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aide-mémoire:
footnotes (part II)

In honour of our fifth year running, Barjeel Art Foundation presents the second install-
ment of aide-mémoire, a show that highlights the multitude of stories that encompass
an exhibition. Aide-mémoire, which translates from French as an aid for memory, cen-
tres on the ways in which we see, remember and record personal encounters. Many
of the works featured envision different ways stories, whether they are our own or
someone else’s, can be recorded and fictionalised through aesthetic creation. Some
of these works envision the past, probe the present, while others also contemplate an
uncertain future. '

Opening in December 2014, the first instalment of aide-mémaoire was in part the begin-
ning of an enquiry where we presented our visitors with a personal request. We asked
each person to write down in notebooks what they saw and how each artwork affected
them, or caused them to recall something familiar in their own lives. In this gesture,
we wished to highlight not only the stories of the works on display but also those that
largely go unseen, since our visitors often come and go quietly.

These notes have left us with what we would like to call footnotes, a multitude of side
notes that have included vivid descriptions of works, personal stories, lists of words,
books of poetry, drawings and scribbles, as well as empty pages. The notebooks
serve as annotation; an aide-mémoire of a past exhibition in a changing gallery space.
These footnotes comprise a series of ways viewers, who have set foot in Barjeel Art
Foundation, have seen a collection of works, which in turn leaves us with a map of our
own past made from a collection of personal views.

- Mandy Merzaban
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. Being Sadik: Home, Existence, and Figures in the Shadows

FAWZ KABRA: How do you describe your work and practice at large?

SADIK KWAISH ALFRAJI: | follow a passion that is hard to describe. Perhaps it is
a blend of nostalgia, anxiety, fear of annihilation, and the heart’s surrender to the
unknown - something | think we always anticipate. | do not seek beauty in my art
work. It is not a practice that I use to fill a void or use for pleasure. In the end, my
mission is to try and make peace with my existence in this world and make living
in it possible.

FK: Your work tells many stories. | am wondering if these stories are borrowed
from life experiences but also very curious to know if any particular literature
inspires these stories.

SKF: My work stems from multiple sources, the stories you find in my works could
be inspired by a book or stories that I have heard of. However, most of the time they
come from my own experience or the experiences of the people around me. It may
so happen that our circumstances overlap, or we run into each other. These stories
can be texts that | write myself that are sometimes influenced by the writings of
different authors who are mostly poets, novelists, philosophers or Sufis such as in,
Biography of a Head or Godot to Come Yesterday, or derived from mythological
texts such as in, Enuma Elish.

In the end, our existence is a fabric made up of countless stories, which weave in
our dreams, fears, love, heartbeats, and all the little details that make up our daily
existence. These stories are in fact a massive repertoire of concepts, questions,
exploration and artwork at the same time.

FK: Can you tell me about waiting and expectations as inherently human
characteristics?

SKF: Both our life and consciousness are built upon the concept of waiting, which

implies some sort of anticipation, which, in turn, cannot be without imagination.
We find ourselves endlessly spinning within this triad: waiting, anticipation and
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The artist Sadik Kwaish Alfraji at work in the atelier.

imagination. | don’t think we can even conceive of our existence without the
wait or imagination that carries with it the image of an anticipated thing.

As far as | am concerned, waiting and anticipation take an existential shape
that brings with it questions of identity, meaning and the fragility of our exis-
tence, one that is engulfed by nothingness on all sides. For me, waiting takes
the shape of a question; of anticipation, bewilderment, and stupor. It is like
gazing at a vacuum, trying to catch the impossible. In one way or another,
my artworks revolve around this concept, as you might see in Godot to Come
Yesterday, particularly in that look that is filled with bafflement and awe when
peering towards empty space. This is a recurring theme in most of my works.

FK: Can you tell me about your family’s background and the journey that
life has taken you on?

SKF: | grew up in a poor family. We lived in a neglected, densely populated
area called Al Thawra City just outside of Baghdad. My family was a mixture
of simplicity, frugality, love and sadness. You could see this sadness in the
singing heard around the house, the folkloric poems my father used to recite,
sickness and the death of relatives, weddings and funerals, and especially
accented in Ashura seasons with all the eulogies and lamentation through
which everything turned into a reason for weeping. Yet, that sadness was full
of colours, shapes, and tales that provoked both imagination and passion.

That house and that city, where days carried along endless stories and events,
sowed the seeds of my consciousness, which also blossomed in all my works
from the very beginning.

FK: The figures in your work are silhouettes with life-like hands or eyes.
Can you explain this choice of representation?

SKF: The hands and the eyes are the human sensory organs that are most in
touch with the world. They are the most influential agents of our cognitive for-
mation, and by emphasising them I try to reaffirm my existence. Furthermore,
underlining the realistic shape of the eyes and hands while blurring all the
other features, or even concealing them inside the blackness, is an attempt
to highlight the contradiction that surrounds our relationship with the world.

I cannot say that the hands and eyes are a permanent feature. But they have
been appearing more so in my recent works. This feature might well phase
out or even develop into something completely different.

FK: Can you describe your process as you make your work?

SKF: I am initially prompted by an emotional tension and from there my work
develops into a concept that consists of different elements that materialise as
multimedia works or coal, ink, and paper.

I cannot set boundaries as to which work morphs into a multimedia project
and which remains as mere emotions on paper. | can say, though, that if there
are certain cases connected to ideas or concepts, this is then enough for me
to express them in terms of a painting or a drawing. | can see my feelings
developing into a stream of thoughts that form the basis of an art project. This
is exactly what happened with The House That My Father Built. This work was
the outcome of a profoundly deep emotional moment that had lived inside
me for an entire year before | was able to bring it out in the shape of a complex
work with multiple elements.

FK: Can you tell me about scale? The figure such as the one in The House That
My Father Built from 2010 is enormous as it looks down on its viewer side-
by-side to the clothing that hangs from the wall amongst small black and
white portraits of a man and woman. I am curious about this use of scale.

SKF: Regardless of size or content, all stories seem small, fragile, and in-
tangible when seen through our memory - as if the wind carries them away
among countless other stories. When we remember something, we see it
through this memory aperture, like a moving picture, that keeps changing
before our eyes without being able to catch even one specific pure mo-
ment. In the exact same way the figure in the work leans forward while
watching the house and its surroundings.

Photographs courtesy of the artist

I did not intend on the figure’s size to be that way. What was more important
to me was conveying that when we look at our memories, all stories seem
much smaller than we imagine them to be. All stories belong to the past now,
and what | see as a small representation is mere memory, no more no less.

In this sense, the giant figure in The House That My Father Built was not
looking at a real house, rather a home that once was, or the place where he
grew up but later was estranged from. This home lies deep inside his senti-
ment and memory.

| believe size here represents absence.

FK: Can you tell me about the particular story belonging to The House
That My Father Built? Is the house still there? Do you go back to it often?

SKF: Yes, it is my story. It is the house where | lived my childhood before mov-
ing away from Irag. When | went back twenty years later, | simply did not find
it. It was the same address, but the building itself had dramatically changed
except for the smell, the coffee, and my mother’ face. Even my father’s cloth-
ing was kept neatly hung in the closets, although months had passed since
he passed away. Those clothes smelled exactly like my father when | said
good-bye to him years and years before my return. That experience was full
of memories, sadness, the voices of the past and the innocence of childhood
mixed with the profound feelings of losing my father. | was in complete awe as
I examined his belongings still scattered throughout the house.

In terms of your question, whether | still visit the house or not, | can say that
it is not a matter of one particular house in a specific place anymore. After
so many years of absence it was no longer the actual house | had kept in
my memory. The house erected at the moment does not look at all like the
one residing in my memory. Yet because it exists inside me | still feel a highly
intimate relationship with it. It is my home, the place that knows me as much
I know it. Several details may be missing, but | feel it beating deep inside my
inner being.

We carry our childhood homes with us forever. Regardless of how many fea-
tures may change, or corners become reshaped, they still breathe inside us
gently like a guardian spirit.

FK: In Sisyphus Goes on Demonstration from 2012 one cannot help but think
of the protests in Tunisia, Egypt, and Syria that started back in 2010 and
changed the landscape of the Middle East. There seems to be more than

just the so-called Arab Spring rising in your work. Am | wrong to assume
so? If not, can you elaborate on the work, the aesthetic, and the motion of
the figures that forever move in place?

SKF: Yes, | completed this project having been influenced by what people
know as the Arab Spring. On the other hand, | did not want it to be purely
political. Thisis why I associated the events taking place on the streets of Arab
cities with freedom, as | understand the term, in its existential dimension. |
found that the character of Sisyphus most accurately represents this mixture
of both revolting against pain and dreaming of freedom. | could not separate
the Sisyphus I imagine from the multitudes of people carrying their dreams
of deliverance and liberation. In this work, you read that Sisyphus has all the
right to go out on a demonstration and cry out loud against his destiny, but
the inevitable question always haunts you: will he ever find freedom? | believe
this work offers an answer based on my own perception of freedom and the
realities of our Arab societies. The freedom we seek will always be an unat-
tainable quest. Sisyphus will forever keep pushing the rock, making his efforts
to reach anywhere futile.

FK: I am curious about how you see the term “violence” functioning in
your work. It does not have to be an overt and literal violence, as | see
it occurring in both The House That My Father Built where the violence

A spread from the diary.
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is inflicted on the landscape by the departing of its inhabitants, just as
much as Discussion where the title and image of your figure holding a gun
can be ominous.

SKF: Generally, violence is man’s destiny on Earth. Every civilised effort is an
attempt to change this destiny. Sadly, violence engulfs our lives in the Middle
East on a large scale because of so many social and historical realities, and
as far as I am concerned, violence and my life in Iraq were inseparable. Since
childhood, we were always in fear of parents’ slaps on the face and their
punishments, the teacher’s cane and the superintendent in the classroom.
Violence surrounded us from all directions. And then it was the dictator with
his bloodthirsty mood that began a cycle of oppression and uncalled-for ex-
periences that set Iraq in a permanent state of war.

Yes, violence may directly appear in The House That My Father Built and sev-
eral other works, but not all. Though it is one of the main components of my
human experience. Its influence still resides in my innermost conscience and
vision of the world.

FK: It is tragic that this land is ravaged and continues to witness many
tragedies. This is very apparent in your work. The figure, which comes
from the land, narrates the story. Can you tell me more about this?

SKF: I don’t know what to say. This is my homeland, where | grew up. It wit-
nessed my first love story, the first book | read, and all my other firsts. What

“Aah” or “yailahi” represent
the pain of the soul, mind and body.

is happening at the moment is a disaster that digs deep into our conscious-
ness. We are witnesses to a pivotal historical era to which we are both the
fuel and victims at the same time.

Yes, this figure has come from there. It is the result of what happened, and con-
tinues to happen, there. On the other hand, I belong to this world in general and
carry inside me an entire human legacy with all its achievements, defeats, and
unanswered questions. Therefore, my homeland’s tragedy takes a global dimen-
sion directly connected to our existence as a race. This figure tells this particular
story, an experience that concerns all human existence in general and not just
one specific city or country. This figure is like a storyteller who narrates his an-
ecdotes in the form of adages or depictions that refer to much larger meanings.

FK: Can you tell me about /n the Name of Freedom from 2007? The image of
a black figure being devoured by monstrous serpents is very unsettling.
It also feels like a foreshadowing of a violence that is about to come. I am
curious about how you negotiate the images you create to those that we
see in news media?

SKF: This painting is part of an installation that was first exhibited in 2007 at
the Stedelijk Museum in Den Bosch, the Netherlands. Titled Born on April 9th,
the date Baghdad fell to the American Army in 2003. The installation meant
to say that April 9, 2003 was not a liberation day as much it was the day a sti-
fling plague started to fill the air - the plague of occupation and all the death
and devastation associated with it. In that painting, | wanted to depict Irag as
I saw it: a prey ripped apart by the talons of the four corners of the world” as
depicted by the four monsters in the painting.

For this work, | was inspired by the Assyrian relief sculpturing techniques
used in the renowned Assyrian carving of a wounded lioness. Images of
fear, anxiety, and death that came out from Irag on a daily basis contrib-
uted to shaping this painting, in addition to my own experience with the
Iragi army and death itself when | watched, and even touched, scores of
the corpses that arrived everyday to their families during the Irag-Iran war.
Wrapped in nylon and enclosed in casket, the bodies would reach their
final destination in my miserable city. All of this contributed to the dramatic
vision of the painting.

FK: Do you think that Art has a responsibility to be part of the political
and social spheres? Do you view your work as being politically and so-
cially charged?

SKF: Sometimes art can be part of politics and the society as a whole, but
not necessarily all the time. It's true that the socio-political system affects
artists, but they do not necessarily have to express it or be part of it. There
are absolutely no rules governing this issue, except that art is the product of
its age and will surely be influenced by its contemporary events and systems,
express them, or even belong to them.

For me, the political and the social have strongly blended into my being. |
mean all my ‘self’ components: reason, emotions, life experiences, readings,
dreams, fears, and anxieties and so on. | do not take on politics or sociol-
ogy as researchers or documentaries do, rather | deal with them through my
overall vision of the world and existence. This was the motive behind Sisyphus
Goes on Demonstration and Born on the April 9th.

If a politician assassinated my freedom, for me, it is not only because he is a
dictator in the political sense of the word, but also because he is the ‘other’
as an existential concept - the other who takes away my freedom and adds
many conditions that strictly confine it.

FK: You have been making these figures for a long time. They appear in
such works as Vitruvian Man (2006) and continuing to take a more asser-
tive shape in | Am Just Tired (2008), It is a Long Way to Go (2008), and Give
Me A Poem (2009). Have you developed a relationship with this figure? Is
it the same persona each time? Can you describe what you imagine to be
this figure’s narrative?

SKF: | have been making the figure since the early 8os, and the black-
ness developed and crystalised with my early attempts of wood and zinc
carvings and calligraphy. | used to draw the figure considering it to be the
other, and dealt with it through the concept that it is an existing being that
dreams, loves, and suffers, just like me. Over the last few years, though,
the figure developed more into becoming the specimen that represents
any one of us. It is the sense that the word ‘existent” suggests when we
mean the human existence. The figure is you, him, her, and most certainly
me. When | draw the figure, it feels like | am portraying all my human con-
ditions in all their different aspects.

FK: In Bio of a Head (1984-2014) you use text to tell the story. Where is this
text derived from? | was especially taken by the phrase “ya ilahi”. There
is a powerful gesture in that phrase that seems very appropriate for a lot
of your work.

SKF: Bio of a Head is one of my old scripts, which I wrote as a screenplay for
an animated movie | thought of creating using an 8mm camera. Yet, poverty
and inability to find most of the materials forced me to complete this text as a
book by printing the engravings on linoleum. This was in 1984.

I reproduced the work in 2014 for two reasons: first because its theme is still
valid today and aligns with my current vision of art and the world in general,
and second, because | still wanted produce it as a film. | also found that it
would be most appropriate if | reproduced it in a way that preserved the origi-
nal shape of the pages in the book because that would be in harmony with the
concept of seeking salvation as | had originally intended.

“Aah” or “ya ilahi” represent the pain of the soul, mind and body. The most
genuine expression that comes out of us in this situation, this particular “ya

ilahi” is always there in all
my works.

FK: Can you tell me about
the use of animation in your
works? You start off with
static images that you po-
etically bring to life. I am
curious about your concept
in using such a technique.

SKF: Originally, I am a
graphic artist. | love expres-
sionism, black inks, char-
coal, printing, and calligraphic View from the roof of Alfraji>s family home
works. | am also a painter who

loves mass, line, and space.

But my mind is hums with persistent concepts that aspire to go out and own
their place in my work. In fact, I have always found it difficult to be content
with what I apply on paper or canvas, thus moving to Europe and opening up
to new art mediums and materials, coupled with my previous experience of
creating many works on film, gave me a formula that completely fits my true
nature: animation.

In short, animation is my tool. It allows me to think without limits.
FK: Can you share your thoughts about identity and contemporary art?

SKF: As | mentioned previously, belonging to the whole wide world has
become a fact, especially after much overwhelming technological revolu-
tion. In a situation like this, where boundaries are blurred, identity takes a
mutant shape, which makes it even more difficult to define or outline dif-
ferent identities. Currently, we are facing what can be called a compound
identity where human beings equally belong to the cities where they live
and the world in general. We carry two identities, think and act in two differ-
ent ways, and so on. Of course, it gets more complicated when the cultural
gap between our cities and the world widens. Postmodern thought has in-
troduced several ideas that left their mark on the concept of identity, and
consequently on contemporary art in which the identity crisis is ever so evi-
dent. The best proof that an identity crisis exists is the scarily immense gap
between art in our region and the calamities, tragedies, and daily violence
our cities witness.
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The power of poetics, the power of politics:

FAWZ KABRA: | would like to start with talking about / Carry My Flame
(2011), the work on view at the Barjeel Art Foundation’s exhibition aide-
mémoire. The same work was also on view at the Barjeel Gallery in De-
cember 2014 - February 2015, and | think its purpose in being repeated in
two consecutive shows is to develop a collection of narratives and pres-
ent new ways of seeing the same image twice.

You had made this piece in response to the uprisings that took place in
Tunisia and were followed by the uprisings in Egypt, Yemen, and Syria.
Can you tell me about the piece?

ALI CHERRI: | Carry My Flame was initially part of an exhibition from 2011, just
a few months after the world witnessed Mohamed Bouazizi’s self-immolation
on social media, and protests began throughout the Arab world. The exhibi-
tion was called A fleur de peau, which can be translated to “skin deep.” The
exhibition was thinking about the meaning of the gesture of burning oneself
in a physical sense, purposefully burning and disfiguring oneself. The whole
idea was to expand from the footage found on YouTube. The footage used for
I Carry My Flame was taken from YouTube, but is not Bouazizi. It is someone
else who is walking while being set on fire. It is really striking footage. After
seeing the video, | decided that | wanted to take it from a low quality image
and turn it into an image on silkscreen.

The process, for me, was very corporeal: shifting it from a pixelated digital im-
age taken from my screen and transferring it to something very physical and
that has texture. | redrew the frames and the print for the silk-screen by hand.
With this process, | wanted to move it from an image you quickly consume
online to something you see as high art or even craft, giving it texture, pres-
ence, and turning it into a stain of sorts, thinking of this whole idea of markings,
of a stain on your skin or of scars. The image is from the same video but using
different stills, to give an effect of watching a stop motion film, so in each frame
you see him in a different position. This is the way | saw it in the video. It looked
like a kind of stop motion.

FK: That’s really interesting. You relate to this specific image as a pattern
of pixels on a computer screen in its digital format, or a silkscreen, which
is a very tangible and physical process that produces an image. | say this
because it is not a fixation with what the image portrays - a series of a
figure in mid-stride set on fire. Can you tell me about what “the power of
the image” means to you?

AC: One of the questions for me from all these images from the Arab world -
Tunisia, Egypt, Libya, and Syria - all these images arrive at us as though they
represent the oppressed versus the oppressor. It is always in this duality of
images: demonstrator versus regime, and so on. What | was trying to do was
pull these images out from this one truth versus another truth dichotomy,
and give them back their power. | wanted them to have a place within imagi-
nation, telling stories, as well as aesthetics. To me, the power that an image
contains is not the power of its evidence, as a chunk of reality, but the power
to put them in a context where they are images that we can project our own
truths and narratives. The images have power to amaze us. So here, | was
trying to point out the function of images.

FK: But is there a worry in that - a worry of taking an image and projecting
one’s own truths and narratives on to it?

AC: Well yes, it's exactly this. | don’t think these images can tell any truth or
give a description of a reality. This is a question that started before the Arab
uprisings when the Turkish ship Mavi Marmara was headed to Gaza in May
2010 and the Israeli navy and military attacked the boat and stopped its at-
tempt at providing humanitarian aide to the civilians in Gaza. There was this
whole thing about who started shooting first. Did the guns go off first, or did
the people on the ship provoke the Israeli raiders? What was interesting to
me is that the only documentation for this event were the pictures taken on
camera phones by the people on the flotilla, and that the Israeli and Turkish
governments used these same pictures to tell their own version of what hap-
pened. Both sides claimed that the other had started attacking first. These
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kinds of images from events of conflict are images without authority. For ex-
ample, the images we see on YouTube come from unknown sources. They end
up being just a continuous flow of images.

So | take these images from unknown sources and use them to tell my own
story, as the truth behind them has already been lost. | push this by putting
them into a gallery space and quoting them in a way.

FK: You say that you take these images to tell your own story. Is there
something in particular that you projected on this image?

AC: The story is mainly something I have lots of sensitivity for. My background
is a graphic designer and | have a certain sensitivity towards printing. So it
becomes sort of a tactile relationship that | have with these images. They be-
come objects | can touch, cut by hand, and smell (the ink). So my narrative
input happens when | recreate these images. | make myself personally part of
this production through the printing technique.

FK: So you take an image and project your narrative to it. You are also
conscious of the new space it occupies, whether a gallery or other. And
even your method of producing or reproducing the image is involved in
the construction of this narrative.

AC: Yes. But | am also producing the discourse around this image. The image
tells the narrative, but I don’t mean literally the image. | am not a good writer.
So where words fail me, | produce images instead. | am at ease with making
images instead of having to say or write words. When | use the word "image", |
mean every sense of that word: from its production, to its creation, its narra-
tive, aesthetics, and discourse.

FK: This brings me to the fetishisation of the image. And in your case the
image becoming this object you create through printing.

AC: I think we all fetishise these images. As soon as they go viral, they become
fetishised. They are used and reused, posted and reposted. | think we all have
this tendency to fetishise. But then it goes away and we find something else
to obsess about. Our relation to images is a fetishistic one.

FK: You describe a steady stream of images that are used up to the point
that they no longer speak to what they originally were made to depict.
This using, reusing, posting, reposting, disposing and bringing in of new
images, do you think this is a problem of images on the internet?

AC: | don’t see fetishisation as something negative or a fault. I like it. Whenever
I'm producing an image, even when | am working with a photographic im-
age, | rework the details pixel by pixel. So it's my relation to images. What
the Internet did is create a synchronisation of fetishism. We all fetishise the
same image at the same time, which is what viral images are. So most of us
are focused on this image and then we start seeing the parody, memes, and
different alterations. | see the Internet as being responsible for creating a kind
of synchronisation to the fetish of images.

FK: I am wondering how you describe or interpret your practice? You use
various media in your work, but there remains some kind of a connection
between them.

AC: | think of myself as an image-maker. Creating images in the broad sense
of the word, whether they are moving images, in print, or objects. Even when
I am working on a video installation | always start from a 2-D form. My mind
functions this way because of my background in graphic design. | am most
comfortable with video and making moving images.

My work is always political, even if it's not with a capital "P". Whatever the po-
litical act is - even if it's a civil gesture in a sense the way you would say “civil
duties” - my work is always engaged in whatever is happening around us.

But | want my artistic projects to bring the poetic into the political. Poetics
are hard to see in today's politics. This is something that | am always thinking
about. So yeah, that’s how | would frame the things I do.

FK: Your work varies from piece to piece, and as you say, it always remains
political. I am curious about how this functions in your current work. Can
you tell me about what you are working on now?

AC: | have recently begun working on a project about archaeology, which
started with the grant | received earlier in 2014 from the Sharjah Art
Foundation. | shot a lot of film in the UAE, mainly Sharjah and Abu Dhabi. |
visited archaeological sites and 5000-year-old tombs. I also got a residency
with the French National Institute for Preventative Archaeological Research. It
is a European program for artists working on art and archaeology. At the same
time | get to work with a German institute in Berlin, joining archaeologists
wherever they are working around the world.

I 'am interested in areas between Central and South Asia, Afghanistan, and
Turkmenistan. | am interested with this whole notion of the founding myth

of nations through archaeology. While | have filmed so far in relation of the
Gulfand Emirates, | am also expanding to other countries that are considered
archaic societies. | am looking at how archaeology brings out those archaic
histories. There are two things that are happening at the same time in my
work: there is what archaeology is looking for, and what is happening in that
country at the same time.

I have only just started this project, so there is more to develop. I also have
two shows coming up in Paris and another in Amsterdam that also relate to
art and archaeology, which will help me figure things out a little more; | will be
able to tell you more in a year.

FK: This makes me want to ask you, without thinking about any limita-
tions, is there an unrealised project that you wish to work on?

AC: I've always been trying to do this crazy interactive installation with cen-
sors and mechanics, but I still haven't found technical solutions to make it or
produce it. It is a vision of a semi-robotic semi-human thing. But this is still
just a vague idea that | want to do one day.

I really love mechanics and figuring out how things work. If | have a tape re-
corder, for example, | dismantle it and put it back together. So | really like
working with mechanical objects and especially now with all the possibilities
with 3-D printing, censors, and engines, a lot can be done!

It is a big mess in my head right now... things reacting to other things, the
potentiality of the technology of today, and so on. But I still don’t know what
this thing would look like. I'm just fantasising about the object itself.

FK: I want to backtrack a little. You made a great video titled Un Cercle
Autour du Soleil in 2005. You describe the work as "a cyclical video from
dark to light that reflects on growing up in Beirut during the Civil War
years, and how to adapt to the “post war” life; accepting the body that
is in ruin, and learning to live in the city that is always already in ruin."
The images are of post-war Beirut in ruins. It is a different archaeology
that you are revealing here. The downward pan of the video reminds me
of a simultaneous digging and revealing of another time. Can you tell
me about the work?

AC: Un Cercle Autour du Soleil was the first video | made. | was doing my MA
at DasArts in Amsterdam. It was actually the first time | physically left Beirut.
Because of this, | wanted to think about the relationship that my generation

has with Beirut. | was born at the beginning of the Civil War and when it ended |
was 16. So a major part of my life was spent growing up in a war zone and never
really leaving. So in a way, my generation, we have this affectionate relation-
ship to the war. It is part of our childhood memories. We even have nostalgic
feeling towards the war. | was also disappointed when the war ended because
I did not feel responsible towards it. It's a horrible statement, but when you
understand this from a child's point of you it’s a totally different perspective.

While making the video, | wanted to think about this relationship versus other
artists such as Walid Raad and Akram Zaatari, who were older and have a very
different responsibility towards this war. | also wanted to explore this idea of
memory, of being in a city that is constantly destroying itself, its relationship
to darkness because of no electricity and hiding in the basement. Also, living
as a kid during war, we played in the basements a lot, imagining what the city
looked like on the outside.

So | went out to see the actual city in ruins and had a moment with this
blinding light. It felt like | reconciled with the sun after all those days without
electricity, playing games in the basement. The sun can erase things and it
also has the power to destroy. It blinds things and wears them out. | used
to like the darkness because things can disappear and | can project my own
thoughts and images on to the city. But | found that with the sun, due to it’s
blinding light, I can once again project my imagined city.

I' made the downward scrolling of the video with a montage of different shots
that | put together. Again, my obsession with images! | worked on this for
three months, using different shots of the city, and putting them together
seamlessly. It was a total of a six-minute pan that started from the sky and
worked its way downwards to the darkest parts of the city. | wanted the video
to be made in a circular way where you start with darkness and move on to
shots of the sun and down into the abyss of the city.

People in Beirut couldn’t really figure out the montage right away. They all
knew that the images and places looked familiar, but could not make out how
it was done. | like this deception of images. You see something that you think
is familiar but cannot place it.

FK: We even managed to bring this conversation around full circle. What you
just said brings us back to the power of images, their poetics, and their pol-

itics. Images can do a lot, especially be deceptive. Thank you so much, Ali.

AC: Thank you.
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Memory as Medium?

Isabella Ellaheh Hughes

Memory is identity.

I have believed this
since... oh, since I can
remember. You are
what you have done;
what you have done is in
your memory; what you
remember defines who
you are; when you forget
your life, you cease to
be, even before death.

— Julian Barnes!

Inart, and particularly art being produced since the 1960s, the concept
of ‘medium’ is extremely broad, lending it an inherently illusive qual-
ity. Much like it is impossible to reach a one-size-fits-all definition for
the term ‘art’, the same can be said for ‘medium’. Inherent to art being
produced in the 21st century, as well as with much of the art that was
created in the last century, is an unequivocal amount of ambiguity.

It is fully accepted by those operating in the peculiar ecosystem of
the global, contemporary art world that anything from bodily flu-
ids (Marc Quinn’s ongoing Self series of portraits, which are com-
posed out of the artists” frozen blood, or Daniela Kostova and Olivia
Robinson’s Waste to Work ongoing series, which uses sweat to
power galvanic batteries?), to garish, giant stuffed animals cobbled
together (seen in the work of the late Mike Kelley), or remnants of
captured breath of an artist (Piero Manzoni’s Artist’s Breath), are
all legitimate mediums. These somewhat obscure, yet nonetheless
accepted and legitimised (via the vehicle of the art market; col-
lectors and institutions that acquire them; writers and critics who
cover them; and curators who include them in exhibitions) medi-
ums are transformed by the artist’s (or artist assistants’) hand and/
or conceptual projection, into an ‘artwork’. These artworks often go
on to fetch millions of dollars, as in the case of Kelley, whose larg-
est sculpture was sold to MoMA in 2013 for $4.15 million, with The
Wall Street Journal® reporting on the news of this acquisition in an
almost comedic fashion, with the headline, ‘"MoMA Buys Stuffed-
Animal Artwork for More Than $4 Million’. Nonetheless, even in an
era where fluids and stuffed animals are acceptable mediums, the
idea of memory operating independently as medium, rather than a
conceptual framework, idea, or ‘point of inspiration” behind a piece,

has rarely been examined critically and reflectively by curators, crit-
ics, and theorists alike. This raises then the question: can memory
be a medium in its own right?

As curator Mandy Merzaban writes in the introductory text from the
first part of the two-part exhibition, aide-mémoire, which opened in
December 2014: ‘aide-mémoire is a French term that translates as
an aid to memory often pertaining to notes, the exhibition presents a
collection of photographs, videos and sculptures, that can elicit sub-
jective responses from spectators’. Merzaban goes on to explain that
‘many of the artists in this exhibition reference memories that are per-
sonal or collective, showing how they can be recorded or fictionalised
through aesthetic creation.’

Memory as identity, whether personal or collective, real, or fiction-
alised iterations and reiterations of reality, is very much relevant to
the works in aide-mémoire, as well as to numerous other artists and
subsequently the artworks they produce that are not part of this ex-
hibition. With memory being so fundamental in the creation of art-
works, why then has memory been largely left unexamined regarding
its agency as a medium, rather than mere point of inspiration and/
or idea for an artwork? One possible answer as to why memory has
been left out of the conversation of medium is due to the personal
and intangible nature of memories themselves, which has left mem-
ory largely unexamined as an ephemeral medium in its own right.

However, is memory no more intangible than many of the mediums
referenced earlier, such as the physical and decaying remnants of an
artist’s captured breath, or collections of human sweat? With artists
today operating increasingly in a multiplicity of artistic identities, of-
ten serving as one-part social historian, cultural theorist, along with
performance artist, mixed-media artists, photographer, etc. perhaps
now, more than ever it is important to examine and legitimise the idea
of memory as medium, simply because it can provide some orderly
framework for connecting disparate artistic practices, giving some
semblance and order amidst the chaos and ambiguity that perpetu-
ally pervades the field of contemporary art.

In many ways, the curatorial framework put forth in aide-mémoire
and work by the artists included in the exhibition, directly opens up
the conversation and offers room for rumination as to whether or
not memory can be a medium in its own right. Rather than offering
a definitive answer in this essay, perhaps it is best for readers and
viewers to reach their own conclusion based on their experience and
engagement with the artworks that are part of aide-mémoire, as well
as through the responses collected by some of the participating art-
ists below, who were posed with the following question:

How does memory operate as
medium in your practice?

1 Keeley, Allison, The Art of Identity: Memory as the Maker. Available from: < http://www.theharvardadvocate.com/content/art-identity-memory-maker>. [2 January 2015].

2 Waste to Work. Available from <http://oliviarobinson.com/site/wastework. html>. [4 January 2015]

3 Crow, Kelly, MoMA Buys Stuffed Animal Artwork For More Than $4 Million.

Available from < http://blogs.wsj.com/speakeasy/2013/03/15/moma-buys-stuffed-animal-artwork-for-more-than-4-million/> [4 January 2015]
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Youssef Nabil

Memory plays a very important part in my work,
as all my subjects are related to cinema, old
black-and-white Egyptian movies that [ still
remember and grew up watching on TV. This all
inspired me and made me want to tell my stories
in a cinematic way, same with my technique of
hand-painting on black-and-white photographs,
which also came from that era. In my first film,
You Never Left, | wanted to talk about my country,
Egypt, which still lives within me, in my memories

and has never really left me, no matter where [ go.

Ali Cherri

Memory is essential for an artist and even more
so for a draughtsman. For a draughtsman, look-
ing leads to memorisation. You can see an ob-
Jject, or you can look at an object. These are two
very different types of perception. When [ look
at an object, | print it visually with all its details,
and it becomes a possible subject matter. Many
of my drawings are realised directly without

a sketch; however, they are not ‘invented;” my
hand tries to follow a mental image of a scene
or an object shaped by a subtle blend of memory
and imagination.

The schism between the object and its memory
is equally interesting because this schism creates
sliding and mistakes in reproduction, which con-
stitutes one component of the nature of drawing.
Drawing doesn’t indeed reproduce reality, but
proposes another vision. Memory is also subjective:
one same event won'’t be recounted the same
way, depending on who has observed it. Memory is
therefore blended intimately with fiction.

Mohamad-
Said Balbaaki

Two experiences have played a crucial role in my
work regarding memory:

1. Migration
2. The War [Lebanese-Israeli] in 2006

* Migration brings back loads of memories for me,
recalling misery and despair, which has been

: impossible for me to forget. When I stand in front
i of one of my ‘Heap’ paintings, it literally re-enacts
: awhole set of memories lost in a pile of rubble,
making it more difficult and challenging to re-
member as time continues forward. Images of

war, destruction, displacement, and ruins reside

in my paintings, which form a vague, yet strong
: picture on what I have experienced. As a result,

‘Heap’ becomes both a personal biography and

also, part of a collective memory.

The War in 2006 visibly created a shift in my

artistic approach. This shift took a historical and
 conceptual form; I startd looking back in history

through current events and city corners in search

. Nedim Kufi

This particular questions opens up several chan-

i nels that go back in time. | can describe them as
a network of canals in an imaginary orchard. The
i water disappears into the orchard, but reemerges
as subjective, affective ramifications that blossom
in imagination as branches, which keep stretching
: out of a tree of events and people until the moment
ends. What I am suggesting here is that my artis-
¢ tic practice of photographic memory is a different
¢ type of documentation.

It is not easy to outline or confine ‘memory’ within
: aspecific, conventional definition as long as we

i are immersed in visual and technical theory. Thus,
* my experience after twenty years away from my
country of origin tells me that memory is a set of

: multiple accumulations. I have been reading so
much lately about what subconsciousness is and

i how it operates. This drew me closer to memory’s
imagination, which is abundant with photographic
i elements.

My extreme interest in old images goes beyond
: the idea of nostalgia or yearning for the past
¢ itself. It seriously involves the depth of a very

: ) special way of looking that pierces through the
: of a theme as a compensation of personal memo- :

ries, which had been suppressed and lost. The
* more | search in history, the more | find myself as
an outsider living in a current reality, which is
continuously repeating the past, and possibly
predicting an unknown future.

: unknown which we long for more than we do

. towards elements already there in the image. |
specifically refuse the idea of memory being a

: temporary suspension of reality, or a sedative,
regardless of how special, unique or important
: that memory is. It has to be an organic motive,
which produces shadows to the memory itself.

If a memory is not an act of escape, it is undoubt-
edly an act of travelling.

Jumana
Manna

Memory is the origin of all works of art.

Abdelkader
Benchamma

Having lived in a city with a violent and charged
history, from Civil War, to assassinations, to so-
cial unrest, | consider memory an artifice and a
construct. Whether a war memory is a traumatic
memory or not, the act of remembering brings
spectre of the re-emergence of experiences, and
of loss and dread. In my practice, the personal
autobiographical memory is functionally and
structurally related to the creation of cultural
myths and social narratives. When | use “l re-
member,” the “I” signifies the collective social
body and not my own personal story. Through
this porosity between the personal and the public,
I try to blur what we consider as fact, dissolving
personal memory into the collective memory.

That’s how in one of my earliest videos, “Un Cercle
autour du Soleil,” I appropriate Yukio Mishima’s
childhood Second War memoirs in Japan, to talk
about my childhood in a war-torn Beirut.

Sadik Kwaish

Alfraji

: It’s unimaginable to see a work of art where
memory has not been part of the essence of its
: creation process. Memory is life itself- the force
: that negates death and grants our existence

i the ability to jump towards the future and form
consciousness, imagination and the distinctive
features of people and their identities. Memory
. cannot be without imagination, and imagination
in turn, cannot survive without memory.

Memory not only travels to the past, but also en-
 ables imagination. This imagination derived from
memory has the power of shaping ideas, concepts
: and images. Here, memory is a medium, a tool
and a vast space for creativity.

Memory is an intrinsic element of all the concepts

¢ and ideas associated with my practice which

i tackles daily existence with all the involved nos-

: talgia, thoughts and feelings drifting inside the
heart and mind, and stories unfolding in the past,
: present and future. Nonetheless, | cannot draw a
line that separates what is past and what is not,
regarding the topics of my works. All elements

. interlock and boundaries are blurred. | may be
working on a childhood dream, but as | move

: on, it takes the shape of the present, breaking
all the barriers that limit it to a certain time. It is

¢ like memory, when associated with art, shuns its  :
retrospective quality and stops in the middle of all
. the engagement to merge the past, the present
i and the future. This could be the reason, or one of
: the reasons, that what | produce is often floating
in space with no clear indication of time, where

i memory is always present.

. Adel Abidin

Memory works as a crucial matter of absence in
my work. In order to claim its absence, | need to

. claim its presence first. That is, it is something
that my work does not entirely rely on, nor creates
. itself from the flame of memory. However, it is
indeed an element that leaves its traces on my

: artistic practice. The main functioning component
in my work is my own perception, which interludes
: between the memory and the created artwork.
The point is what I do with ‘the memory’ (here |

: refer to any event, notion or subject that is stored
in the ‘memory compartment” of my brain), how
far I take it away from my childhood, my country,
* my earlier life and in which format | deliver to
the viewer.

Ziad Dalloul

I think memory is a fundamental pillar of my

: work, it contains [on a practical level] knowl-
edge and expertise, but it is especially a great

: way to recharge your childhood, an ultimate
and inexhaustible reservoir of images, colours,

: smells, sensations, and wonders. The memories
in my work are raw materials, like pencils and

i colour pigments.
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From the Corner of Someone’s Eye?

Ala Younis

An artist decides to draw the eyes of a creature looking out
of the frame. Almost hidden by the eyelids, the eyes look at
a subject undisclosed to the viewer. A bird with a crown of
feathers seems to be looking at the Seated Musician?, while
the musician’s own dog is looking attentively at something
situated in front of the painting, at a corner. The man’s mu-
sical instrument has bent its end to be in the picture.

To see someone/something out of (or from) the corner
of one’s eye is to see someone or something at the
edge of one’s field of vision.

A relaxed dog corners a group of women consoling a weeping man. He seems to be
crying as he hides his head between his arm and that of another woman.? | haven’t paid
attention to figures that turned their back to picture makers before.

1 This is a chapter of fragmented notes, part of ongoing observations on
art practices relaed to the Arab World.
2 Samir Rafi, The Musician, 1963

3 Samir Rafi, Group of Figures in a Village, 1966
4 Yto Barrada, Rue de la Liberté, Tangier, 2000, and Homme au Tableau - Tetouan / Le détroit, 1999

We only see the back of one of the two men embracing
on Rue de la Liberté, Tangier from Yto Barrada’s Strait
Project series.* One man seems to be consoling the other,
but we do not really know. In the same series, a young
man walks down an alley carrying several big frames
painted in gold, the first of which holds an image of a
flower field and trunks of scattered trees. The young man
stops for a moment, to better lift the heavy stack, and
probably for the photo to be taken. His eyes are fixed on
someone outside the frame. The tiles on this walkway
in Tetouan are similar to those on “Rue de la Liberté” in
Tangiers, but not identical.

I was overtaking a truck on the Autobahn; it was very hot
and it was an old lorry without air-conditioning. There were
two men in the cab, and the driver had opened the door and
was dangling his leg out in order to cool off. This image, seen
from the corner of my eye when driving past, impressed me.
I happened to stop at a motorway cafe where the lorry also
stopped. I went up the bar where the two men from the lorry
were standing. Not a word passed between them; it was as
though they had absolutely nothing in common. You got the
impression they were strangers. | asked myself what do these
two men see, how do they see[?]°

5 Wim Wenders, The Logic of Images, Essays and Conversations. London:
faber and faber. p 57

In 1962, Saadi Al Kaabi
painted a worker, with a
dark turquoise mustache.
It almost touches his
sculpted cheekbones,
borrowing its tints from
the shadows of his
traditional white head-
dress. He is posing with
his shovel, a tool used
to move earth from one
place to another with the
force of a man’s hand.
The late 1950s and early
1960s in the Arab World
were marked by a sharp
shift of land ownership
from the elite to
the people.

In the 1980s, Al Kaabi
torched his personal
archive of press clippings
covering his career as a
way of expunging the sug-
gestion of his success to
start anew.®

Human Models:
Movement from the exterior to the interior.
(Actors: movement from the interior to the exterior.) The thing that matters is not what
they show me but what they hide from me and, above all, what they do not suspect is in
them. Between them and me: telepathic exchanges, divination.”

6 Re: Orient, Investigating Modernism in the Arab World 1950s- 70s, catalog published by Art Advisory Associates Ltd,
Sharjah, 2013. p 545
7 Robert Bresson, Notes on Cinematography, New York: Urizen Books. p 2
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Ibrahim Ismaeel is painting a model in a studio or a sitting room.?
Three rays of light illuminate the two figures in this work: one falls from a window on the
model leaning on a couch. The sun illuminates part of the table but not the part on which
we see the vase. Two lamps shed light from the ceiling, one on the model, looking at the
artist from the corner of her eyes, and one on the painter’s face and his armchair.
The painter painted this image onto his canvas. There is a great similarity between the
model and her depiction, but they are not identical. The cursor could give you a close up
on the painter’s face?; working in his traditional white clothing, he seems stressed.

No actors. (No directing of actors.) No parts. Thanks to the elements
(No learning of parts.) No staging. But the of shadow, light and perspective,
use of working models, taken from life. BEING some paintings give us the uncanny
(models) instead of SEEMING (actors).™ feeling of being watched.

90% of Abdel Hadi Al Gazzar’s Portrait, produced in 1950
using brush and media ink on paper, is a face made solely
of shades of grey. His eyes are darkened in multiple projec-
tions of shade and shadow, but he is watching from behind
these deep spots. He is smiling. The lines around his face
are like those gazed at in coffee cups; at the left edge of the
work is clearly a portrayal of two characters - one of a man
looking at the portrayed man, and another of a boy who
has stuck his face in the picture.

8 Ibrahim Ismaeel, Untitled, 1965
9 On Barjeel Art Foundation’s website visitors can browse the collection. The zoom funtion allows

work to be viewed in detail.

10 Robert Bresson, Notes on Cinematography, New York: Urizen Books. p 1

In this critical time, came your exhibition.”
My words cannot express the fabulous paintings | am seeing in front of me.”

A real smile has “laughter lines” at the outer corner of the eyes where the skin crinkles up.
The muscles involved cannot be easily controlled consciously and usually activate only
with a real smile. These muscles also affect the eyelids and cause them to tense up with a real smile.”

Seif Wanly signed Portrait of a Couple™
twice, in English in the left corner, and in
Arabic in the right. The old couple’s big
and blue eyes are looking are something
outside the corner of the frame. The
branch she carries has three light pink
blossoms while his has only two. The
hand gestures in this painting could be
paintings on their own. The top part of the
women’s dress is as fine as the man’s lined
white moustache. The painting is admired
for its bright blues.

On the Internet we only see the couple
and their bright blues, it remains undis-
closed to us what they are looking at. We

also do not see the back of the painting on
which Wanly made a “description in felt
pen” that read “Best wishes & regards to
our dearest friends”, and he wrote their
names, signed his name, dated the work,
and mentioned that it was produced in

Alexandria. This piece was in a German

private collection, offered for sale on
November 30, 2013, at an auction house in
Berlin on the street of Kurfiirstendamm.

11 Azmi Rezq on Gazzar’s show, note written on 23/12/1951.
12 Sayed Abdel Rasoul note on Gazzar’s work, 1971.

13 http://learnbodylanguage.org/mona_lisa_smile.html
14 Seif Wanly, Portrait of a couple, 1978

I tried to find something interesting about

Kurfiirstendamm, or a link between Wanly

and Berlin, but it seems that | need to look
further. However, here is what | found:

$ 24,467 USD
€18,000 EUR
£14,944 GBP

A person’s eyes will move to the right, when
he thinks about questions of sound to be soni-
cally remembered.

In Seif Wanly’s Self Portrait (Artist in Studio),
a skull sits on a stack of thick books, probably
portfolios. Undated. The artist bends on his
drawing board, engaging his two hands. His
face is red. | tried to read what was on the
board before he painted on it:

Colour-twenty /contact with pupil’'s work
movement / continues

Handle / work / Paint

Wanly is wearing Khakis, just like that
labourer from Al Kaabi’s piece.

% footnotes



Inji Efflatoun is spelled differently in Latin every time she’s written on. | use the cursor to find the way she
writes her name on her works. On Magnum Photos website, three photos of her among images of other “Arab
Intellectuals” are taken by Bruno Barbey.” Aflatoun (as spelled on this website) is standing at the corner of a
painting that would need a moment to decipher. The painting depicts meticulous, wavy seas of masked men in
cameo patterns holding dark blue rifles. Two women are among the waves of camouflaged ‘fedayeen’, and there
are probably 27 barrels and muzzles.

15 http://www.magnumphotos.com/image/PAR409903.html

Bruno Barbey
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modem Egyplian 1 and “ore of e
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In 2011, a museum of Inji Efflatoun’s works

was opened in Prince Taz Palace in Cairo.

In addition to 60 artworks donated by her
family to the state, the museum included her
personal objects such as her easel, palettes,

and what remained of her colour medium.

In an online review, a journalist complained

that the curator does not show up to the

museum, causing disruptions to its opera-
tion. She also wrote: “you cannot bypass the
paintings, they would often stop you, or force
you to recall them often. They are reflections
on Egypt’s history, specially ‘Will not Forget’ -
a painting which depicts martyrs among the

‘fedayeen’ in the Suez battles™

Three hands come out of the body of
“The Husband” in Marwan’s work. One with
a stick extended over a table painted in
olive green, one resting on his heart on his
brick pullover, while the third is pulling his
further eye down a bit. His face is almost a
geographic map, of wavering topographies
that can tell of stress perhaps, or disgust,
or indifference. Looking down and to the
left, would be the direction the eyes moved
in while thinking about questions that re-
quired recalling a smell, feeling, or taste.

Only the corner of the olive green table is showing in a photo posted online by Sultan upon his visit to
Marwan’s studio in Berlin. There, six paintings called for attention: Munif Al Razzaz leaning on a column and
giving an ear, the middle boy of the three ‘fedayeen™ in their olive green khakis appearing from behind the

visitor’s elbow, and two small drawings resting on two small paintings above the tilting children.

Cor-ner /kérnar/ verb
(often be cornered) force (a person or animal) into a place or situation from which it is hard to escape.

OR OR OR
detain (someone) in conversa- control (a market) by (of a vehicle or driver) go around
tion, typically against their will.

dominating the supply of a a bendinaroad.
particular commodity.

“Here, one must trust the work of the artist rather than any texts representing it.””

16  Plural for Fedai, freedom fighter, a term widely associated to Palestinian militants in the 20th century.
17 Statement that appears in a text | wrote parallel to this one.
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Abdelkader Benchamma
(b. 1975, Mazamet, France, lives and works in Montpellier and Paris)

Paysage et Décor sans Lumiere, which translates to ‘Landscape and Décor without
Light’ is a landscape drawing, created entirely out of black markers and felt pens, all
from different brands. In making this highly detailed and meticulously-executed drawing,
Benchamma reflects on the challenges of a process with one overarching constraint: to
create a colourful drawing using only black. Finding inspiration in Chinese scroll works
from the 18th century, Paysage et Décor sans Lumiere, appears to be an ethereal scene
of a park, where biomorphic, natural elements, such as trees and forest intermingle to-
gether with unidentifiable, abstract objects, which appear to be sculptures. The readily
recognisable natural elements ground this otherwise dream-like landscape into some
sense of reality.

Sculpture 8 is a drawing that comes from Benchamma’s Sculpture series, which depicts
large, vertical drawings that feature masses and objects that are difficult to readily iden-
tify. Each of the drawings from this series is a new experiment with a different graphic
approach: threading, weaving or showing the strata of a 3D object.

In Who tries to Escape to his Becoming, the 17th century Book of Miracles, which covered
supernatural apparitions and cosmic observations, was a strong point of inspiration for
Benchamma when creating this piece. Comprised out of acrylic and felt-tip pen on black
paper, an explosive, apparition-like, large tree form takes centre stage and appears to

be rising from a pastoral landscape below. This landscape is filled with trees and shrubs,
suggesting the cycle of life and nature of transformation, rebirth, and renewal.

Benchamma, whose primary technique is drawing, is interested in imposing constraints
as part of his process. Amalgamating a variety of artistic references and techniques,
such as printing, engraving, landscape and scientific drawing, Benchamma’s process
results in intricate and detailed drawings, which often hover between the abstract

and natural world. Abounding in much of his work are frequent references to dream-
like trees and landscapes. Widely exhibited, he has shown his work at the Boghossian
Foundation (Brussels, Belgium), the Louis Vuitton Foundation (Paris, France), Mathaf
Museum (Doha, Qatar), in addition to the 54th Venice Biennale.
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Adel Abdessemed
(b. 1971, Constantine, Algeria, lives and works in Paris/New York)

In Mes Amis, two lovers walk arm-in-arm down a sunlit, empty urban street. Their
sweet embrace is perversely unsettling, as one part of the couple, a woman, is human,
the other, a skeleton, leaving one to ponder whether or not this is a comment on the
fleetingness of human life, love and relationships. Or perhaps on the imparting emp-
tiness that globalisation and 21st century nomadic lifestyles have on interpersonal
relationships. Known for his ability to rework conventional, everyday images and
materials, Abdessemed’s practice often veers towards the absurd, creating unusual
cornucopias of spectacular imagery. A transcultural nomad, not bound by ethnic or
cultural roots, Abdessemed, works across a variety of mediums, including photogra-
phy, painting, drawing, sculpture, video, and performance. His practice is very much
united in examinations of globalisation, its impact on societies and the individual
through a multitude of theoretical lenses that include social, political, cultural, his-
toric, and economic issues.

Abdessemed recently had a solo exhibition at Mathaf: Arab Museum of Modern Art
in Doha, Qatar, and has been exhibited widely around the world in solo and group
exhibitions, including at Centre Georges Pompidou (Paris, France), Parasol Unit
(London, UK), and the MIT List Visual Arts Center (Cambridge, USA), the 7th Seoul
International Media Art Biennale, Aichi Triennale 2010, and 10th Havana Biennial,
amongst others.

% footnotes



[958 un Memorial, 2009,
GUA gaId Video installation

Hule Jale

£
g:'i_?_'
7
<
<

of the artist U

ourstesy

%7 footnotes



waule Jale
(128 (% GAlulag lot b Jocig yittes §lcllalacy aVF)

GUA P AL &ndo (o gyalle Jale 8ol glial whlg b ggaiiiole 5435 i Jor Wil
" Ul 641l (o H20duio 6jgn Jrhniiing agwlly AUl a4 AT g P eljal AL oAl
o ¢l gls sall gale pde 1991 ple (08 Jocl) puid) egrgos allub 6409 JUA glial)
JiAllal ie Lodln) gl «éujg ol iiin ¢ poa 6uA poll Oilgéll ol o o (o 6 juite dcslul
Jundiasel (aile U@d pAl acloww acig.alads donlell g daa Ja Gian o Jny 5allg
Junllgllg G damnito (8 poroll puall L8 pn aal e 48863619 (uorud Jghuiio ol
ot J8Luidl Jl oaile €99 Loo llia o dublod jg 1o Wgllodl it (o b ainollaig j4 Loy
2 JloJg g0l jgran aic Louw 1629 gl o4 6 Gocy Jollig 6 joul el cigo L
lac o 2149 88816 jaul U Ujlaai Luad b il ol uglul 20ics gl kilwgl aacio Jo.c
T ol Al U e Aol lnAllg dlwlol

80l Lol ULAad) duulja LLe angll aacio asgluul (6 cpale j4) 80 prioll pitel Cilgiod JUA
ptindl o lgluLodlg Wbl 6oy g ilg o) el ppdledl oo @uslail ks ialig Ul
Joa ciluidlcileodino lamnlgd Gl édjodig ol e bl pelito Jga cpale Jlorl jgnodilo Wiltg
A a8g.upell (8 yite) G8lie yhlgos nlallajai s an Gl adlecl capili eun ol
el3 8 laiiito Unglgig il ouleg oliallg Lislpoll Lot ¢p @0t LA 1o Jgauic) 8 cpalle
eillelall Jga 6 priiod o LA 8lg dus il lo.c U guandll 8l e gigall pomil oo (8 aipd Ul
" a8lailg goinollg aulunil

allocl.Alnlag yloc Giao g Uéiio Jorg piuc) sallg alady (8 ag Jgoll (aile yA il
A0 0 Joal ol dudaiul Jlin yALeo (o (el Aol Al Jita ol elin gon
Jio w@nliodl Ay Lol Gl iy Uy oo 6 juie ool a4l o jle)l 66 il U
«Unglgug il iog (UL grigh) «gioll §)g0g Log) dullinulll onlell L8 «gAlo A lon
JdAla1eg (1104 J8gAils)

Adel Abidin
(b. 1973, Baghdad, lives and works between Amman/Helsinki)

In Memorial, a haunting, animated black-and-white video and sound installation,
Abidin uses a vivid memory from his youth as subject matter. In 1991, when he was
17, during the First Gulf War, Abidin heard that the American forces had bombed his
favourite bridge, Al-Jumhuriyya Bridge, which was located in downtown Baghdad and
connected the two banks of the ancient Tigris River. Upon hearing the news, Abidin
went to see the bridge and saw that it had been broken off in two different sections
and witnessed a bizarre scene: a dead cow on one portion of the bombed bridge. As
the bridge was in the heart of the city, where it was unusual to see livestock, Abdin
began to wonder what the circumstances of the cow’s death were and pondered
deeply on the human need to not feel alone, particularly in death. This installation-
based, multimedia work operates both as a memorial to the dead cow, and also as
a memorial to all that was lost during the First Gulf War.

Over the past decade, Abidin’s multifaceted practice has been focused on examining
issues pertaining to war, cultural differences between the Arab World and West,
diasporic experience, and gender. Often referencing continuing feelings of alienation
and isolation faced by diasporic communities worldwide, Abidin’s work is heavily
influenced by his own experiences as an Iragi primarily living in the West. Working

in photography, video, and installation, Abidin’s astute reflections on human
interactions, society, and culture render him in the role as part observant cultural
anthropologist-cum-artist.

Abidin has exhibited his work at the 54th Venice Biennale- Iraq Pavilion, 10th Sharjah
Biennial, 17th Biennale of Sydney, and in museums such as the MACRO-Museum
(Rome, Italy), Mori Art Museum (Tokyo, Japan), Singapore Art Museum, and Museum
of Anthropology (Vancouver, Canada), amongst others.
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from Family and Friends
(set of 5), 2007, Colour
photographs, 48 x 39 cm
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Akram Zaatari
(b. 1966, Saida, Lebanon, lives and works in Beirut)

In Nabih Awada’s Letters from Family and Friends, five scanned photographs of let-
ters between Lebanese communist resistance fighter, Nabih Awada and his family
and friends during his imprisonment by Israel, which lasted a decade between 1988-
1998, are presented. The letters, which operate as very real historical documents, are
also used as primary subject matter and inspiration for this work. These five coloured
photographs offer insight on the effects of imprisonment on not only Awada, but also
his family and friends, in addition to drawing attention to restricted communication
practices that become the norm for those imprisoned and their loved ones.

Zaatari is both a curator, co-founder and former member of the Arab Image Foundation
in Beirut, and artist, working primarily in video, installation, and photography. Zaatari’s
artistic practice is primarily focused on critically examining Lebanese post-war history,
culture, and society. His work as co-founder of the Arab Image Foundation and inter-
est in the collecting and studying of images in the Arab world, features heavily into
the ways in which he approaches his subject matter in his own visual arts practice.
The work of Lebanese photographer Hashem el Madani is a particular influence on
Zaatari, whom he studied with particular interest on social relationships and photo-
graphic practices, which resulted in a series of exhibitions and publications such as
“Hashem El Madani: Studio Practices” (with Lisa Lefeuvre) “Mapping Sitting” (a col-
laboration with Walid Raad). Zaatari has exhibited in numerous biennials, triennials,
and museums, including: the New Museum of Contemporary Art (New York, USA),
the 4th International Canakkale Biennial, 10th Gwangju Biennale, 55th Venice Biennale,
dOCUMENTA (13) (Kassel, Germany), Tate Modern (London, UK), and Museum of
Modern Art (New York, USA).
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Trembling Landscapes (Beirut),
2014, lithographic print and
archival ink stamp,

70x100 cm each
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Ali Cherri
(b.1976, Beirut, Lebanon, lives and works Beirut/Paris)

In Cherri’s I Carry My Flame, a series of eight images of a man on fire are the focal
point. These images are directly in reaction to Tunisian street vendor Mohamed
Bouazizi’s desperate act of self-immolation in 2010, which ignited the beginning of
the mass uprisings throughout North Africa and the Levant. Many tried to imitate his
actions, often failing, leaving them severely wounded; these once-symbolic actions
transformed forevermore as political gestures on the burned and disfigured skin of
survivors. Interested in the literal and metaphorical concept of ‘the surface” and its
rapid evolution through the emergence of the virtual, moving beyond the image,
Cherri chose to use serigraphy, also known as silkscreen printing, an artistic method
of production composed of laminating layers to produce this work.

Paysages tremblants (Beirut) and Paysages tremblants (Algiers) come from a larger
body of lithograph works, which translates as “Trembling Cities.” Offering aerial views
of cities hit by conflict and war throughout the Arab world and Iran, Cherri depicts in
these black-and-white lithographs images split by fault lines, which have an archi-
val, archaeological quality to them. These images are reminders of the ongoing and
historic conflicts of these cities and their wider, respective countries in 20th and 21st
century histories.

Although best known for his film and video work, having presented in numerous film
festivals around the world, Cherri also works in print, installation, performance, and
multimedia. Often creating reactionary work in response to contemporary events and
culture, Cherri is very much a conceptually-driven artist who offers an astute sense of
sensitivity on socio-political history, particularly with an emphasis on issues related
to North Africa and West Asia. Cherri’s work has been exhibited widely internation-
ally, including at the Centre Georges Pompidou (Paris, France), Delfina Foundation
(London, UK), Tate Modern (London, UK), Home Works (Beirut, Lebanon), VideoBrazil
(Sao Paolo, Brazil), and recently a solo show at Galerie Imane Fares (Paris, France).
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Jumanna Manna
(b. 1987, New Jersey, USA, lives and works in Jerusalem/Los Angeles/Oslo)

Manna’s interest in the ways in which communities are formed and objects’ original
purposes can be reworked and represented is exemplified in Wanderers, a four-
person sleeping bag comprised out of military felt blankets. This work is based on

a piece of material history from the 1950’s, a custom-made sleeping bag for a
flight traveling from Scandinavia to Los Angeles. The flight had to fly over the North
Pole due to being banned from Soviet air space during the Cold War. The felted,
grey sleeping bag is both utilitarian in concept and form, but is transformed from a
historical reference of material culture and political history. The sleeping bag is also
an unusual, oddly geometric shape, elevated to the status of ‘art” when on display
rather than being used. This status can also leave one to ponder on its apparent
emptiness and the dire circumstances necessary to bring its mysterious, purported,
four users together for their own survival. This theme of survival derived from warmth
and connectedness also echoes through to the status of contemporary relationships
between people and their environments.

Manna, an artist of Palestinian origin, works primarily in installation, sculpture, and
video. Her work is strongly influenced by her nomadic lifestyle and investigates

constructs of nationality and identity, not necessarily inspired by her own heritage,
but often through the reworking of once-familiar objects and concepts. Manna has
exhibited her work in the Essl Museum (Vienna, Austria), Performa Biennial 13 (New

York, USA), the National Museum of Oslo (Norway), and Al Ma’'mal Gallery (Jerusalem,

Palestine), amongst others, with her films screened in numerous film festivals around
the world.
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Khaled Jarrar

Reconstituted concrete
from apartheid wall,
diameter 20 cm, weight 8 kg
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Buddy Bear, 2013,
Reconstituted concrete from
apartheid wall,

22x10x 70 cm, Weight: 4 kg
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Khaled Jarrar
(b. 1976, Jenin, Palestine, lives and works in Ramallah)

Volleyball, a concrete sculpture, comes from a series of sporting objects that Jarrar
created out of re-purposed material that he chiselled away in secret from the
separating, apartheid wall in the West Bank. These seemingly innocent sporting
objects are inspired by conversations with the numerous children playing sports
games next to the wall; the children shared with Jarrar the loss of their playgrounds
due to the building of the wall. Volleyball operates as a sombre reminder of life under
occupation and raises probing questions on power dynamics and the impact of
politics on the cultural fabric of communities.

Also made out of re-purposed concrete from the apartheid wall is Buddy Bear, a
replica of the internationally recognised Buddy Bear, a symbol for peace. In 2001
the first exhibition of Buddy Bears took place in Berlin at a site of the Berlin Wall,
with 140 bears on display, each representing a UN country. This exhibition later
travelled in 2007 to Jerusalem and included a Palestinian Buddy Bear, a hopeful
sign of recognition of the State of Palestine. As of October 2014, 135 UN-represented
member countries (69.9%) of the 193 members recognise the State of Palestine.

Central to Jarrar’s practice is using sculpture, photography, video, and performance
to document his observations and experiences of life in occupied Palestine, where
he continues to live and work. Active as an artist for the past decade, the everyday
stories and experiences of life in occupied Palestine, largely left uncovered by media
outlets, are sensitively explored in Jarrar’s multifaceted body of work, sometimes with
a sardonic lens. Exhibited widely in numerous biennials and exhibitions, Jarrar has
shown at Sharjah Biennial 11, the International Academy of Art Palestine, Ramallah, in
the 7th Berlin Biennale, and at the Al-Ma’mal Foundation, Jerusalem, in addition to
the London Film Festival, London and the Instant Video Festival, Marseille.
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Heap (1), 2014, Oil on board, 5990 §J9 e cujrle (M ply  Heap (2),2014, Oil on board, 5990 §Jg L cuj e (M) play Heap (3), 2014, Oil on board,
40x50 cm o 0. X E. 40x 50 cm W 0. X £. 40x50 cm
5980 )9 e cwj e (1) play
W 0. % £.
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Photographs courstesy of the artist
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Mohamad-Said Baalbaki
(b. 1974, Beirut, Lebanon, lives and works in Beirut/Berlin)

The series of paintings, Heap 1, Heap 2, and Heap 3 literally portray heaps of semi-
abstract ‘items’, which are meant to be clothes, suitcases, and other, basic,everyday
items. These heaps are representative of Baalbaki’s experiences during the Lebanese
Civil War and Israeli occupation. Often forced to move between different areas of
Beirut and Lebanon during the war, these paintings serve as reminders of a pervading
sense of loss felt by all refugees and the often forgotten stories that are left untold.
Strong, thick, brushstrokes and an amalgam of colours lend vivid life to these other-
wise forlorn-looking heaps.

Baalbaki’s bronze sculpture of a dismembered arm, One Hand Cannot Clap Alone is
from his ongoing Libanisation series, which references both a common proverb and
also an important part of Lebanese socio-political history, the iconic monument locat-
ed in Downtown Beirut’s Place des Martyrs, ‘Martyrs Square’. The original monument,
which portrays four figures and is riddled with bullet holes, is a constant reminder of
the conflict and memorial to all that was lost during the long war.

Baalbaki grew up during Lebanese Civil War (1975-1990) and is well-known for his
paintings and conceptually-based interdisciplinary works and investigation of history,
personal and social memory, national narratives, and institutional critiques. Work by
Baalbaki has been exhibited widely in Europe and Lebanon, including at the Institut du
Monde Arabe (Paris, France), Universitat der Kiinste (Berlin, Germany), and Mussen
Alte Bischofburg (Wittstock, Germany).
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You Are Still Here, 2013,
Sandblasted mirrored glass,
. metal fixtures, 38 x 29 x 0.5 cm
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Witness, 2009, Porcelain Infinity, 2009, Bronze,

biscuit, 49 x 24.3x24.3 cm 61x34.5x34.5cm
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Mona Hatoum
(b. 1952, Beirut, Lebanon, lives and works in London/Berlin)

In You Are Still Here, the title of the work is inscribed onto the everyday, reflective surface of a
mirror, directly and perhaps even aggressively, addressing the anonymous viewer. This strong
statement positioned onto the surface of a mirror, offers room for much introspection as to
who and exactly what the artist is addressing. Viewers are met with their own reflection and for
a brief, enigma of a moment move beyond passive observation, becoming part of the artwork.

With Infinity, Hatoum transforms another everyday object, this time a small side table, into a
subversive political comment on the seemingly endless and subsequently infinite cycle of war.
Small, connected, bronzed toy soldiers makeup the infinity symbol, with no end or beginning,
suggesting an overwhelming bleakness on the future of humanity, which emanates from this
otherwise nondescript, humble, little side table.

Witness draws directly from Lebanon’s 20th century history and is a miniature, porcelain
reproduction of a bronze monument located in the centre of Beirut, Place des Martyrs, (Martyrs
Square). The original monument was created to commemorate Lebanese nationalists who
were hanged during WWI by the Ottomans, however, is awash with bullet holes from Lebanon’s
Civil War (1975-1990). Hatoum'’s reproduction is true to the original, and even in miniature, the
garish bullet holes continue to serve as a double-commemoration, not only of the deceased
Lebanese nationalists from WWI, but also for all those who lost their lives during the brutal and
long Civil War.

Active since the early 1980s, Hatoum works across a broad array of artistic platforms, including:
installation, video, photography, works on paper, sculpture, and performance. Born into a
Palestinian family in exile in Lebanon, much of her practice since the 1990s onwards has been
focused on ruminations on time and place, and reconciliation of contradictory emotions of fear
vs fascination, and desire vs revolution. Strong political undertones pervade her work, often
expressed through the reworking of familiar, everyday objects and imagery into installations.
Much of her work offers viewers the opportunity to ruminate on negotiations of time, place,
territory and histories - whether personal or socio-political.

Hatoum has participated in numerous exhibitions and biennials around the world, including the
the Venice Biennale, Istanbul Biennial, Documenta XI, the Biennale of Sydney, the 3rd Auckland
Triennial, Centre Pompidou (Paris, France), Kunstmuseum (Bonn, Germany), and the Ullens
Center for Contemporary Art (Beijing, China), amongst others.
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Nedim Kufi
(b.1962, Baghdad, lives and works in Amersfoort,
The Netherlands)

In this series, Absence, Kufi uses personal memorabilia
taken from private family albums as both medium and
conceptual content. Kufi presents a series of photographs
of himself as a child in Kufa, Iraq alongside parallel images,
using technology via the form of Photoshop to remove
his persona. These once intimate and humble family
photographs take on a larger-than-life quality with their
enlarged scale, offering a glimpse into another era. In an
effort to reconcile with his diasporic experience, this work
offers viewers the chance to witness Kufi's own attempt to
explore his own feelings of disconnect between memories
of his homeland and childhood. At the core of this series,
the feelings of disconnect and life as an Iragi exile in
diaspora that Kufi shares are universally accessible and
easily understood by the world's many exiles, regardless
of background.

Like many Iraqi artists of his generation, Kufi has lived in exile
since the 1990s, after serving in the Iragi military during the
First Gulf War. Leaving behind his country and family, Kufi
works in an array of mediums including, but not limited to:
video, installation, animation, organic henna, etching, print-
ing, and ceramics to narrate his diasporic experience and
internal struggle with departing his homeland and leaving
his loved ones for a new life in Europe. Kufi has exhibited his
work at the KW Institute (Berlin, Germany), Beirut Art Center
(Lebanon), Tate Modern (London, UK), and at the Cairo
Biennale, amongst other places.
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Photograph courstesy of Christina Dimitrova
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Absence (diptych), 2010,
Digital print on canvas,
120x 88 cm
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Sadik Kwaish Alfraji
(b. 1960, Baghdad, Iraq, lives and works in Amersfoort, The Netherlands)

The House My Father Built is a multimedia installation, comprised out of ready-
mades, painting, animation, sound and photographs. Offering viewers the opportu-
nity to escape into Alfraji’s dreamlike narrative, this work heavily references his own
background and personal history. In this work, Alfraji is not literally implying a house,
although visual imagery of domesticity abound, rather, he uses this work as a vehicle
to talk about his own identity and heritage. Upon the passing of his father, Alfraji re-
turned home to Iraq for a visit and felt that the house his father had built transformed
metaphorically into both a grave and memorial, which left Alfraji with a deep feeling
of loss and nostalgia. Godot (a recurring, somewhat deformed figure, found in most
of Alfraji’s work, regardless of the medium) is also present, observing the scenes of
domesticity and Alfraji’'s memories of his father and family down below.

The melancholic work of Alfraji is heavily influenced by the Iran-Iraq war, the death he
witnessed, as well as Sufi mysticism and philosophy, the literature of Albert Camus
and his notion of “The Absurd’. For Alfraji, who works in a multitude of mediums,
including drawing, painting, video, installation, the medium is always secondary, as
he aims to communicate through his practice his own introspective feelings and ex-
periences. Since 2003, and the so-called ‘liberation’ of Iraq, Alfraji confesses that he
has lived without a dream, as 2003 marks the demise of a dream Alfraji had carried
with him for years in exile: to one day return to live in Irag. An overwhelming sense of
nostalgia, longing and sadness is a recurring feeling that Alfraji’s practice exudes, as
is the recurring dark, black figure, ‘Godot.” Alfraji has exhibited his work at FotoFest
Biennial (Houston, USA), in the Samsung Blue Square and Busan Museum of Art
(Busan, South Korea) Mori Art Museum (Tokyo, Japan), Institut du Monde Arab (Paris,
France), and Mathaf Arab Museum of Modern Art (Doha, Qatar), amongst others.
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Seif Wanly
(1906-1979, Egyptian)

In Three People, Wanly uncharacteristically employs a lighter, more neutral colour

palette of earthen tones to represent three female figures, done in ink and watercolour.

Although stylistically somewhat unrefined and detailed, Wanly’s delft ability to cap-
ture body language suggests a heated interaction and encounter between the two
figures in the background that has left the figure in the foreground, somewhat upset
with her hands at her hips and downcast gaze, leaving viewers to wonder on the
interpersonal dynamics between these three, mysterious women.

Wanly was an Egyptian painter, active in the mid-20th century after studying under
the guidance of Italian painter, Otorino Becchi. His brother, Adham Wanly, was also
an artist and together they set up a studio in Alexandria in 1942 and were activly
involved in the city’s vibrant art scene since the 1940s. During his lifetime, Wanly
exhibited in numerous biennales, including at the Venice and San Paulo Biennales.
Today his work is held in private and public collections around the world, including
at the Mathaf Arab Museum of Modern Art. The artist is noted for his distinctive ap-

proach to representing the human and animal form, particularly horses in movement.

Cubist and Futurist references abound in Wanly’s paintings that often employ geo-
metric-based shapes, lines, and forms, using bright, strong palettes.
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Walid Raad
(b. 1967, Chbanieh, Lebanon, lives and works in Beirut/New York)

Raad rose to prominence with The Atlas Group (1989-2004), a fictitious organisa-
tion focused on recent Lebanese history. The organisation, which heavily investigates
political and social conflict through various forms of documentation, pays particular
attention to the Lebanese Civil War (1975-1990). The mixing of found historical docu-
ments with invented ones, blurs the line between ‘truth’ and ‘fiction.” At the very
core of The Atlas Group is a more intimate examination of everyday experiences and
observations, more often than not, amidst the backdrop of the long and brutal Civil
War. An enveloping sense of intimacy and kinship is offered to viewers through the
introduction of specific ‘characters’, with distinctive personalities and traits, such

as the fictional historian, Dr. Fadl Fakhouri. Dr Fakhouri’s idiosyncratic observations
play prominently in Already Been in a Lake of Fire. This work is from a series of hand-
written notes, with cut-out images of cars, on humble notebook paper, akin in format
to pastiches from a personal journal or diary, which come from the notebooks of Dr.
Fakhouri, who logged every car that was used as a car bomb during the Civil War.

Raad works in a variety of mediums, including photography, performance, video,
text, and installation. An Associate Professor of Art at The Cooper Union, New York,
since 2002, integral to Raad’s practice is his investigation of the archive as narrative
- often fictionalised iterations of truisms related to the history of his home country.
Raad's works have been shown at Documenta 11 (Kassel, Germany), The Venice
Biennale (Venice, Italy), The Hamburger Bahnhof (Berlin, Germany), The Museum of
Modern Art (New York, USA), Homeworks (Beirut, Lebanon), the Reina Sofia (Madrid,
Spain), and numerous other museums and venues in Europe, the Middle East and
North America.
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Tempietto in Rome, 1925,
Oil on canvas, 38 x 28 cm
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House and Trees, 1926, Oil
on canvas, 40 x 30 cm
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Youssef Kamel
(1890 - 1971, Egyptian)

Kamel's paintings show great attention to light and emotive
brushstrokes, offering surprising renditions even when
painting non-human, bucolic subject matter. House and
Trees and Tempietto in Rome both reflect Kamel's emotive
painterly strokes and rich usage of colour and light.

Kamel, one of Egypt’s great, Modernist painters, was among
the first students to join the School of Fine Arts in Cairo,
enrolling in 1908 and studying alongside other future artistic
luminaries of his time, including Mahmoud Mokhtar, Ragheb
Ayad, and Antoine Haggar. He studied under the direction
of Italian painter Paolo Forcella. Later, he in the mid-1920s,
he received a scholarship to study in Rome at the Royal
Academy of Fine Arts. Upon completing his studies in
Rome, he returned home and worked for many years as a
professor at the School of Fine Arts in Cairo, in addition to
serving as a curator and director of the Museum of Egyptian
Modern Art for one year, eventually becoming the director
of the School of Fine Arts in Cairo from 1950-1953. Youssef
Kamel belonged to a generation of Egyptian artists called
al-ruwwad, ‘the pioneers’.
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You Never left, 2010,
10 minute video
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Youssef Nabil
(b.1972, Cairo, Egypt, lives and works in New York)

In 2010 Nabil made his first foray into the world of film, with You Never Left. This
ten-minute film, which features Fanny Ardant and Tahar Rahim, is aesthetically
reminiscent of the Technicolour films that originally inspired his photography tech-
nique. Nabil uses his own experience of leaving home (Nabil left Egypt in 2003, first
settling in Paris and then New York) as a point of reference. Nabil proposes a connec-
tion between leaving home, and the idea of proverbially dying and then being reborn
again, anew, somewhere else, quite far from home. Although stemming from personal
experience, in an era of constant travel, migration, and immigration, the sensitive
approach to this universal experience of leaving home makes this work distinct in its
global resonance.

Active since the early 1990s, Nabil is best known for his hand-coloured, silver gelatine
photographs that are evocative of classic cinematic images, particularly from Egypt’s
Golden Age of cinema. Fascinated by narratives and the blurring between reality and
fantasy in film, Nabil often photographs friends, artists, as well as iconic figures he
admires. Nabil's work has been shown in numerous group shows and solo exhibitions,
including at the British Museum (London, UK), Mathaf Museum of Modern Art (Doha,
Qatar), and Aperture Foundation (New York, USA), amongst others.
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Rue dela Liberté, Tangier,
2000, Pigmented inject
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Telephone Books (set of 8),
2010, Colour c-print and
silver gelatin print,

120x 150 cm each
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Yto Barrada
(b.1971, Paris, France, lives and works in New York/Tangier)

In Rue de la Liberté, Tangier, a colour photograph of two, formally-dressed men in
grey suits gingerly embracing, offers a snapshot of a highly personal moment, captured
on a seemingly anonymous, urban street. With their backs turned in this private
moment, wearing mundane, standard attire, it is only the title of the work that gives
way to location, yet the context of the embrace remains an enigma. This enables
viewers to surmise on the nature of the situation.

Telephone Books is a series of eight, large-scale, C-print blow-up photographs

of notebooks from Barrada’s grandmother. In order to keep in touch with her many
children (she gave birth to 12, but only 10 lived to adulthood), her grandmother
made herself a telephone book out of an aged recipe notebook. As she was illiterate,
Barrada’s grandmother made coded drawings to identify each family member and
recorded the corresponding telephone number using a series of lines. Blowing up this
humble notebook to a larger-than-life size and exhibiting it hanging on the wall, as
photographs, transforms this humble piece of personal family history and memora-
bilia into a monument.

Working in photography, film, installation, and sculpture, central to Barrada’s practice
is an interest in cultural history and often, thoughtful engagement with her local com-
munity, particularly where she resides, in Tangier. Barrada rose to prominence with her
photography of Tangier in the early 2000. In 2006 she founded the independent cin-
ema Cinématheque de Tangier, housed in a once-crumbling building with the goal of
engaging with the community’s collective memory of the city, which now is a cultural
centre. Barrada’s work has been shown at Tate Modern (London, UK), the Renaissance
Society (Chicago, USA), Witte de With (Rotterdam, Netherlands), SFMoMA (San Fran-
cisco, USA), MoMA (New York, USA), and in the 2007 and 2011, the Venice Biennale.
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Portrait of a Territory series,
2010, C-print, 50 x 50 cm
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Ziad Antar
(b. 1976, Saida, Lebanon, lives and works in Paris/Beirut)

Portrait of a Territory, which was commissioned by Sharjah Art Foundation, features
211 coloured and black-and-white photographs. Created between 2004-2011, these
photographs are of the entire UAE’s coastline, which Antar meticulously documented
over the course of eight years. Initially this project began as random photographs of
the UAE coastline, but eventually Antar developed a systematic approach to photo-
graphing the coastlines of all of the seven Emirates. Recurring shots of the sea lend a
seemingly borderless quality to the series and the distinctive, seven Emirates, while
it is the specific details of human interactions and subsequent interventions with the

natural world that are the giveaway to specific locations. When viewed chronologically,

this body of work serves as a historic, archival narrative on 21st century development
in this young country, full of ambition, yet also filled with jarring contrasts and
contradictions. The universality of the dilemma between preserving tradition, his-
tory, and heritage vs modernity features strongly in the photographs, lending them
global accessibility.

Working with photography and video since 2002, Antar began as a documentary
filmmaker, directing a documentary on the French artist Jean-Luc Mouléene, in addi-
tion to making documentaries for the al-Arabiya news network. As an artist, he works
primarily in photography and film and his primordial beginnings in the genre of docu-
mentaries are often strongly referenced in his larger practice. Antar’s work has been
shown in numerous biennials, including Sharjah Biennial 10 and 2008 Taipei Biennial,
in addition to exhibitions at the New Museum (New York, USA) and Centre Pompidou
(Paris, France).
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Light Source, 2011, Oil on canvas,
130x195cm
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Ziad Dalloul
(b. 1953, Syria, lives and works in Paris)

Light Source is a dreamy, almost fairy-tale like oil on canvas work, primarily created
out of muted colours. In this painting, Dalloul depicts trees along the shore of a river
in a mysterious landscape scene, which are evocative of an imaginary world. The idea
of abolishing the boundaries between what is inside and outside, creating passages
between the imaginary and metaphysical worlds, and raising questions on the limita-
tion of real and fantastical vocabularies both in art, and in daily life, are of great interest
and importance in this work, as well as within Dalloul’s larger practice.

Dalloul has exhibited his work in the Sharjah Biennial, Institut du Monde Arabe (Paris,
France), and Shoman Foundation (Amman, Jordan), as well as published several
books on art in collaboration with the Syrian poet Adonis.
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