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Introduction
The film ‘Banished 1609: The Moorish Tragedy’ is a project supported by the Arabian House and International Institute for Arabian Studies and of the Muslim World, that brings attention on a historical event: three hundred thousand Spaniards –called the Moorish– were banished in 1609 by decree of the Monarch, on the grounds of them being of Muslim descent, it being to that moment an unseen phenomenon in Europe.

To help interpret the ejection of the Moorish, a series of films was produced which can be adapted to different audiences and publics, with varying interests and abilities: from the general public of network television to that of the educational sphere. The production process took two years and two teams worked on it: an academic team of researchers under the direction of the Arabian House and another one formed by  motion picture experts directed by the production company Sagrera TV.

The goal was to describe one key moment in Spanish History. We were facing a political decision –a decree commanded by the Spanish crown in 1609– and a human tragedy –the ousting of 300,000 people off their native country. Therefore, it was about displaying the historical facts while creating such emotional tension that the viewer could feel related with these events and access them in a more profound manner
. The ousting of the Moorish was not an anecdotic historical event but one that shook up society at that time –an it still moves us–, a tragedy that touched not only the Moorish people who were banished but also the Christian community who allowed for it to happen, even applauding it or silently disapproving it.

We found that the documentary was one of the most appropiate ways in which to describe this complex situation
. 

Three coordinated lines of a fictional script
 were developed in order to form the elements of identification in the various audiences:

a) A typical family –they actually existed, according to historical records–, that works inside the fiction as an element that helps connect with the viewers by expressing their feelings at being expelled, by means of a fabled plot.

b) A two-timed story that breaks the diachronic evolution by means of the appearance of the same characters in two different time settings –the story of them being banished and the present time in which what caused this tragedy is revealed in the form of a thriller.

c) The introduction of this second semi-fictional stance in which real experts explain to the audience the key elements of the historical tragedy that meant for a whole community to be ejected.

We focus on one of the five products that were created: the fictional-documentary, in which the elements of emotional connection were developed to allow the viewer get inside the story to understand it, and profit from the explanations given by the experts, thus breaking the filters and the usual scholarly barriers often found in cultural documentary films, specially in those that narrate historic events.

The hypothesis we work with is that viewers fail to fully understand a historic event if they cannot relate personally with it, if there is no awakening of emotions that will break through their sense of reality and pull them into the story that they are being told, in the same way as it happens with non-fictional films
. Therefore, we point out the need to develop a narrative strategy that respects the scientific value of a documentary but at the same time avoids filters, such as academic language, that create a distance from the viewer. ‘Banished’, thus, represents a real experiment for a new type of educational-cultural documentary.

In 2008, the Arabian House
 joined together a group of experts in social sciences and communication so that they would develop a documentary that could merge culture and broadcasting in the telling of the Moorish drama. The idea was to bring forwards on a subject that until now had only been spoken of in academic circles and transform it into a great project that would employ audiovisual media and new technologies. The goal was to show the analysis and the debate about the tragedy as it took place. All of it should be framed within in a storytelling accessible by the greater public and conforming to the criteria of the language best appropiate for the small and big screens, that could help audiences identify with the story
. It was decided to give this the form of a film due to its innovative and avant-garde character
 and the genre of documentary-fiction as the best storytelling strategy to describe historical events
 and in which the film producing company Sagrera
 was specialised in.

The evolution of documentary- fiction
The last thirty years have seen a great revolution of the documentary as a film genre
. At first it was a linear storytelling strategy that illustrated a written text with images in motion and that has had an evolution and a storytelling style
 different than those of the television drama or fiction. The only relevant innovation introduced during the sixties was the addition of experts’ comments or –as done in the culture section of BBC– the presence of a well-known narrator –an expert or a famous character– that would speak directly to the viewers seeking their complicity
.

In its evolution, the reality-documentary moved forward seeking emotion and the viewer’s complicity
; following in the steps of the big screen
 and awakening viewers’ emotions and reactions
. Meanwhile, new genres appeared, such as the mockumentary or faux documentary
, that offered somewhat credible and provocative stories that exceeded reality. Mokumentaries irrupted the documentary scene showing an absurd forgery of the landing on the moon or the untold history of cinema in ‘Forgotten Silver’

(directed and featuring Peter Jackson and Costa Boates in 1996). The faux documentary helped the real documentary in the sense that it demonstrated that only a good story was a real story, that only a tale that could touch viewers’ emotions or awaken an urge to learn more would be grasped and accepted as their own
.

The historical documentary followed this evolution from a long distance and with great apprehension, except in those documentaries about historic memory that in themselves had a great dose of dramatism
. Extras had been introduced during the sixties in historical documentaries, something that was widely criticised by historians and scholars who wished for a complete separation to be kept between their discipline –considered a description of reality– and fictional narrative –scorned at and disregarded as entertainment for the masses
. Furthermore, these first experiments were based on trite subjects and provided with a grotesque or merely anecdotic outlook on events
.

In the big screen, a series of historical films contributed to trigger thinking about the teaching role fiction plays over collective historical memory. Historical films had clear documentary purposes such as ‘The Return of Martin Guerre’ (1982), ‘Quest for Fire’ (the film by Jean Jacques Annaud, 1982), some had expert-supervised historical settings such as ‘The Name of the Rose’ (1986), whose scenery was built with the counsel of medievalist Jacques Le Goff
, or Bernardo Bertolucci’s ‘The Last Emperor’ (1987).

The historical documentary kept adapting to the changes of the big screen, adopting them: extras played an increasingly bigger role, representing entire parts of the story with a stronger control by the scholars, who made sure there were no anachronisms in the costumes, furnishings or buildings presented. In this context, a new genre appeared: the docufiction, which introduced one great innovation, a plot with dialogue played by professional actors.

The new docufiction, in which the solution to a mystery was revealed by a succession of researchers that appeared on the screen, borrowed the argumentative storytelling of historical and crime novels. The most noteworthy example was the investigation done by National Geographic in the famous ‘The Lost Gospel of Judas’
, which received extensive media coverage.

In recent years, technology has allowed a series of representations, backgrounds and virtual constructions to be added to documentaries, providing them with extraordinary value
. At the same time, the documentary has adapted to different screens and formats
: it has known how to capture reality as the best genre with which to interpret it and reach our emotions
. So much so, that big screen films have become documented and try –while conveying they are based on true stories– to commit us with the stories they offer.

Seduction is not manipulation

The film ‘Banished 1609: The Moorish Tragedy’ brings together broadcasting, education and science within a dramatised story. A group of recognised Spanish actors from the big secreen and from TV series was hired, including actors such as widely recognised Fernando Guillén or young Pablo Derqui.

A mysterious plotline recreates an old topic of gothic novels: the finding of a secret book, the history of the Aziz family written in Aljamiado language (Romance language transcribed in the Arabian alphabet)
. This is why the main location chosen was the town of Almonacid de la Sierra where an authentic Aljamiado language library from the 19th century was discovered
.

Two historic events were brought together: the banishment of the Moorish community of Almonacid, an Aragonian town on the dry land property of the Count of Aranda
, and the fortuitous finding of this Moorish library that had been buried for centuries
. The innovation introduced by the docufiction ‘Banished 1609: The Moorish Tragedy’ is that both stories crossed paths, allowing the continuos interplay between reality and fiction. On one hand, the story of the Moorish 17th century family forced to leave their town, Almonacid de la Sierra, and on the other hand the current adventures of a young Aragonian professor going after the truth about the book found in Almonacid.

The script was respectful of the characters’ names (the Ariz family was one of the expelled, the master of Almonacid at that time was one Ximénez de Urrea, Captain Larrasoana was at the harbour of Alfaques during the embarking of those banished from Almonacid, the priest Aznar Cardona had worked with the local Moorish community, Dr. Calavera was also banished at that time…). 

In the same way, dialogues were in many cases extracted from documents of that time, novels, essays and anti-Moorish pamphlets. The crook who sells popular chronicles on a square paraphrases the ‘The Talking Dogs’ a complex text by Cervantes, the Jesuit priest recites texts by Pedro de Valencia and the anti-Moorish cleric arguments in the words of anti-Moorish pamphletist Jerónimo Aznar Cardona
.

The main character of the fiction, a young high-school professor who has inherited a house in Almonacid, looks for truth among real life experts, interviews historians who will clarify his doubts and questions them about the Moorish community. Professors Bernard Vincent, Manuel Barrios, Enrique Soria, María Luisa Candau, Dolors Bramon, Ricardo García Cárcel, Raja Bahri, Luis F.Bernabé Pons and Abdelhakim Gafsi collaborated in making the fable more precise
. They all entered the fiction as actors in the docufiction playing the best role they could perform, that of authentic scholars who answer the main character’s questions.

The main character follows an elightening path through which he discovers the true story of the Moorish family narrated in the book found in Almonacid while he also learns about what really happened to the Moorish people, as revealed to him by the experts. The scenes tell the story of the Aziz family during the tragic events of 1610 as well as the relationship between the young professor and his grandfather. The same actors interpret both the 17th and 21st century characters. The plot will lead us to a final solution that the main character will discover after a trip to Tunisia and to the Moorish town of Destur.

Identification as a means of understandig reality

Has this project fallen into the society of the spectacle described by Guy Débord, abandoning every attempt of transforming reality or has it chosen the best way to achieve it? Débord’s great criticism of situacionism implies not that its description of the leisure industry –the largest in the world at present– and its anesthetic treatment for reality is not right. But, in order to change reality from within show business one has to be able to tell a good story, as every great Revolution has been.

On the other hand, have documentaries become propaganda services with political purposes? This kind of documentary with political purposes –nowadays disguised as educational or national– carries a long tradition, ranging from Leni Riefenstahl’s films to Chinese revolutionary and post-revolutionary productions
. Political advertising film has certainly reached the masses at given times –it is usually quite bureaucratic, cloying, dense– but it manipulates them, instead of seducing them, which would be more legitimate.

The hypothesis we develop is the inability to really understand historic events without the personal identification of the viewer, without an awakening of emotions that make him break away from his sense of reality and enter the story he is being told. Therefore, it is necessary to develop a narrative strategy that respects the scientific values of the filmed document while avoiding filters that create a distance, like technical or scholarly language. ‘Banished’ serves thus as a real experimentation lab for a new model of educational-cultural documentaries.

Dziga Vertov’s ‘kino-eye’ theory can be restored into a camera commited with reality
 while displaying and managing its own narrative strategy. Empathy with the viewer becomes crucial
 and only a story –and family stories are the most empathic– can achieve it. The bigger picture we want to show can be deconstructed into small family tales that together make up an interesting, seductive cosmos. The story of the banished family tells us about Moorish everyday life, their ways, food, work, culture and religion. The Aziz’s story shows more clearly the complexity of a society that we see painted in every hue through the characters than a treatise written by a scholar.

Conclusion
It is necessary to fight against the demise of historic memory and the fixation with the present exhibited by our show business. At the same time, it is necessary to combat the separation between scientific, scholarly thought –oftentimes expressed in an unattainable language– and the everyday reality of contemporary societies, absorbed by anesthetic fiction.

The project ‘Banished 1609: The Moorish Tragedy’ has intended to bridge that gap by telling a good story about a time in Spanish history that had been forgotten, bringing together the scholarly world and ordinary people.

We have suitable technical and dramatic means. No period of time has had so many means of telling a good story and touching the viewer: from special effects to the introduction of computarised techniques, from the best narratives to the best actors. All this at the service of a leisure industry that provides for the immediate needs of the viewer but doest not satisfy his expectations.

Most film products consumed by current viewers in the society of the spectacle are technically correct but show generally neutral values, non-commiting solidarity, light philantropy… The viewer is asked to identify with established non-dangerous values. Meanwhile, the stories that are being told constantly repeat similar family and relationship conflict patterns, so easily solved that seem unrealistic. There is no surprise in the ‘surprise’ of the pre-cooked script. The viewer stays unsatisfied despite the excess of fast-foodlike movies. The viewer wants to watch reality but grows even more skeptical, thinking all reality is fabricated.

This urge for reality and for getting to know the world around him gives us the opportunity to offer the viewer new ‘exciting’ films that can help him understand the circumstances and key elements of the present based on historic memory. For that, he must be provided of good context. These new products must rely on the strategies of currect fiction, its great development, its absolute power to seduce. They cannot talk to the viewer from the distance of a scholarly language, with a dense and improbably educational rethoric.

It is not just about seducing a viewer highly trained –even subconsciously– in film language due to constant consumption. It is, also, the best way to make him become comitted, to get involved and understand the story being told.

Documentary fiction –that dramatises reality without moving away from it– is the most appropiate way to show the hues and shadows of a subject without the dogmatic concepts from certain experts. It allows us to get in front of real, flesh and bones people who doubt, contradict themselves and regret their own decisions. Identifying with these characters and their stories allows us to get into their skins and ponder about those events that were not historical but a part of everyday life when they took place.

The project ‘Banished 1609: The Moorish Tragedy’ has been the small film cosmos in which this new form of documentary that explains reality by means of emotions, identification and viewers’ commitment has been tested.
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