soviet Union in the Middle East: An Overview” in Russia’s Return to 



—

—

embassy in Beirut, the USIA, tasked with “sharing America’s story with the world” and 

enhancing “mutual understanding,”

See Amanda Laugesen, “American Publishers, Books, and the Global Cultural Cold War: Alfred A. Knopf Inc. 
1970.”

–

https://lb.usembassy.gov/public-diplomacy/


However, the centre’s life throughout the 1970s was turbulent, reflecting the city’s growing fragility during 

Une superpuissance éducative. L’Union soviétique et la formation des élites du 
–



Africa, Asia, and Latin America, equipping them with skills to aid their nations’ development 

“The Soviet Afro
Late Socialism.” –

1971), the university “had 

»” in Katsakioris, “Soviet Lessons for 
Arab Modernization: Soviet Educational Aid to Arab Countries after 1956” 

– “The Lumumba University in Moscow: Higher Education for a 
– –91.” –



“Soviet influence did not grow so rapidly in Lebanon as it did in Syria. American ties with 

at students and teachers, and at doctors, lawyers, journalists, writers, and artists”.

For an extensive study of the Arab art students in the USSR see Olga Nefedova, “Arab Artists of the 

in the 1950s, 60s, and 70s” in 
95. “Arab Students in the USSR Art Institutes in 1959–1979: Ideology and Life Worlds”, 

–



Cultural exchanges with the Kennedy Center were a recurring feature of Dar el Fan’s 

programming, reflecting the latter’s openness to transnational artistic currents and its 

L’exposition de Nall à Dar el Fan. Un hommage à Juliana Seraphim L’Orient



Museum’s printmaking centre

titled its coverage of the exhibition “At Dar el Fan, a complete panorama of 

contemporary engraving in the United States,” emphasizing the event’s ambition to provide 

war American art, which had become emblematic of the United States’ cultural identity during 

“ ḥ wilayāt al ḥ ‘ ’ ḍ fi Dār al
” [The art of engravings in the United States through an exhibition at Dar el Fan] 

“



L’Orient

compositions and the interplay of light and shadow, and praises him for his ability “to adapt 

.”

“students of Paul 

Lingren’s atelier” (

of “Intaglio 1969” were the results of further courses that Lingren, described as “special 

delegate of the USA”

L’Orient

obscur à l’arcade libanais L’Orient

huit gravures de l’atelier Paul Lingren. La discipline de l’artisanat L’Orient

Au Centre Kennedy Vernissage de ‘Intaglio 1969’ ou 148 gravures des élèves de Paul Lingren



While Lingren’s artistic contributions and dedication to teaching are undeniable, his role as a 

L’Orient

American values abroad. Lingren’s focus on Lebanese heritage in his exhibition reflects a 

works as “Lebanese engravings” suggesting that Lingren’s art sought not only to celebrate 

L’Orient

The analysis also underscores Lingren’s 

creative instincts, with an emphasis on mastering technique rather than “adopting a prescribed 

style”. In this sense, Lingren’s departure from Lebanon marked the end of his physical 

aptly notes, “Paul Lingren is leaving, 

but his attempt will certainly set a precedent.”

Azoury, “Au Centre Kennedy Vernissage de ‘Intaglio 1969’”. 
huit gravures de l’atelier Paul Lingren

“Au Centre Kennedy Vernissage de ‘Intaglio 1969’”.



His intention to “repeat the experience”

coincidence that Lingren’s activities spanned regions of strategic geopolitical importance. 

Aligned Movement. Lingren’s 

of American values. Lingren’s ef

champion of freedom, creativity, and progress. Lingren’s emphasis on technique over style 

https://www.skoander.com/product/paul-lingren-memorial-exhibit-1989/


The encounters facilitated by Lingren’s workshops and exhibitions provided 

noteworthy cultural events demonstrated Dar el Fan’s engagement with 

Dar el Fan’s willingness to present narratives that challenged U.S. ideologies, 

identity. While Lingren’s work 

“The Agency of Art and The Study of Arab Modernity”, mafhoum.com,



In the same year, Dar el Fan’s audience saw 

Tchaikovsky’s 

People’s Artist of the RSFSR

Pudovkin’s “revolutionary trilogy” 

https://en.wikipedia.org/wiki/People%E2%80%99s_Artist_of_the_RSFSR


el Fan’s artistic committee navigated these offerings with a degree of autonomy. Even if it 

the Soviet Union’s cultural ambitions to serve Dar el Fan’s own agenda.

Du 9 au 30 Avril è Dar el Fan. Quatre ‘visages’ du cinéma soviétique



American engravings discussed in the previous section, underscoring Dar el Fan’s commitment 

» and “Soviet Lessons for Arab Modernization”. 

“Arab Artists of the Mediterranean World” and “Arab Students in the USSR”. 

system at home. See Nefedova, “Arab Students in the USSR”, 

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


drawing attracting “a great deal of attention”.

“Arab Artists of the Mediterranean World” and “Arab Students in the USSR”.  

Stalin Prize, the State Prize of the USSR, and the Lenin Prize. See the entry “Tomsky N.V., (1900 1984), sculptor” 

“Arab Artists of the Mediterranean World”, 109. The original sculpture was destroyed between 
1975 and 1976, during an air raid over Beirut that demolished the artist’s workshop. 

https://en.wikipedia.org/wiki/Socialist_Realism
https://www.encspb.ru/object/2804030200;jsessionid=CBEA3EC538D12E52C751DA36C6DB4CB1?lc=en


Irani’s contemporary Wahib Bteddini was born in Kfarnabrakh (Mount Lebanon) and studied 

saw both Irani’s and Bteddini’s 

“Arab Artists of the Mediterranean World”, 109. 



remained that of “imitators rather than creators”.

er’s opinion, Bteddini’s art still bore the 

Irani’s monumental vision. Even in smaller works, the sculptor managed to evoke the presence 

–

Khater, “Bteddīnī wa īrani wa ḥfūrah sūfyātīyya. Shayʻ min al iʻbdā’ wa qalīl min al mughāmara” 

“honesty, truthfulness, and as revolutionary in the representation of the proletarian revolution” in Hal Foster, 

Khater, “Bteddīnī wa īrani…” 



L’Orient echoed these sentiments, noting that most of Bteddini’s 

The two Lebanese artists’ work was exhibited alongside fifty prints, both in colour and black 

L’Orient

“[They] are of the highest quality, countering the view of Soviet graphic art as merely formalist. 

poetic spirit and a deep appreciation for nature rarely found in European or American art.”

L’Orient
Khater, “Bteddīnī wa īrani…”



L’Orient

author’s remark that these prints were still “distinctly Russian” underscores the persistence of 

By exhibiting these prints alongside works by Bteddini and Irani, Dar el Fan’s intention

icons delivered in January 1969 and March 1971. It is possible that Irani’s choice to present on 



distinctions between Russian and local iconographic practices, Irani’

traditions. His engagement with Russian icons thus may have contributed to the centre’s 

Traditionally part of Russia’s artistic heritage since the 

Yet, Irani’s lectures, as reported by , focused on the “discovery and 

restoration”

persecuted and jailed by Stalin’s leadership. W

artefacts that were damaged during the war. See Alexei Vladimirov, “Grabar’s Workshops”, 

https://www.tretyakovgallerymagazine.com/articles/4-2008-21/grabars-workshops
https://www.tretyakovgallerymagazine.com/articles/4-2008-21/grabars-workshops


Irani’s ability to access this material underscores the complexities and contradictions within 

the Soviet Union’s cultural policies. While the USSR is often perceived as monolithic in its 

challenging the state’s erasure of pre

national heritage rather than religious devotion. Irani’s experience further suggests that 

herwise censored internally. Irani’s exposure to these 

on’s internal contradictions.  





had dominated their work. As Shabout observed, “they embarked on a new artistic creative 

process […] they had developed an awareness that their modern cultures a

dependent on the dialogue between their country and the wider international community”.

shaping its country’s artistic landscape, championing diverse approaches to the perennial 

ṣā ḥ ā

the region’s long



see “Statement of the Founding Committee of the 
Union of Arab Plastic Artists” in 

“Baghdad’s Arab Biennial. 
Regional Subversions, Global Ambitions”, 

L’Arabie Saoudite en L’Orient



Egypt by proposing an entire month dedicated to exploring and celebrating Egypt’s 

–

centre’s 
ā Bāb al ḥadīd

Premier pas vers une Union des Artists Arabes. ‘Dar el Fan’ prépare un mois consacré à l’Egypte 



establishment of a network for cultural exchange. Nawal Hassan’s remarks, “Inter

which is more original and closer to their heritage”

prospect of such an exchange reveals the centre’s commitment to fostering regional artistic 

–



introduced the “spontaneous method,” grounded in his conviction that the creative spirit of 

Egypt’s historical art traditions still thrived among modern Egyptians. By allowing children to 

where it became known as “L’Atelier d’Art au Village.”

and Gorgi’s son

innovation. A graduate of L’École des Beaux

encapsulated the Centre’s ethos: a

celebrated Egypt’s rich artistic heritage but also captivated a global audience. Early interest in 

the Centre’s work is evident in Lebanon, exemplified by a 1957 article 

Hajj, Hussein “Free Art Expression between Theory of Spontaneity 
and the Establishment of the Haraneya Centre” (Cairo Working 

Ibid. See also F. Rofail Farag, “Is there any justification for the existence of Coptic Art? Two recent critical
opinions” –

“Free Art Expression”; Karnouk, 



discourses started in Egypt to “arabise” education institutions, including 

Centre’s work challenged prevailing assumptions about where artistic value and innovation 

Maryette Charleton, “Giza Tapestries” –

“The Weavings of the Children of 
Harrania.” –

“Lebanon in the Constellation of Modernist Tapestry”, 

by Huda Sha’arawi 
. See Nadia Radwan, “How a 

Ceramic Vase in the Art Salon Changed Artistic Discourse in Egypt”, in 



Wassef Art Centre’s emphasis on creative autonomy, cultural continuity, and grassroots 

depth account of Fathy’s work on the village of 

Hassan Fathi à Dar el Fan. Pour la ‘cité idéale’, les techniques de l’architecte soutenues par la musicalité du 
L’Orient

“Architecture for the poor: An Experiment in Rural Egypt”; 



–

that interrogates whether what was labelled as “traditional” was ever genuinely so.

philosophy resonated strongly with Dar el Fan’s own ethos: a dedication to cultural production 

In describing Fathy’s contribution, Khater “his Luxor experience established 

of Third World Architecture”, 

Later in Khater’s article, the discussion around architecture initiated by Fathy is presented as 

on societies “unprepared” for their assumptions and spatial logics. In contrast, Fathy’s vision 

materials, traditions, and social needs that aimed to shape and reflect the identity of a “new 

Arab man.”

Joseph Tarrab, member of Dar el Fan’s intellectual circle. That interview marks yet another 

“Hassan Fathy: Architecture for the Rich”, 
06.01.2013 and “The Place of Architects and the Architecture of a Place”, 

Khater, “Ḥ ḥī hadha al masā’: ‘amār ‘arabī jadīd” [Hassan Fathi tonight: A new Arab architecture], 

. The article also shares what Fathy labelled as the “failure” of the New Gourna project, which he discusses 

replicate his model in other realities in Egypt, especially at Nabthura, his mother’s village. 



architecture and project in Gourna. Defined as “dream architecture” by Fat

captured the humility and integrity of Fathy’s domed forms and earthen textures, yet “went 

beyond the architectural form constrained by practical requirements”.

“There is in his drawings an extraordinary atmosphere of dream, of liberation. The important 

artistic expression”.

Fathy’s presence at Dar el

environments, materials, and social needs, Fathy’s architecture, rooted in a romantici

—

contributed to Fathy’s mythic status in the 1970s.

‘Mon espoir est dans la jeunesse et la disparition du p !’



In this sense, Dar el Fan’s programming functioned not only as a platform for interdisciplinary 

unproblematic. The institution’s ability to convene figures like Fa

l Rayess, and foster critical reflection through voices like Khater and Tarrab’s, speaks 

Arabism and in line with the centre’s efforts to build 

gained considerable recognition within the Damascene and international art scenes. Kayali’s 

Syria’s Twentieh Century



Janine Rubeiz, intrigued by Kayali’s artistic work, visited his studio with the intention of 

Maa’loula

scene to feature a noblewoman. Instead, Kayali’s painting departs from this traditional trope. 

in the ascendancy of the Ba’ath party w



and refinement typically associated with the theme of a “woman .” 

Notably, Kayali’s figures remained detached from their immediate surroundings, with the 

—

encapsulates the artist’s interest in popular literature and folk tales that emerges from other 

Wahīb Maghārbeh. Masīrat al ‘ibda’ ta’ṣīl w ḥdīth

https://en.wikipedia.org/wiki/Maqamat_al-Hariri
https://en.wikipedia.org/wiki/Al-Hariri_of_Basra


indelible mark on Magharbeh’s paintings where influences from local manual artisanship, 

re is a distinctive trait of Yagan’s 

—

https://en.wikipedia.org/wiki/Al-Hariri_of_Basra
https://en.wikipedia.org/wiki/Islamic_art


he held his first solo exhibition at the city’s National Museum. The exhibition at Dar el Fan 

shortly after the Baath Party’s 1963 coup, which reshaped Syria’s political and social trajectory, 



and in the wake of Syria’s 1966 coup and the devastating 1967 defeat, these works convey an 

The artists’ emphasis on local subjects, 

the anxieties of a present marked by Syria’s instability and the broader intellectual crisis that 

Rubeiz’s wider vision for Dar el 



advisor to the Ministry of Information. Bashir was not only a towering figure in Iraq’s musical 

Fairuz (b. 1935) and taught in Beirut’s 

one month after Rubeiz and Najjar’s return from Baghdad.

L’Orient described as a “cultural pilgrimage”.

past, and, most notably, plans to construct a “Cité des Arts”, a full

refers to the two women’s 

Laure Ghorayeb “Suʿād Najjār wa Janīn Rubayz: amwāl ḍ ṣ ā ‘irāq musā’idan bihā ḥ ā
funūn” [Souad Najjar and Janine Rubeiz: Iraq is spending huge sums of money to help the arts movement], 

Souad Najjar et Janine Rubeiz retour d’Irak : ‘une cite des beaux ’
L’Orient



praise of Iraq’s ongoing cultural renaissance, sustained “by the efforts and interest of the 

Iraqi state in culture and the arts”

: “

”

The “Cité des Arts” project, however, never fully materialized. It seems to have remained 

Rubeiz and Najjar, both described as “ ” in the pages 

retour d’Irak: Cites d’art, complexes culturels, congres internationaux, musées, centres de recherches, dans 
l’ancienne capitale abbaside

Ghorayeb, “Suʿād Najjār wa Janīn Rubayz
“Souad Najjar et Janine Rubeiz retour d’Irak”. 

ssein’s regime. I thank Amin Al



that Iraq hoped to draw into its orbit. Rubeiz’s presence in Baghdad affirmed that Beirut, 

The proposed “Cité des Arts,” while 

infrastructure for Arab artistic modernity. Rubeiz’s trip was emblematic of her broader 

“Baghdad’s Arab Biennial”



A “Third Way”? Engaging with experimental visions

Having examined Dar el Fan’s connections with the United States, the USSR, and the Arab 

shaped by political agendas and more aligned with the centre’s interest 

–

–

Fan illustrates the centre’s commitment to fostering conversations that were not necessarily 

translation, reception, and adaptation within Beirut’s particular cultural context. The inclusion 

—

how their work was situated within the institution’s broader ethos: one that accommodated a 



From 10 to 14 September 1970, Dar el Fan presented Jerzy Grotowski’s theatrical production 

L’Orient

enthusiastically as the “standout event of the season”.

innovative approach, had developed what he termed “poor theatre,” a method that stripped 

performances of elaborate staging, costumes, and props, focusing instead on the actor’s 

in theatre shaped much of Dar el Fan’s programming. 

year and sponsored by the Polish embassy. Following Poland’s particip

L’Orient

beiz’s sustained efforts to create platforms for international artistic 

https://grotowski.net/en/encyclopedia/grotowski-jerzy


it had served as both an artistic and cultural force throughout Poland’s history and formation 

Most likely, in Dar el Fan’s vision, it constituted a preliminary exploration 

director allegedly set the condition of a space that would be “appropriate” for his play.

on Juliusz Słowacki’s adaptation of Calderón de la Barca’s play, the production centred on the 

exemplified Grotowski’s vision, featuring an 

form of spiritual and bodily transcendence. Ryszard Cieślak, the lead actor, embodied an 

: Le théâtre est l’art national des Polonais L’Orient

Au Palais de l’émir Amin à 
‘Prince Constant’ de Grotowski fera tomber les tabous

laboratoire de Wroclaw chez l’Emir Amin L’Orient
Jerzy Grotowski ‘Ce n’est pas sur la scène, c’est dans a vie qu’on joue’. Dans 

L’Orient Ce n’est pas sur scène, mais dans la vie, que nous jouons 
pour nous cacher’. Pour 3 jours à Beyrouth le célèbre metteur en scène, J. Grotowksi



The intimate nature of Grotowski’s staging (where actors and spectators shared close 

was well received in Lebanon, as reflected in numerous articles in the country’s 

the significance of Grotowski’s presence in Lebanon, framing it as a moment of cultural 

emphasised Grotowski’s highly selective approach to 

–

ṣumūd

“Jerzy Grotowski à Dar el Fan: Nous vivons une période post – L’axe du théâtre c’est l’être 
– Le théâtre, c’est plutôt la vie et la vie…

L’Orient
In his article, we read: “It is an achievement that Grotowski accepts to come to Lebanon at a time when he 

America”. Wafiq Ramadan, “ alf līra li ruʾyat ʿamaliyyat 
ruʾyat al Amīr Kunistān yataʿadhdhab bi ṭahāra ʿulyā” 



Grotowski’s performances were staged for only a few dozen spectators, and high

“The ticket price for Grotowski’s play is 85 lira. A lot of money? Of course […] this is not to justify 

the high price of Grotowski’s theatre tickets […] a thousand dollars (3.000 lira) is the fee for 

onstant […] so that the total number of spectators for the 

cannot cover the expenses.”

e centre’s aspiration for 

of Culture contributed to the travellers’ expenses with 13.000 liras, the Lebanese National Council for Tourism 



Beyond questions of accessibility, Magda Romanska’s critical analysis of Grotowski’s work 

For a critical review of Grotowski’s work



Yet it is precisely within this tangle of contradictions that Dar el Fan’s invitation takes on its full 

centre’s 

The centre’s decision to host Grotowski speaks to a broader interest in positioning the 

Grotowski’s 

’

L’Orient as “irreverent”.

Hekā

absurd power, infusing Jarry’s surrealist energy with the rhythms and gestures of Beirut’s 

Thérèse Arbid, “Baladi! Ya Baladi! “Ubu Roi” de Jarry revu (et corrigé) par Gerard Avedissian, 
L’Orient

: comment réussir un coup d’état
Les Ubu de Jarry parleront l’arabe



“ ”

was “un

expérimental” (a play that seems to claim to be experimental theatre),

to be figure in Lebanese theatre. In Awad’s obituary, 

L’Orient with the following words: “She left behind her that 

unforgettable moment celebrating the triumph of a woman’s imagination—

”

These productions were not derivative echoes of Grotowski’s legacy but rather original 

Faris, remembered as a true pillar of Lebanon’s cultural scene, left a legacy that stretches across 

place within the country’s artistic and intellectual landscape.
Le ‘Noureddine’ de Mattar

Naomi Gray Wallis, “ – Lebanon’s first ‘Cafè theatre’”, 

‘La Bobine’ de Thérèse Awad
Thérèse Awad Basbous, touchée par la ‘baraka’ » L’Orient



3.2 Pasolini and the “Pasolini Film Festival”

for “a week dedicated to your cinematic 

work”. Emerging from Italy’s post war literary and artistic circles, Pasolini’s work 

sexuality, and the sacred. Pasolini’s cinematic style was raw and provocative, often using non

In Italy, Pasolini’s work was relentlessly subjected to censorship, legal persecution, and public 



In the letter, Toutounji reassured him that Dar el Fan’s status as a cultural centre rather than a 

–

, freely adapted from Sophocles’ 

Euripides’s

Pasolini’s 

at that time, Pasolini’s perspectives likely resonated with audiences navigating their own 

Pasolini’s ties to Beirut, however, may have predated this visit. A letter from 1970 suggests that there had 

National Council for Tourism. This reveals once again Dar el Fan’s wide network, which was not limited to cultural 



entrenched sectarian and economic structures. Pasolini’s exploration of marginality and forms 

engage with a major figure of European cinema. However, Pasolini’s mo

screened in the capital’s cinemas, while 

L’Orient Le Jour followed Pasolini’s visit, highlighting his contradictions 

language used to describe Pasolini’s visit offers insights on how he and his films were received 

in Beirut. Boulad underscored his status as “one of the most prestigious filmmakers in Italy and 

See S.N. “Pasolini à Beirut : ‘rêver c’est une forme de 
religiosité’”, L’Orient

Gerard Boulad “Pasolini, images et idées. Le grand réalisateur italien a répondu à l’invitation de Dar el Fan

Christian faith in S.N. “Pasolini à Beyrouth”. 



worldwide,”

denunciations. He describes the Italian intellectual as “The living paradox through which the 

unexpected always arrives […] The Pasolinian universe is a torn, contradictory universe, m

and the moment of reconciliation”.

, Samir Nasri describes Pasolini’s films as “wonderful in their barbarity”

Pasolini “is aware that his films in Beirut, as in the world where they were presented, will be 

” and “the 

create a cheap scandal”.  Nasri describes how even the same audience, composed 

Pasolini’s remarks about censorship also made headlines. In another article in 

—

constitute “a political revolution”. On Pasolini’s erotic production, Boulad writes: 

, Cinema d’aujourd’hui, vol. 73, Éditions Seghers, 

ṭiʾa li Bāsūlīnī wa aflāmihi: tilka al badīʿa fī barbarīyyatihā

Bāzūlīnī fī Bayrūt: ahamm min taḥqīq al ʿamal al ḥ



“Needless to say that we will never see in Beirut his latest productions, quite erotic and very 

that this filmmaker, who is becoming “cursed” for us as his latest pr

now the one who is the most accessible to us”

The quote illustrates how Beirut’s position as a cosmopolitan capital allowed for fleeting 

transgressions, but not for full confrontations with the most controversial aspects of Pasolini’s 

intellectually provocative. That Pasolini was “the most accessible” at Dar el Fan, despite being 

entre’s role within this landscape: a porous space where 

Pasolini’s presence at Dar el Fan did more than offer audiences a rare encounter with a 

Pasolini’s films (steeped in myth, irreverence, and subversion) spoke powerfully to ongoing 



this context, Pasolini’s visit must be understood as part of Dar el Fan’s broader project: forging 

Fan’s collaborations with American and Soviet 

—



marked a continuation of Dar el Fan’s role as a space where art circulated both within and 

deepening of Dar el Fan’s commitment to presenting ambitious modernist art to its local 

d as an “anthology 

of British sculpture in its ‘phase d’éclosion’ (burgeoning phase).”

comprehensive, but rather to illustrate “what seven leading British sculptors were doing during 

: La sculpture britannique entre le figuratif et l’abstrait



the second half of the 1950s” and to show “what the best British sculpture tended t

in that period”.

sculptures were monumental in scale, weighing over 400 kilograms. Dar el Fan’s indoor gallery 

banese Association and member of Dar el Fan’s

L’Orient

sculpture britannique entre le figuratif et l’abstrait

. Helou’s article serves not only as a record of the exhibition’s 



This dual movement becomes a motif throughout the article, one that mirrors the exhibition’s 

Upon entering the grounds of Dar el Fan, visitors were met with Henry Moore’s 

head, a formal tension typical of Moore’s 

“It is through the study of 

nature that I have discovered the principles of form and rhythm” was in Helou’s 

familiar with figuration. For Helou, Moore’s sculptures evoked an instinctive humanism, their 

“

associate them, Dar el Fan has not felt it appropriate to separate them.” Hepworth’s 

Helou praises the work’s harmony and elegance, describing it as a “symphony of lines” that 

tation is tinged with gendered essentialism: “

,” 

she writes, attributing the sculpture’s formal delicacy and sense of enclosure to feminine 

sensitivity. While intended as praise, this framing reduces Hepworth’s abstraction to emotional 



unease. “It is perhaps Chadwick,” Helou writes, “who co

the formal vocabulary of the postwar period.” His sculptures, simultaneously aerodynamic and 

coarse, offered a visual allegory for the contradictions of modern life, where “sensitivity and 

violence fused in a single gesture”.

linear compositions that Helou described as “among the most refined of his generation.” 

Hubert Dalwood’s works, positioned near those of Adams and Chadwick in the article’s layout, 

Helou’s review is as much a meditation on the exhibition as it is a reflection on Beirut’s art 

he Lebanese audience remains “ ”

writes, is “more difficult to understand and to love,” esp



Yet she insists that the exhibition offers local viewers a vital opportunity “to know and 

appreciate the value of new conceptions in modern sculpture.”

This mode of reception speaks to Dar el Fan’s broader

—

enabled the exhibition’s arrival, but also the agency of those who engaged with it, finding in 



Placing Dar el Fan “on the global map” reveal

emerges here as a “minor actor” w

unfolded in practice. Dar el Fan’s collaborations with 

United States’ attempt to extend its soft power, promote abstraction as a symbol of freedom 

Beirut, these gestures were received and reconfigured through Dar el Fan’s own institutional 

enriched their own practices. The pedagogical dimension of Lingren’s visit, for instance, 



centre’s 

“ ”



centre’s role was thus not only to display art but to convene conversations, create solidarities, 

Yet perhaps the most revealing dimension of Dar el Fan’s global entanglements lies in the space 

forms of cultural encounter. Grotowski’s 

radical rethinking of theatrical form. Pasolini’s presence, with 

These examples underscore an important point: Dar el Fan’s international connections 

— —



Fan’s significance lies not only in the events 

centre’s 



Fan and Janine Rubeiz’s curatorial activities during the Civil War

“Dar el Fan was completely destroyed and looted, only a few archives could be saved. These 

dialogue.”

Rubeiz’s close friends among artists and intellectuals, as well as Dar el Fan’s regular audience 

the execution of events that were previously central to Dar el Fan’s activities such as public 

centre’s mission. 

An earlier version of this chapter was published in von Maltzahn (ed.) “Lebanon’s Visual Arts in the 1980s: 
Artistic Production and Reception in a Conflicted Decade”, 



Rubeiz’s most significant artistic initiatives during the 

using Dar el Fan’s identity as an umbrella

ebanese “personality” 

to use Dar el Fan’s curatorial programming as a means of fostering social cohesion amid 

their analysis is beyond the scope of this article. Namely, in 1981, she launched the lecture series “The Christians 
and the Arabs”; in 1984, “Lebanon and the Sectarian Structure”; and in 1987, “Dialogue for Unity”. These were 

affirming a civic vision for Lebanon’s future amid the ongoing conf



“The Lebanon we want for tomorrow”: 

Lebanon’s infrastructure was shattered and the war had a deep, long

and cultural scene, affecting both organisations and artists’ production, with consequences 

See for instance Anja Peleikis, “The Making and Unmaking of Memories: The Case of a Multi
Village in Lebanon”, in Ussama Makdisi and Paul A. Silverstein (eds.),

(ed.) “Lebanon’s Visual Arts in the 1980s: Artistic Production and Re
a Conflicted Decade”, 
alongside the already mentioned Maasri’s and Rogers’ 
Maasri’

See for instance Hakim, “Reprise du rythme des expositions. Cinq peintres libanais à la Chase Manhattan 

http://www.lebanonartworld.com/


Dar el Fan’s 

“

headquarters in disaster […]. During the summer of 1975, keeping optimistic, we had 

facts.”

announcing the destruction and the looting of the building with the following words: “We hope 

and a contribution to the building of a better future.”

’s headquarter

hosted a debate titled “For a Ministry of Culture”, 

L’Orient

L’Orient

“Dār al ḥ ṭṭ ḥtawayātihā wa nuhibat” [Dar el

von Maltzahn, “Ministry of Culture or no 
Ministry of Culture?”.



Iqtirāhāt min ajl siyāsah thaqāfiyya

culture as “a 

conscious and unconscious foundation for society.” Building on this premise the Ministry’s 

country and lay the groundwork for building a strong Lebanese nation, because “it [was] only 

ed on a profound level.”

gesture in itself. Its theme, “the Lebanon we want and hope for tomorrow”

Iqtirāhāt min ajl siyāsah thaqāfiyya muwāṭ lubnānī al jadīd



il for Tourism Development and in line with Dar el Fan’s mission of 

Dar el Fan’s mission to nurture diverse artistic expressions and support young 

regions. A special “Parisian section” featured Lebanese artists based in Paris, for instance, 

L’Orient



referred to as “the events”

Rashed’s , Achkar’s , and Moussa Tiba’s 

conflict bear what Bredekamp defines as a “Medusa like power” on the 

were rarely described using the word “war”. 
Habib Shawq, “Ruʾā 99 rassāman wa ḥḥātan “Lubnān 78” takhluqu fī al ṭumaʾnīna wa

rāḥ ” 



acted as a galvanising tool to foster unity and an impetus towards “the future” amid the 

–

past two years as “an hour of childish anger that had passed,”

Although commonly known as “two year war”, this first phase of the conflict lasted from April 1975 to 

Za’atar and in the Christi

“Fī maʿraḍ fannānan lubnāniyyan yaʿriḍūn namādhij wa alwān” 

“Intifāḍ ṭ ḥ ma’sāt!” [A national artistic uprising from under the tragedy!] 

“Fī maʿraḍ fannānan lubnāniyyan…” 



art. He described it as “a medley of the best and the worst” stressing the faults of a jury 

The critic writes: “A group exhibition […] 

to be a success.” In his opinion, the exhibition’s themes mainly seemed to revolve around 

clichéd slogans and motives in relation to “the nation” or national unity, without delving into a 

proper evaluation and selection of the artworks, thus feeding an “artistic confusion”

acknowledged the exhibition’s unifying force in a fragmented country and an antidote to war, 

serted that “we do not believe that the role of 

culture at this stage can go in any other direction.”

‘Amal
L’exposition Liban 78. Une sarabande du meilleur et du pire

Une exposition collective […] ne se pas comme un bal de charité. Il ne suffit pas de bêler l’unité 
nationale pour que l’exposition 

“Maʿraḍ 78: ittijāh thaqāfī wāḥid… mutawaḥḥ ”, 



offered a paradigm of engagement with the concept of “being Lebanese” and its negotiation 

artists, curators, and audiences asserted their “Lebaneseness”

alternative “tomorrow”. 

Redefining creative spaces: How Janine Rubeiz’s home gallery reimagined Dar el 

section will explore the dual nature of Rubeiz’s home gallery. On one level, it functioned as a 



absence itself became a mode of presence, shaping how the institution’s l

among Rubeiz’s circle, 

L’Eternel féminin



This way, Rubeiz’s apartment served as a meeting place not only for the exchange of artistic 

“Byzantine” aesthetics,

See Sultan, “Ḥalīm Jurdāq fī maʿriḍihi “al Anūtha al Khālida”. Ḥ alwān wa ḥurriyyat istikhdām al
tiqaniyyāt al ” [Halim Jurdak in his exhibition ‘L’Eternel Féminin’. Freedom of colours and freedom

Liwa’, L’Orient

L’Orient

L’Ic



described the exhibition as able to “illustrate very 

well the Islamic and Christian heritage of Lebanon”.

the “heritage of Lebanon”, rather than being simply constitutive of its past and present, is 

In this sense, they seem to revive Dar el Fan’s 

mission at forming and orientating audience’s taste in the arts. 

it is probable that, given Rubeiz’s central role in the art scene, such 

individuals already within Rubeiz’ social circle, who were more likely than strangers to come to 

Gladys Chami, “La foi artistique de Mahmoud Zibawi”, 



centre’s 

l Bacha’s 



The watercolour featured on the exhibition’s invitation card depicts a serene picnic in nature, 

l Bacha’s dream

anchored in “normal” everyday life. In this sense, the words of his daughter Mahita el Bacha 

rtist are telling, as she writes that “some could not understand how an artist could be 

Bacha is about: creating his own universe through his work […] generally kee

sorrow and depression out of the picture”.

Beirut’s vibrant life and the landscapes of Lebanon stands in stark contrast to the surrounding 



to Lebanon’s resilience, emphasi

El Bacha’s works illuminate another aspect of the 

and futurity in spaces marked by recurring destruction and developed practices of “living 

around violence”

removed from the devastation of Beirut’s wrecked buildings, underscores this enduring human 

spirit, a quiet act of resistance against the war’s overwhelming darkness. 

T. Ghaddar, “Maʿzūfat al alwān” [Melody of colours], 

2017). See also Munira Khayyat’s work on life in war and ecologies of resistance.



who described Rubeiz as “a diva of the art world,”

The aim of the exhibition was “to honour Beirut and the survival of its spirit, the continuation 

irmation of its creativity” 

supervision of Syria. This agreement restructured Lebanon’
and balance between Lebanon’s various religious and political groups. See Michael C. Hudson “Lebanon After 
Ta’if: Another Reform Opportunity Lost?” –

–



connections and deep roots in Beirut’s established art scene. Khoury introduced contemporary 

to the artists’ lifelong friendships with Janine 

environment for artists during Lebanon’s most tumultuous times.

Sultan, “Ḥawl maʿraḍ “Bayrūt Ṭabʿan”: Fikrah nāqiṣ ṭurūḥāt ijābiyyah” [On the exhibition “Beirut Tabaan”. 



multifaceted nature of the artists’ responses to the war, blending visual and literary art forms 

excerpt of Jad’s comics featured a father carrying his child amidst ruins, while Ali Seif el Din’s 

rejected the conflict’s aesthetic, striving to revive some normality. Among these were Lulu 

Bassiri’s and Georgi Chaanine’s . Other artworks aligned with the artists’ trajectory, 

such as Choucair’s abstract sculpture and Achkar’s painting. Poems and texts in both Arabic 

and French, such as a passage from Elias Khoury’s novel 

Beirūt: Shahādā

fannānīn

The artists interviewed reflect on Beirut’s past and its prospects, sharing personal narratives 

Shi’r



symbol of a city “which does not want to die despite all that has been done to it”.

L’Orient , journalist May Makarem aptly describes the exhibition as “a diary 

where confidence mixes with chaos.”

L’Orient

to the exhibition’s opening, which drew such a large crowd 

“rituality” of drinks and chats of the exhibition’s opening, which in the context of conflict took 

Pour “Beyrouth videmment”. Samedi, à Dar el Nadwa… 
L’Orient



writes that among the reasons for the exhibition was “to honour the promised peace that was 

coming to us.”

city’s spirit while a critical analysis of the artworks was lacking. 

ing the act of gathering as the core of the exhibition’s impact. It highlighted the 

and reviews of the exhibition were diverse. Makarem described it as “a slap in the face of the 

crisis,” highlighting the “phoenix” aspect often associated with Beir

similar words, affirmed that Beirut was not dead because “it was still dreaming”.

Sami Ayad, “ ḥāt wa rusūm wa ṣ mūsīqā taqūlu fī iḥtifāl “Bayrūt Ṭabʿan” 
dances and music speak in the celebration “Beirut Tabaan”], 

Makarem, “Pour ‘Beyrouth videmment”.
“Ḥ maʿraḍ “Bayrūt Ṭabʿan”



necessary, feature of Beirut’s identi

torn country and whether it was problematic to try to “hide reality” behind the nostalgic 

artworks was not of primary importance; rather, the exhibition’s purpose was to gather as 

artistic contributions were often subordinated to the event’s commemorative and affective 

Vicken Cheterian, “Beirut…Of course?”, 



light, Cheterian’s intervention can be read as a challenge to the political utility of art when 

opportunity to engage in the act of “being together,” crucial for creating a collective memory 

how Dar el Fan and Janine Rubeiz’s curatorial work during the Civil 

also revisited the “personality” that Dar el Fan 



the exhibition’s impact resided less in the artworks themselves than in the communal 

Rubeiz’s transformation of her home into a gallery and later the formal establishment of 



—

referred to as a “Lebanese personality”—

initiatives, each of which sought, in different ways, to articulate Lebanon’s position in the 

while foreign cultural centres served as “windows” onto extra



disciplines and to act as a mediator in Beirut’s competitive cultural arena. On one hand, it 

wave feminism, which translated into debates on women’s rights, contraception, and 

abortion, culminating in the organisation of the Women’s Month. However, this was not a 

orted wholesale from the West but one rooted in Lebanon’s social realities and 

political tensions. By foregrounding women’s contributions, Dar el Fan expanded the very 



The political commitments of Dar el Fan’s members, already evident in the second chapter, 

force capable of embracing differences. This notion reinforced the centre’s function as a space 

currents. While deeply embedded in Beirut’s cultural ecosystem, the centre was inevitably 



exchanges testified not only to Beirut’s centrality as the cultural capital of the Arab world at 

el Fan’s role shifted. It became invested in the belief that culture could serve as the glue of a 

on through Janine Rubeiz’s 



in shaping Lebanon’s cultural, social, and political context. It did 

not to define an essence of “Lebaneseness” but to cultivate the conditions for a plural, 

social life. “Culture is what changes life,” in the words of Dar el Fan’s founder, Janine Rubeiz. 

Dar el Fan’s significance lies not only in its programme but also in its method. It represented 



The sociality embedded in this “house” was instrumental in offering a vision of cultural life as 

archival destruction. The centre’s building and archives were destroyed in 1976, leaving its 

identify a direct heir to Dar el Fan in today’s Beirut.

With its welcoming and homely atmosphere, Zico House echoes the “feel at home” ethos that underpinned 
Rubeiz’s project. While visual arts and exhibitions dominate its program
performances, and film screenings. As its website notes, “Zico House has also initiated collective projects, 
incorporating the whole building as a space for encounter and exchange.” Its mission includes goals such as 
“Encourage civil associations to use arts as a medium in their social work” and “Create an environment for 
exchange, dialogue and communication.” In this sense, Zico House seems to carry forward aspects of Dar el 
Fan’s ethos, even if under different conditio



Ultimately, Dar el Fan’s story is not simply a chapter in Lebanon’s cultural history. It is a prism 



Les Activités de ‘Dar el Fan Wal Adab’ vont s’étendre à toutes les branches des Arts et des 











L’importance de la lutte pour la libération de la femme dans le procès de changement de 





ou la Marche vers L’Est





El, ou la marche vers l’Est. 
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Figure 19. Article “At Dar el Fan next month Lebanon’s First ‘Café Theatre’”, 
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The dissertation examines cultural politics in Lebanon during the long 1960s and 1970s through the case 

study of the cultural centre Dar el Fan w-al-Adab [House of Art and Literature], founded in Beirut in 1967 by 

cultural advocate Janine Rubeiz (1926–1992) and active as a cultural space until 1975. It argues that the 

centre was an agent in shaping a particular cultural identity (termed “Lebanese personality”) in a time 

marked by internal tensions and international entanglements. After having retraced the structure of the 

centre, its mission and its ambitions, and selected early exhibitions, the subsequent chapters develop the 

analysis along different axes. Chapter 2 examines the contribution of women to the centre’s leadership and 
programming, with particular attention to feminist practices and the ways in which global feminist 

discourses were reinterpreted in relation to Lebanon. Political engagement is central in Chapter 3, which 

considers the interplay between culture and politics in a Lebanon caught between global Third Worldist and 

anti-imperialist movements, the regional impact of the Arab defeat in the 1967 War, and the outbreak of the 

Civil War in 1975. Chapter 4 situates the centre in a broader international network of regional initiatives and 

Cold War dynamics, where culture, politics, and diplomacy intersected. Finally, it examines Rubeiz’s 
dedication to culture during the War, understanding it as a resource for sustaining social cohesion. The work 

sheds light on an understudied cultural institution, but also proposes to read it as an active cultural and 

political laboratory. The model of cultural identity that emerges is porous, attached to local concerns while 

also positioned within wider regional and global constellations. 

 

La tesi discute le politiche culturali in Libano durante i decenni 1960/70 attraverso il caso studio di Dar el Fan 

w-al-Adab [Casa dell’arte e della Letteratura], fondato a Beirut nel 1967 dall’attivista culturale Janine Rubeiz 
(1926-1992) e operativo in quanto centro fino al 1975. Si sostiene che il centro fosse un agente attivo nel 

plasmare una certa identità culturale (chiamata “personalità Libanese”) in un momento contrassegnato da 
tensioni interne e intrecci internazionali. Dopo aver ritracciato la struttura del centro, la sua missione e 

ambizioni, e alcune prime mostre selezionate, i capitoli successivi sviluppano l’analisi secondo assi differenti. 
Il Cap. 2 esamina il contributo delle donne alla leadership e al programma, con particolare attenzione alle 

pratiche femministe e a come femminismi globali fossero riletti in relazione al Libano. L’impegno politico è 
centrale nel Cap. 3, che considera il rapporto tra cultura e politica in un Libano teso tra movimenti 

Terzomondisti e anti-imperialisti, l’impatto della sconfitta Araba del 1967, e lo scoppio della Guerra Civile nel 
1975. Il Cap. 4 situa il centro in una rete internazionale più ampia di iniziative regionali e dinamiche della 
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Guerra Fredda, dove si intersecano cultura, politica e diplomazia. Infine, si analizza l’impegno di Rubeiz per la 
cultura durante il conflitto, quando questa viene intesa come una risorsa per favorire coesione sociale. Il 

lavoro fa luce su una istituzione culturale poco nota, ma propone anche di leggerla come un laboratorio 

politico e culturale attivo. Il modello di identità culturale che ne emerge è poroso, legato a interessi locali ma 
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