WALLSAND
MARGINS

OCTOBER 21, 2015 UNTIL
FEBRUARY 1, 2016



Jagb
ugiol duuugo
BARJEEL

ART FOUNDATION

Barjeel Art Foundation is an independent, United Arab Emirates-based initiative
established to manage, preserve and exhibit the personal art collection of Sultan Sooud
Al Qassemi.

The foundation’s guiding principle is to contribute to the intellectual development of the art
scene in the Gulf region by building a prominent, publicly accessible art collection in the UAE.
Part of this objective involves developing a public platform to foster critical dialogue around
modern and contemporary art, with a focus on artists with Arab heritage internationally.

By hosting in-house exhibitions, lending artwork to international forums, producing print as
well as online publications, and fashioning interactive public programmes, the Barjeel Art
Foundation strives to serve as an informative resource for modern and contemporary art lo-
cally and on the global stage.

vlolgm g ¢ljaa



CONTRIBUTORS
Curator:

Suheyla Takesh

English Editor:
Isabella Ellaheh Hughes
Arabic Editor:

Mariam Janjelo

Arabic/English Translation:

Ban Kattan
Foreword:

Sara Raza

Artist Interviews:
Fawz Kabra

Essay ‘Perturbed Visions’:
Nat Muller

Artist Texts:

Sarah Rogers, Ph.D.
Book Design:

Clint McLean/

We Are Thought Fox
Art Logistics:
Sarah Adamson

TEXTS

006. Walls and Margins

by Suheyla Takesh

008. Destablising Walls & Margins
by Sara Raza

010. Fadi al Hamwi’s Animal Farm
by Fawz Kabra

018. More Kanye than Classical
by Fawz Kabra

024. Perturbed Visions

by Nat Muller

ISBN 978-1-907051-49-4

ARTISTS

030.
034.
038.
042.
046.
050.
054.
058.
062.
066.
070.
074.
078.
082.
086.
090.
094.
098.
102.
106.

1o.

1n4.

18.

122.

126.

Abdulnasser Gharem
Adel Abdessemed
Akram Zaatari
Asim Abu Shagra
Charbel-Joseph H. Boutros
Djamel Tatah
Driss Ouadahi

Fadi Al-Hamwi
Farah Al Qasimi
Hani Zurob

Hayv Kahraman

Ibi Ibrahim

Khaled Jarrar
Laila Shawa
Larissa Sansour
Layan Shawabkeh
Manal Al Dowayan
Mohsin Harraki
Nadia Ayari

Steve Sabella
Suleiman Mansour
Susan Hefuna
Taysir Batniji
Walead Beshty
Yto Barrada

violgm g oljxa



THIS EXHIBITION
LOOKS AT WORKS OF
ART, WHICH TACKLE
THE EFFECTS AND
CONSEQUENCES OF
ESTABLISHED WALLS
AND BARRIERS,
BOTH PHYSICAL AND
IDEOLOGICAL

WAl_l_S AND
MARGINS

BY SUHEYLA TAKESH, CURATOR,
BARJEEL ART FOUNDATION

Soon after people learned how to lead a sedentary lifestyle,
and began building permanent dwellings and settlements,
the idea of a protective fence was developed. Devised as
a security measure, it is a separation of what is in versus
what is out, what is accessible versus what is off limits.
The fence, which was conceived of as a tangible, physical
barrier, also introduced - and at times encouraged - the
accentuation of ideological differences between inhabit-
ants and outsiders, members and non-members. These
differences could be apparent in the form of distinct lan-
guages, or varying, and often contradicting, belief systems,
social structures, and political agendas. Protective fences
gradually evolved into the notion of geographical borders,
and a clear, formalised designation of national identities -
i.e. a formal system of members and non-members.

At present, many barriers remain physical. These can be
observed in the form of walls, bodies of water, or guarded
national borders, which prevent or control the physical
movement of people from one side of the enclosure to the
other. In the past two decades, dividing systems have fig-
ured prominently in the construction of the world’s politi-
cal landscape. These, among many others, include the
continued construction of the Separation Wallin Palestine,
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the control exerted over Tangier’s citizens’ movement through
the Strait of Gibraltar, and most recently, the barriers being
erected in various parts of Europe and the Middle East in order
to control the vast influx of war refugees.

Other boundaries, however, are intangible and manifest
through differences in religious views, linguistic affiliations,
and people's individual outlooks on subjects like politics or
sexuality. Such obstacles - both physical and ideological -
often lead to the exclusion from conventional society of vari-
ous subcultures, minorities, and groups that deviate from
the established norm - as is the case with many immigrants,
exiles and people that are explicitly marginalised due to their
religious or gender-related convictions.

This exhibition looks at works of art, which tackle the effects
and consequences of established walls and barriers, both
physical and ideological. It aims to highlight that while some
of these dividing systems occur naturally, many are con-
scious human constructs, and ideas of us and them, inside
and outside are often fabricated. As the sense of isolation
that stems from being walled in or out is often encountered
on an individual level, many of the works featured in this
exhibition tell personal stories and provide private vantage
points on larger issues.




One can argue that the free movement of
people is a fundamental human right that
precedes any discussion about freedom of
speech. The corporeal vernacular dialogue
and exchange with space is paramount and
must be unburdened by the constraints of
borders, which can only serve to impede
and create what art historian and cultural
theorist, Professor Irit Rogoff, has aptly
described as “the final line of resistance
between a mythical ‘us” and equally mythi-
cal ‘them.”™ Omnipresent borders that are
both real and imagined divide, conquer,
and contain, creating apartheid where more
often than not, there is little resolution in
sight. This is perhaps best reflected within
the current new wave of migration of peo-
ple and ideas from the Middle East, which
is at breaking point. The subject of borders,
fences and walls is more than ever an issue
of urgency both within the region, as well
as globally, particularly in the neighbouring
European continent. Mass-forced migra-
tion of people due to on-going civil unrest,
oppression and segregation has called for
an imperative reassessment of the ways in
which human geography is surveyed and
controlled. It is important to underline that
this is a global condition impacting human-
ity, which transcends origins and borders.
Without state or abode, refugees are ar-
riving at the shores of the various players,
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whose foreign policies play a significant role
in the political outcome of the Middle East.

The lingering question remains: whose bar-
riers are we speaking of anyway? In an at-
tempt to answer this question, Barjeel Art
Foundation’s forthcoming exhibition Walls
and Margins, reflects on a selection of
works and artistic positions from the per-
manent collection. Assembled by Barjeel
Art Foundation’s politically astute founder,
Sultan Sooud Al Qassemi, the Foundation is
one of the most pioneering institutions and
private art foundations both in the Gulf, as
well as within the wider Arab world. Barjeel
has worked consistently to dissolve borders
that impede or limit artistic growth by pro-
viding local and regional artists with prov-
enance and stature through the process of
collecting and curating high caliber exhibi-
tions in Sharjah and internationally. The ex-
hibition, Walls and Margins, serves to map
lines of inquiry, questioning what it means to
fence-in or contain ideas, people and plac-
es. It also references the debate surrounding
wealthy Gulf states, and the criticism they
have received for opting to provide financial
support to refugees rather than receiving

11rit Rogoff Terra Infirma: Geography's Visual Culture, Routledge, 2000, pg 112
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them in their countries, by opaquely ques-
tioning this dilemma through the staging
of this timely exhibition, and thus follows a
discussion on a selection of poignant works
featured in the exhibition.

Drawing on both formal and informal archi-
tectural references, Algerian painter Driss
Ouadahi, who originally trained as an ar-
chitect, examines ideological references
to architecture and modernity. Within ‘Vue
d'ensemble’ (2013), he explores the concrete
environment of high-rise developments com-
bining the urban atmosphere with an amal-
gam of geometric abstraction. Often referenc-
ing the populous, suburban public housing
neighbourhoods of France and Algeria, he
explores the dichotomy between land owner-
ship and migration; and the plight of colonial
dreams of commonwealth and reciprocity.

Similarly, Palestinian artist Taysir Batniji’s
‘Pixels’ (2011) pencil drawings allude to
semi-opaque, faceless images of what ap-
pear to be blindfolded males. These images
portray possible captives who have a parti-
tion imposed upon them, prohibiting their
vision and ability to comprehend what is

Photograph by Capital D Studio

around them. An unequal power relationship
between the oppressor, the denied, and a
silent marginal figure is apparent. However,
the multiplicity of the silhouettes that Batniji
has created suggest that although these
men may be silenced and their vision limit-
ed, they are silent within a majority context,
reversing their supposed marginality, there-
fore morphing via this series of portraits into
a ‘silent majority” pattern language.

Further probing the notion of architecture
and monumentality, another artist also of
Palestinian heritage is Khaled Jarrar, whose
‘Buddy Bear’ (2013) sculpture is the form
of a sturdy bear, casted out of repurposed
concrete. This ordinarily soft toy and popu-
lar comforter for children holds dual identi-
ties. In this context, it is directly questioning
the notion of what constitutes as ‘concrete
dreams.” The stark contrast in material and
the literal weight of the set concrete implies
immobility, from what is regularly a pacifier
for security and an extremely mobile ob-
ject. Weighed down and heavy, the work is
of course a wider metaphor for the lack of
secure footing in Jarrar’s daily reality, living
and working in occupied Palestine as well as
an ironic statement against travelling light.

By contrast, Moroccan mixed-media artist
Yto Barrada’s ‘Northern Provinces, Tangiers’
(2009) speaks more explicitly about the
subject of human geography and her on-
going interests in the migration and com-
merce that takes place in North African
cities. This piece, which is a c-type print,

cites Barrada’s exploration of the Strait of
Gibraltar, a slim stretch of sea that separates
Africa from Europe. The function of the Strait
is to connect and simultaneously disconnect
Morocco from Spain. In 1991, in an attempt
to protect the European Union’s borders, in-
ternal trade and migration where dislocated
from Morocco. Subsequently, Barrada’s re-
search looks at the city of Tangier, whose
borders are mapped by the artist to reflect
upon the issues of surveying and control.
Also referencing surveillance, Tunisian paint-
er Nadia Ayari’'s composition ‘The Fence’ ex-
plores the epic of the eye that resides behind
an actual metal fence. The large, open eye
is suggestive of an all-seeing, all-observing
eye. This eye serves as a commentary on hu-
man rights and, to an extent, opens up the
debate on visual pleasure and who has ac-
cess and who is denied this power.
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Ultimately, the complex issue of migration
lies at the core of the current humanitar-
ian crisis faced across Europe as thou-
sands of men, women, and children are
attempting to enter European cities from
the Levant in a bid to gain refuge within
the ‘borderless’ Schengen zone. Many are
faced with the detained walls and fences
of refugee centers and the policing of their
movements, which is inevitably resulting
in humanitarian disasters with subhuman
conditions, as migrants turn to desperate
measures in order to penetrate through
these walls. However, some respite can
be acquired through an array of artistic
voices featured within this exhibition, that
provide a wide spectrum of understanding
on confinements that can be extended to
unravel the experiences and ruminations
on penetrating borders.

Pixels, by Taysir Batniji




Photograph by Antoine Entabi, courtesy of the artist.

FADI AL HAMWI'S

By Fawz Kabra

FAWZ KABRA: Hi Fadi, thanks for taking the Skype call.

Hi Fawz. Sorry, | had to take the call at a café. The
electricity just cut off at home.

FK: That’s life in Beirut, | guess. Did you move there from Damascus?
Yes, | left two years ago. My parents are still there.
FK: What have you been doing since?

Ayear after | graduated from university in Syria, | traveled to the
UAE for a visit. There, I went to a lot of art openings and galleries, one of
which was Barjeel Art Foundation, a space | was not yet familiar with.
I had considered residing in the Emirates, but | felt | still wanted to be in
Damascus. Soon after, | received an invitation to show there - my first
show in Damascus! So | decided to leave the UAE and head back to Syria.
The show was in 2012 at Art House Gallery and the work | did had to do
with my research regarding social constructs such as marriage, divorce,

and other everyday things surrounding our society, such as: beliefs, religion,

and tradition. | call that series Society Minus 180°.

FK: Can you tell me more about it?
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| wanted to think about social traditions, beliefs, and supersti-
tions that arise in society. These social constructs that shape how
we participate in a community or society. | used sarcasm as my tool
to engage the viewer and allowed him or her to think critically about
these realities through a tragic and comedic way. | wanted to avoid
the viewer approaching my work on the defensive, so humor allowed
me to draw them in.

4:00 AM, All Art Now space, Damascus, Syria, 2012

FK: Is this the series where you use animals to represent human
events and roles such as the donkey in a suit or the dinosaur bride
and groom?

Yes, that's it. Like | said, at that point | was working with humor
and comedy. That show at Art House Gallery took place a year after
the escalation of the violence in Syria. Damascus was okay at the

Photograph courtesy of the artist

time, but its borders were getting worse. This work had started as an
experiment. | started working on it before graduation and continued
to work on it afterwards. | was not sure if it was a good time to show
my work at that point because | knew that | would have no choice
but to leave soon because of the violence. But | wanted to show in
Damascus, it was very important to me.

FK: You have made a painting of a figure with his arms stretched out,
suspended within a cube-like structure. An airplane flies beyond him
in the distance. The space is defined by the outlines of this cube,
which perhaps signify some sort of inside/outside?

| was at my studio in Damascus, imagining how someone can
leave. If you notice, | am flying in an enclosed space. My Room 4am
(20m) is the title. It was a feeling of leaving, but at the same time not
having to go anywhere.

FK: Can you tell me more about that feeling - the sense of leaving
while staying in the same place? Perhaps there are no words to that.

If there were words to everything then | wouldn’t be painting!
| dont feel attached to any particular place. At the moment, I'min
Beirut, but | feel like I can leave to anywhere at any time. This feeling
is not only for a place. It is an entanglement of memories, places,
people, and moments and not just a piece of land. It's more human
and it can be anywhere.

FK: The escalation of violence, leaving Damascus, and feeling torn be-

tween staying and leaving must have made a great impact on your work.

The war and the hard times that people have been going
through since the beginning up until today definitely have made an
impression on my work. My work went from a comedic critique of

“| started working
with x-rays to think
about what changes

or develops in people
on the inside when
violent events and
situations arise.”

society to a psychological endeavor. | started working with x-rays to
think about what changes or develops in people on the inside when
violent events and situations arise. There is an inner aggression that is
inherent in humans, which we can only witness when such life threat-
ening events take place: war, weapons, the choice to carry arms. So |
started thinking about these things, as well as how it affected my per-
sonal life. Since I had always worked with images of animals: donkeys,
alligators, dinosaurs, and sheep | decided to link these animals with
the social and political problems that were happening.

FK: Did the humor get totally flushed out with the escalation of vio-
lence and your forced move to multiple locations?

The humor remained somewhat, but in a darker way. | suppose
working with the psyche got the humor a little mixed up. It got black
and lessened for sure; a tragic comedy, perhaps.

FK: Can you explain that? How do the animals in your paintings be-
come a representation of human psychology?

Up until now, | haven't lost the sense of humor in my work. |
find that using such humor allows the viewer in Syria’s conserva-
tive society to accept the critiques present in the work. So, instead
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of obviously presenting the harsh reality and risking a defensive
approach to my work, my social criticisms therefore become more
inviting and acceptable, allowing for conversation rather than a
defensive attitude toward the work. The animals in these paintings
signify how this society relates to them and uses them as criticism.
For example, the donkey is considered a “dumb” animal, so calling
someone a donkey becomes an insult.

FK: When did you start working with animals?

FAH: | started from the very beginning. Dinosaurs came first, but |
did not continue with them because | wanted to work with something

Bathroom Mirror, 150 x 150 cm, Acrylic on canvas, Beirut, 2014

more substantial, something | know better. In the latest paintings |
use the cow and the lamb.

FK: And what do the cow and lamb signify? | imagine how they allude
to a herd but I sense there might be more to it.

FAH: The cow is considered holy and sacred in many of the world’s
cultures and religions, both ancient and current, such as Hinduism,
Zoroastrianism, and Pharaonic. It is considered a symbol of abun-
dant giving, a symbol that must be protected. Ghandi said that the
cow is the mother of millions of Indians, and protecting it means to
protect all living things. The lamb is sacred in some cultures and a
symbol of sacrifice and redemption.

So there are different beliefs across cultures to what these animals
represent. Through my work, | use the cow as a symbol for giving
and deprivation at the same time. Giving and taking have a comple-
mentary relationship and within them the value of this relationship
is revealed.

The lamb, to me, is a symbol of sacrifice but also rebellion. And
in my paintings | elevate its status to individual, separate from
the herd.

FK: The cow in Clean Teeth (2014), with its skeleton exposed under-
neath translucent flesh, stands with its front legs in what looks like
a concrete block. Inside appears a pair of dentures. Can you tell me
about that?

FAH: The dentures are an artificial element, a prosthetic of a civilised
society, which | use as a symbol for revealing man’s instinct and
desire to preserve youth and strength. As the Greek philosopher

and writer Nikos Kazantzakis wrote, “Humanity has prevailed in this
world with love, labor, and murder.”

Photograph courtesy of the artist

In Clean Teeth | cut the front legs of the cow to describe the inability
to keep giving. The cow is held up by a block and placed inside this
block are the artificial teeth - a specimen of a supposed advanced
and civilised society, which also act as a metaphor for the harshness
and violence played out by mankind. | am trying to work on the ways
I can reveal the darker side of humanity and its subtle

acts of violence.

All living things - nature, animals, humans - have the cycle of life in
common. However, it is man, at the top of this pyramid of life, who
has negatively manipulated the nature of this cycle. So here I try to
treat violent acts that are not directly sensed, but are still connected
with the consumption of abuse and violence that has become all
encompassing in the modern world.

FK: Your brushwork is very expressive and precise. Can you talk
about your methods?

FAH: At first | worked with black, white, and monochrome, as seen in
the X-ray photos. Then more realistic colors came in. Various hues:
pinks associated with flesh and whites for bones. Then | began work-
ing with translucency and going beyond something that was only
skin-deep. | wanted someone to feel like they were looking through
the subject in the painting. The brushwork and the translucency is a
way to get through the layers within and underneath the flesh so that
you can get to the insides of these thoughts.

| try to give things their inherent elements and portray my relation-
ship to them through touch, colour, and emotion. | depict inanimate
objects with minimal geometric lines and | approach organic forms
by attempting to capture their essence and spirit. Ultimately, it is
standing alone in front of my canvas working both mentally and
physically and allowing for chance to play an important role in
making the work.

“The lamb, to me, is
a symbol of sacrifice
but also rebellion.
And in my paintings
| elevate its status to
individual, separate
from the herd.”

FK: How do you begin constructing your images? What is your
thought process and is there any preparation?

FAH: 1 don’t really make sketches before | start a painting. | find
that a sketch is a work in itself and that it is impossible to remake
it in the same spirit on a larger surface. | also think that working
from a sketch can limit the piece and restrict me from exploring
further. I only do it when trying to work through something that
requires a sketch.

The time it takes to complete a work varies. | sometimes finish a
painting in a day in a frenzy of ideas and emotions! And at other
times it’s a longer process of constructing and deconstructing.

FK: You have also made installations in addition to painting. These
works carry a very different tone than that of your paintings. Can you
tell me about them?

FAH: I don’t think that my installations are that different from my
paintings. They address the same general issues but include a dif-
ferent approach with different materials. Two of the works I have
made in recent years include To whom it may concern (2013) and
4:00 am (2012).
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To Whom It May Concern, Syria Art Fair, 2013, Beirut, Lebanon

FK: A lot seems to happen for you at 4 am!

Yes, | am a night person, | usually work between 11 pm and 7 in
the morning. This piece had to do with the sense of hope that | found
coming from people in Syria despite the horrible situation. | used a
room that was five by five meters and | brought in a bed frame from
my studio and a bunch of bricks - the concrete kind they use to build
walls for homes and such. I laid out the bricks on the bed instead of
a mattress and placed a pillow on top. The floor was covered in real
grass with this wooden framed bed standing there, like a tree grow-
ing out of the grassy floor.

I wanted someone to enter the space and feel like they could sit in
the grass, enjoy it for a moment as one would when they are out in
nature, or lay on the hard bed made of bricks. | wanted to show this
contrast and the striking differences that life can consist of. During
the month this piece was exhibited the grass grew tall had gone yel-
low and began to die.

FK: It sounds like your installations aim to transport us to another
world or another reality. Can you tell me about To whom it may
concern (2014)?

I made this installation in Beirut at an exhibition on art from
Syria. | was given a room to use to exhibit my work. [ initially didn’t
have anything to propose for the space because | wasn’t sure what
it was about Syria that | could depict. | decided to paint the walls
gray and create very dramatic lighting, the kind you would expect to
exhibit a masterpiece. | then commenced with filling it up with con-
crete bricks. | was thinking about the notion of how we design war,
this idea of structuring destruction. | brought in 200 bricks that were
in pretty good shape and then broke them up with a hammer, one by
one. Instead of building up the space, or the sculpture, that action
of hammering down the brick felt more like | was sculpting destruc-
tion. In a way, we design war and so we design the destruction that
follows. That’s what | think politics does anyway.

FK: You had installed a small monitor on the pile of rubble. Can you
explain its function?

The TV monitor wasn’t so visible until you entered the room and
walked on the broken bricks. You would then see the monitor and
find your image looking back at you. It functioned as a way for one
to be able to witness and experience standing in their own tragedy. |
thought, maybe if it becomes your tragedy, then you, too, would be
able to feel what it is like because we can’t really feel with the people
in Syria now.

FK: I also imagine the TV could evoke images of nameless victims
shown in the media. | can’t help but think of the countless images of
children walking in their destroyed neighborhoods or the old man or
mother standing in the rubble of what once was their home.

Exactly. TV provides this image and | wanted to make this con-
nection. Instead of having an unknown person represent the victim
it is the viewer who enters the space to see himself or herself as that
image of a victim. The spotlight would be turned towards them and

Photograph courtesy of the artist

that space would become theirs. | had a description written in Arabic
at the entrance to the installation that said the following:
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To whom it may concern:

A spirit watches you

A body lost in a vacuum, looking for a fixed ground to
place his feet

Among the wreckage of the house | fell for the memories,
sounds, and smells of its family

You stand on your own, until you become the tragedy

FK: Can you tell me about working with painting and installation?
With painting you work on a single surface, paying attention to formal
painterly elements. While your installations attempt to create an im-
mersive experience, transporting your viewer to a whole new environ-
ment. How do you work through these two methods of production?

My work, whether in installation or painting, deals with similar
concepts and issues - that of conflict and human relationships. |
try to create certain feelings such as fear, love, safety, and hatred in
daily human circumstances and interactions that are both tangible
and intangible.

The installations take a longer time to make, both conceptually and
physically. | enjoy working in a three-dimensional space with various
materials taken from my immediate surroundings such as children’s
toys, materials from nature, or building materials - like the installa-
tion | made using cement blocks. Working this way creates a special

relationship with the viewer. They can project their personal experi-
ence with these materials, relate to them in a unique way, and physi-
cally interact with the space. An installation can awaken the senses:
hearing, touching, smelling, and so on. There is also something
particularly interesting about the afterlife of an installation, when the
piece is dismantled and all that remains is a documented image of
the work.

| find painting to be more visual and cerebral. Painting to me is a daily
activity where | discover new things. And when the work leaves the
studio for an exhibition, it completely surprises me how and why |
made something like that. Ha ha ha!

FK: What are you working on now?

I am now working on the final series of the animal/human
relationship along with an installation to do with teeth. This series
of paintings will either be titled «_juljisll Ulab (Predatory Manners)
or « Ul 6JAlAy (The Memory of Teeth) - all having to do with the
ideas | have been dealing with. I am also working on completing a
video that I had shot in 2012 in Damascus, but never had the chance
to finish.

FK: In this new project, is there a link to these teeth and the ones we
see in the painting Clean Teeth? | know the work is still in process
and there are more elements that you are working out. | am curious
about the connection though.

Certainly. They carry the same concept, using artificial teeth
with additional materials such as natural hair and cement.

FK: I’'m looking forward to seeing your new work. It's been really great
speaking with you, Fadi. Thank you!

Thank you, Fawz.
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Nadia Ayari
on making
paiNtings

By Fawz Kabra

Fawz Kabra: You are a painter, occasional
curator, and collaborator. Is there a rela-
tionship between these various forms

of production?

I approach each role as
an artist. | see myself as an artist who
curates, sometimes writes, and so on. |
don’t want to professionalise those parts
of my practice. On the contrary, | regard
my tangential position as an advantage in
these parallel projects.

As far as content, |

tend to contextualise

subject and/or object

in a political narrative

- that is definitely a
recurring shape in my work. In collabora-
tions, I am sometimes overly concerned
with the historical dimensions of the
project. My collaborators tend to remind
me of that.

| have also noticed some persistent formal
attributes that relate deeply to my paint-
ings: sparse, detailed and intimate. This
became clear last summer with Didn’t
Start the Fire, an exhibition | curated at
Taymour Grahne gallery in New York. The
four artists” works were succinct, restrained
and quite painterly.

FK: How about the social and private aspect
of these forms of production? Do you feel

a certain responsibility as an artist to stay
true to your politics via these various roles?
If something doesn’t work with painting do
you work through it in another way?

Yeah, the motivation to tackle different
containers definitely relates to the limitations
of my studio practice. At the same time, it
is a way of protecting my paintings from the
research that informs them. Working periph-
erally on an idea instead of head-on means
the messy unpacking of content does not
directly affect the paintings. I've learned that
when I'am looking to the paintings to accom-
plish something particular, it’s best to put
down the brush and work on the keyboard.

To answer your question regarding the
social elasticity of each form of production,
| have to admit that performing as a cura-
tor and collaborator is at times personally
exhausting. But because these functions sit
outside of my natural temperament, seeing
an exhibition, performance, or talk develop
is very exciting to me. It reaffirms the social
structures that the production of art requires
- art doesn’t happen in a vacuum.

FK: How about your use of material? The
foundations and materials in your work,

at times, change. You have worked with
fresco, thick oil paints, using heavy brush or
palette knife application on canvas, taken
your paintings outdoors and photographed
them in the streets and in museums,and
worked on both large and small surfaces.
What draws you to changing your methods
and what do you find most exciting about it?

I actually don’t use a palette knife
though I understand why one would infer
that from the paintings’ surfaces. They are all
quite thick. I build the surface up slowly, one
pass at a time.
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Allow me to indulge in an archetype and say
that | relay on my instinct to clue me into
the material of each piece. Of course, at
times the conditions of each project shape
this instinct: the context of a public space

or the time constraints of a residency. At
other times, when there are no immediate
parameters, | move through production
without over thinking things - I try to save
the questioning for later. | have to admit that
the latter tends to be more successful. I've
been trying to hone in on that lately, a sort of
perverse de-skilling, a de-intellectualising.

FK: Can you talk about The Fence (2007)?
This is an earlier work and your paintings
since then have kept developing in both
their narratives and materiality. | am curi-
ous to know more about this particular
narrative and your thinking in regards to
painting at that time. | would also like to
hear about how these eyeballs, which con-
tinued to appear in later paintings, seem to
have become more aggressive, as though
they gained agency on the surface of your
canvas, their pupils becoming sharper,
they morphed into abstraction through
their repetition.

NA: The Fence is a special piece to me for
many reasons - the apex of a former body of
work. | remember listening to a lot of Chopin
while making it, something | don’t usually
do. I am much more Kanye than classical.
Looking back, I can see why | did that. The
Fence’s composition slowed my painting
process down significantly. | think it took me
about a month to make, which at the time
seemed ludicrously long. The image of a

chain-linked fence in front of a central black
eyeball form and a sharp horizon line meant
I had to keep the image moving at the same
pace and work from general to specific in an
organised manner. In the years prior, | had
been painting in a more ab-ex way where

I would let the image reveal itself to me as

| loaded the canvas. | was inching towards
this more planned process though and it
finally all came together with The Fence. |
remember working on the eyeball’s shadow
for a long time; drawing and redrawing it
based on the fictional direction of the sun.
So yeah, it was a breakthrough piece for me.

The eyeball was the principal character

in the narrative | was relating at the time.

I referred to it then as a “stand-in for our
cognitive experiences.” Years later, as |
continued to work with it in more abstract
compositions, the form itself took on
broader significances. | started to think of it
as an Eye/“I” and appreciated the breadth of
its associations (folkloric to Freudian). The
grids of eyeballs were many things at once:
missiles, domes, nipples, etcetera.

FK: The works that you produced around
the time of The Fence contain similar
brushstrokes and muddied palettes. They
are figurative and relay various scenarios
from Middle Eastern-centric narratives such
as in Syrian Dream (2008), Right of Return
(2008), and Hive (2008). The last of which
feels it has been repeated again in your pink
paintings later on - | am thinking of Curfew
(201m) in particular. Later the works such

as Curfew, Alone (2011), and Wild Flowers
(2009) take on a strikingly different palette

WALLS AND MARGINS

and materiality. The brush strokes are more
determined, the paint seems thicker, and
the colours obviously brighter and consist-
ing mainly of blues and pinks. Finally, purple
figs, red blood, and emerald green leaves
flood the surface of your canvases. Can

you tell me about the process behind these
works both conceptually and practically?
How did you tackle these ideas - that are
obviously loaded with social, political, and
art histories - as a painter? What can these
colours and forms tell us?

NA: You hit on something | have been ru-
minating on a lot lately: how does process
meet the subject/object? Obviously, there
is no one answer but | remain compelled
by the tension between these parts. How is
this tension a generative force? These days,
| get an unnerving feeling in the studio that
is making me look closely at the sculptural
qualities of my work and | feel myself being
pushed to produce more three-dimensional
pieces. But | digress - let me go back to
your question.

In the three bodies of work you mention,
different tensions are at play though there
is definitely an overlap of concerns between
time periods. In the earlier works, | wanted
to save the world. It’s funny to say it like
that today but | was young and idealistic. |
really wanted my work to “spark a conver-
sation,” to be an element in the dialogue to-
wards ending the Second Persian Gulf War.
So | painted what | thought would ignite
that discussion: Arab- centric narratives,
symbolic images of conflict, and allegories
for peace.
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Later, fires did ignite but without the influ-
ence of my paintings; Obama was elected
president, the Ben-Ali regime fell in Tunisia,
and so on. These events began to release
my work from the responsibilities | had at-
tached to it. During the first Occupy protests
in New York, while the many members of
my community were marching over the
Brooklyn Bridge, | knew | had to completely
separate my political motivations from my
work. You see that in paintings like Alone
and Curfew, the emptying out of meaning
through repetition.

After this, the eyeball became the fig, other
characters morphed as well and | just kept
following the images. | had already built the
structures that allowed me to do so. I had a
studio and a part time-job, | had perfected
my wet-on-wet technique’, | knew where in
the city to stock up on fresco material, et-
cetera. | had finally understood the political
gestures that living as an artist required.

FK: That's a great answer. | always wonder
about making the decision to separate
one’s politics from their work and at what
point that decision makes you re-adjust the
meanings and expectations of your work.

I want to go back to something you had
briefly mentioned about pondering on
three-dimensional pieces. Have you tried
pulling that out of the sculptural qualities in
your paintings?

NA: | think my most recent fresco pieces are
getting there. | have been making outdoor
frescoes that | build onto exterior brick

walls. They are surprising yet cohesive - one
of the harder combinations.

FK: Your processes seem to be very time
consuming and the paintings themselves,
with their various protagonists - fig, leaf,
blood - and characters - machine heads
and eyeballs - seem to follow their own
narratives. Can you tell me what you are
trying to get at with these paintings?

NA: Right to the heart of things, I like it! |
am not sure | can put my finger on it exactly.
I can say that when placed in particular
contexts, the paintings function as con-
ceptual narratives. | can also say that time,

Instagram still, #nadiaayari, 2015

1. Wet-on-wet painting is a technique where layers of fresh paint are applied on to previous lay-
ers that are still wet. Painting must be done rapidly before each previous layer has dried.

pleasure, and pain function as invisible char-
acters in the narrative.

FK: Can you talk about what politics, rep-
resentation, and even abstraction mean to
you when you conceive of a painting and its
narrative?

NA: These days, | let these elements emerge
very naturally in my practice. Of course this
is partially because of the limitation of my
protagonists, colour palette, and scale. I've
created a situation where I no longer over
think these things. The questions regard-

ing political narratives, representation, and
abstraction all coalesce in: is the leaf in front
of or behind the fig? How many of each?
Which is bigger?

FK: How do you apply the politics to the
painting and how do you work with the
personal and the political, whether together
or separately?

NA: Until recently, | discussed the work’s
compositions as representative of the
political structures that surrounds us

- hierarchies, organising governments,
suppression, emancipation, etcetera. These
days, the main project accompanying the
making of paintings and sculptures is to
amass a new lexicon with which to talk
about the 2015 work. So I've been reading a
lot of Colette Peignot and Audre Lorde and

| find myself relating closely their focus on
surrealism and the power of the erotic. As
an artist aware of the constraints placed on
me, | pull from everywhere to make - the
personal is not off limits.

T CAN SAY THAT
WHEN PLACED
IN PARTICULAR
CONTEXTS,
THE PAINTINGS
FUNCTION AS
CONCEPTUAL
NARRATIVES.
| CAN ALSO
SAY THAT TIME,
PLEASURE, AND
PAIN FUNCTION
AS INVISIBLE
CHARACTERS IN
THE NARRATIVE'

FK: Can you tell me about your project
Without Walls (2012) where you used your
fresco paintings outdoors, leaning them
against the walls of various mosques in New
York? In this project, not only are you in-
vested in the act of painting, but also in the
act of leaving the studio and entering into
another space that you cannot control or

navigate with ease. This must do something
to the meaning of the work as well.

NA: Without Walls is an ongoing project
actually. | produced the first iteration of it
for the Thessaloniki Biennale in 2011 where
| photographed three frescoes in front of
ancient mosques. The edifices had been
repurposed but the frescoes’ forms reso-
nated with the buildings’ Ottoman domes
and niches. The installment to which you
are referring is the second and | was looking
at the signifiers of public spaces in urban
settings. | found the awkward encounters
of my portable painting-on-plaster and the
declarative facades of devout New York
spaces very compelling.

I was definitely motivated by the shift
you describe, how the act of leaving the

studio actually changes the painting itself.

In the case of Without Walls, this change

is manifest in the cracking of the frescoes.

In the latest iteration produced in 2013,

| packed the frescoes in my luggage and
traveled to Tunis where | photographed
them at the Bardo Museum - the fissures
become a symbol of the transatlantic
peregrination. | like that the frescoes
themselves visibly change.

FK: I would like to go back to the fig, the
tree, and the blood. This set of protago-
nists have been appearing and developing
in your painting for the past few years.
They appear to be very beautiful, lush,
and rich as they soak in their deep hues of
purples, greens, and reds. Can you tell me
about how they emerged? What was the

WALLS AND MARGINS

transition like? And how is this similar
and/or different to working with eyes and
human figures with machine heads as in
the painting Love (2009)?

NA: The fig, tree and blood are the most
recent group of protagonists and | am still
working with them, though lately, | have
been referring to them as the fig, branch
and leaves. | guess it works like that;
some characters come into focus more
than others at different times and take on
more important roles.

I have been thinking that the fig is the
new eyeball, the branch the new finger,
and the leaf the new mouth (I used to
paint fingers and mouths during the early
eyeball period). So in essence, | feel like |
am making related paintings with similar
characters. My new work is definitely
much more formal, the narrative more
abstract and in some cases more subtle
and tense. | think those are the main dif-
ferences between using characters with
bodies - like in Love - and not. For me,
the former requires a grounding picto-
rial space: a world with horizon lines and
interior spaces. But for the past few years,
I've needed that plastic space to be an
abstract field, a space so dark that one
cannot see into the distance.

The transition itself manifested in a piece
called Balcony (2011) which was a large
scale painting of two fig trees, trunks in-
tertwined against a blue sky. | dropped the
blue and honed in on the fig tree, making
very few eyeball paintings after that.
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PERTURBED
VISIONS

By Nat Muller

Writing in the summer of 2015,

the news is dominated by who is

in or out. Grexit or Brexit', anxious
speeches by European politicians
worrying about the vulnerability of
their borders as desperate migrants
and refugees arrive, if theyre lucky,
on the shores of Lampedusa and Kos,
or attempt to cross from Calais into
Britain. In the Middle East, the territo-
rial gains of ISIS have reconfigured politi-
cal maps in Irag and Syria, causing mas-
sive internal displacement, while Lebanon,
Turkey and Jordan are struggling to cope
with the influx of refugees fleeing the wars.

Borders, boundaries, and walls - natural or manmade, physical or
ideological (but often both) - always define inside from outside.
These borders are much more than just territorial and geographic.
More often than not, they are about fear of “the other,” intended
to keep the outside from the inside or, in the case of ghettos,
keep the inside from getting to the outside. The default set-
ting in times of crisis is primal and survivalist: barricading
oneself in. The effects of this strategy - as that other crisis -
the global economic downturn has shown us, has produced
social polarisation and has sharpened wealth inequality
and deprivation. Increasingly bogged down by lack of op-
portunity, crumbling social services, and caught up in an
endless web of precariousness and debt, the prospects
for the 99%? are not exactly rosy in anything-goes hy-
per-capitalism. In that respect, the banking crisis has
demonstrated that even when the economic system
reaches its limits and collapses, the boundaries of
what is ethical, let alone decent, turn out to have
been extremely malleable.

It has been invoked endlessly and with hind-
sight, we can almost smile at its naiveté, but
many across the world hoped for a world
without walls when in 1989 Germans on the

Photograph courtesy of Grey Noise Gallery

Eastern and Western side of Berlin cried, “Tear down the Wall!” The
Iron Curtain fell and the Cold War (1945-1991) ended, and with it a di-
vision of the world into an Eastern and Western bloc. For a very short
moment a world seemed possible where there would be freedom of
movement, of people, and of ideas. Recent history has crushed these
hopes forcefully. If anything, the past two decades have been reigned
by a political culture based on an ideology of inclusion/exclusion.
The Israeli Separation Wall cuts like a scar through the Palestinian
landscape; the US-Mexican Border Wall spans well over 2000 miles;
Hungary is building its own wall along the Serbian border, intended to
keep migrants arriving from Syria, Afghanistan and Irag out; and most
recently, Turkey started its own wall along the Syrian border.

Walls do not only block the view, they symbolically also block vision.
The artists in the exhibition Walls and Margins, many themselves
from places that have suffered through strife, war, and occupation,
focus on the porosity of boundaries and barriers. More specifically,
not only do they unpack how our ways of seeing are conditioned and
therefore limited, but also, they scramble our perception and our
gaze. Sometimes they are standing at the margins looking in, but
often they peer between the cracks and crevices of walls, through
nooks and crannies, and across the fence. They take multiple vantage
points, and translate this conceptually, as well as materially through
their work.

WALLS AND MARGINS
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As for vantage
points, whether
you're a glass half-
full or half-empty
person obviously
depends on your
point of view, or
as Lebanese artist
Charbel-Joseph

Hage Boutros might
imply in his instal-
lation Mixed Water,
Lebanon, lIsrael
(2013), on your geo-
politics. A glass of
water, holding equal amounts of Lebanese
mineral water (Sohat) and Israeli mineral
water (Eden), is placed on a small wood-
en shelf. Mounted on the wall, on one
side a small, framed print in the shape of
Lebanon, on the other side, an identical-
looking print, but in the shape of Israel.
Placed in the middle of a white background,
only the countries” border contours are
represented. These neighbouring enemy
states look as if they are floating in a vac-
uum; nothing suggests that in reality they
share territorial borders. The glass takes
on a paradoxical function here. It operates
on the one hand as a dividing line, a physi-
cal border, separating these two countries.
On the other hand, the water in the glass
performs a dilution of borders. We cannot
distinguish between Lebanese and Israeli
water in the glass; inthe end it is all just wa-
ter that will eventually evaporate. The artist
further puts both countries on a par by his
minimalist presentation: the drawings are
each meticulously positioned at the same

Mixed Water, Lebanon, Israel
by Charbel-Joseph H. Boutros

1 “Grexit” points to a Greek
exit from the Eurozone.
Cfr. https://en.wikipedia.
org/wiki/Greek_withdraw-
al_from_the_eurozone [last
accessed 6.9.2015]. “Brexit”
points to a British exit from
the European Union. Cfr.
www.macmillandictionary.
com/dictionary/british/
brexit [last accessed
6.9.2015]

2 The “99%"” was used as
a political slogan during the
Occupy Wall Street move-
ment (2011) referring to the
large income gaps between
the 1% wealthiest in the US
and the other 99%.
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distance from the glass. Visually, there seems to be no
hierarchy, yet, the whole project takes on another di-

mension knowing that Hage Boutros, a Lebanese citizen,

cannot travel to Israel. Borders become hard once again,

whilst the piece’s effective minimalism is equally deceiv-

ing. Our attention is commanded by the consolidating glass

of water in the centre of the installation, yet the real field of
action, subtly plays itself out at the margins of the piece. The
artist has fixed a pin on both maps, designating the water’s
spring. For Lebanon’s Sohat this is in the Falougha Mountains,
for Israel’'s water this is in the settlement of Katzrin in the Golan
Heights, illegal under international law. Water, a scarce resource
in the region, and a crucial commaodity in Israel’s politics of occu-
pation, is anything but innocent in this piece.

Time and territory are of utmost
importance when thinking of the
strategic creation of cartogra-
phies, particularly when estab-
lishing “facts on the ground.”
These are issues that have long
concerned many Palestinian
artists and it is therefore
no coincidence that their
work features strongly in
this exhibition.

Asimilar strategy of transforming material can,
for example, also be found in Algerian artist
Adel Abdessemed’s Sphere | (2006), a ring

Palestinian artist Khaled Jarrar, too, conflates notions of innocence

and unity with his Buddy Bear (2013) sculpture, made from recon-
stituted concrete from lIsrael’'s Separation Wall. The “Buddy Bears®”
project started originally in Berlin in 2001 as an urban art project with
bears - Berlin’s coat of arms - of various decorative designs across lo-
cations in the German capital. Later the project developed into “United
Buddy Bears,” an international exhibition promoting peace and harmony
representing the 140 countries recognised by the UN. Though Palestine
had to wait till October 30th 2014 for a majority of the UN member states

to recognise the State of Palestine, a Palestinian Buddy Bear was already
exhibited along other national bears in a United Buddy Bears exhibition in
2007 in Jerusalem. The artist makes a wry comment on the hypocrisy of what
nationhood means. The symbol of unification of a once divided city, Berlin, is on
show in another divided city, Jerusalem. What is important here is that Jarrar
leaves his own bear unadorned. Like the other objects that he has fashioned out
of reconstituted pieces of the Separation Wall, such as footballs, ping pong rack-
ets and basketballs, the roughness and imperfection of the material lends them a
degree of weathered monumentality. Jarrar chips away at the wall in order to collect
enough fragments that he then pulverises into a fresh cement mixture for his sculp-
ture moulds. Cement is a contested material in Palestine. Not only is it used by Israel

to erect its wall and roadblocks for checkpoints, in Palestine it is needed to reconstruct
the destruction wrought by bombing campaigns, even though in Gaza restrictions on
building materials are still in place. As such, the repurposing of an embargoed material
of conflict for the creation of an artwork is in and by itself a defiant gesture.

Photograph courtesy of Gallery One

made out of metal razor wire. Used as a deterrent, barbed wire se-
cures perimeters and cordons off inside from outside. However, here
it is unclear where inside and outside exactly begin and end, and
which threat is being fended off. Deceptively perfect in its form and
simplicity, Abdessemed’s large sphere combines fragility with aggres-
sion, and constitutes a poetic work of art out of an unlikely material.

Other material transformations are manifest in the practice of Los
Angeles-based artist Walead Beshty’s FedEx series (2005-ongoing).
Monikers of globalisation and mobility, courier services such as FedEx
deliver goods across the globe, crossing continents and borders. The
trajectory from sender to addressee can be tracked, but usually we
pay little attention to the details of this journey, as long as our pack-
age arrives on time. In his work, Beshty has materialised the effect of
time and travel on an object. He ships shatterproof glass works in the
shape and size of generic FedEx packaging, in that packaging, from his
studio to the exhibition venue. At the venue both glass and packaging
are exhibited side by side. Not only does this work shake up notions of
copy and original, but it also poses the question of whether the glass
piece is the actual artwork and the packaging is merely a carrier? Or
whether the packaging, rendered unique by its stamps, shipping bills
and barcodes is the actual original and the singular artwork? Every
time Beshty ships the work, something happens during the course of
travel: the glass becomes more cracked, the packaging more dented.
It accrues the marks of travel over time and both objects continuously
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change. As such, Besthy has scripted tem-
porality in his objects. Or as he puts it him-
self, “No box cracks like any other. Before
it gets shipped, all you can see is the box’s
form, but what starts to overwhelm the
shape itself is travel, the accumulation of
cracks being dependent on whatever path-
way it takes through the world.*” In other
words, FedEx’ advertising slogan “The
World On Time,” wherein geographical
space and time collapse, acquires a wholly
different interpretive layer here.

Time and territory are of utmost impor-
tance when thinking of the strategic cre-
ation of cartographies, particularly when
establishing “facts on the ground.” These
are issues that have long concerned many
Palestinian artists and it is therefore no co-
incidence that their work features strongly
in this exhibition. Artist Larissa Sansour
has become very adept at creating her
own “facts on the ground” in her futurist
scenarios for a viable Palestinian State.
As prospects for a Palestinian State with
territorial contiguity are increasingly dim-
looking, Sansour puts forward a proposal
for a Palestinian state concentrated into
a prime, vertical Palestinian real estate
location: a colossal high-rise stretching
into the clouds, which houses the entire
Palestinian population. Each Palestinian
city has its own floor, so that annoying and
time-consuming checkpoints or clandes-
tine dirt road detours are bypassed. Just
use the elevator! Nation Estate (2011-
2012) is a comprehensive project that
consists of a 9-minute sci-fi short film and
a photo series. For this exhibition Sansour

Buddy Bear
by Khaled Jarrar

3 Cfr. www.buddy-baer.
com, last accessed 15
August 2015]

4 Mikkel Carl, “Interview
Walead Beshty”, www.
konsthall.malmo.se/
upload/pdf/walead_

Beshty_Interview.pdf [Last

accessed 15 August 2015]
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shows the print Nation Estate - Living the High Life

(2012), the Nation Estate lobby poster shown in the film

that welcomes visitors and residents to live “the high

life.” As with other skyscrapers, height is a trait of status,

power and wealth. In this case it also alludes covertly to

isolation. The work is based on the iconic “Visit Palestine”

poster designed by Franz Kraus in 1936, issued by the Tourist

Association of Palestine, a Zionist development agency. In

the original we see an olive tree framing the city of Jerusalem

with the monumental Dome of the Rock and its golden cupola,

placed in the centre. In Sansour’s version we see that same olive

tree, but Jerusalem is substituted for a compound of skyscrapers

- the Nation Estate building - surrounded by the Separation Wall.

We can assume that the residents of Nation Estate will see the Old

City of Jerusalem and the Dome of the Rock when they peer out of
their windows from the top floor. The view and the dream of Jerusalem

can thus be desired and consumed from a safe distance. It is of course

no coincidence that Sansour echoes the utopian lingo of luxury property
development, promising its residents a tailored and personalised “living
experience” in a gated community. In real life, many Palestinians liter-
ally live in gated communities, fenced off and walled-in, minus the luxury
amenities. The worlds and futures Sansour has created might not be ideal
and do not fulfil the national aspirations of the Palestinian people, far from
it, but they do embrace and insist on the value - and agency - of exploration.
Fantastical and dystopic (with a trickster twist) as Sansour’s narratives may be,
they do achieve pulling the perception of Palestine and the discourse on it, out
of the stasis of its political status quo.

an idyllic landscape scene of rocks, fields and olive groves, from
his hometown of Birzeit, near Ramallah. Mansour’s composition,
however, consists of individual similar-sized oil paintings that
have been stuck onto a concrete slab. The spacing between the
paintings produces a grid, which results in a fragmentation of
the image, akin to prison bars. This is a view in which the land
is partitioned and visual access, let alone physical access, is
disrupted. It is a common reality for many Palestinians who
suffer land confiscation and are barred from entering their
own properties. In From Birzeit there is an additional rub
between the organic softness of the earthy-toned land-
scape and the harsh coldness of the prime material of the
built environment, concrete. In this respect, the work
functions as an omen of what is to happen to this vista.
The vantage point of the poster is of someone looking on the Nation Estate tower
from afar, though we know from the project’s film that Sansour herself actually lives
in the tower. Nevertheless, in the closing scene, stroking her pregnant belly, she defi-
antly peers out of the window, across the wall, onto Jerusalem. This shifting of gazes is
telling. It is also what defines the work of Palestinian artists Sliman Mansour and Steve
Sabella in this exhibition, as well as Tunisia-born painter Nadia Ayari. Sliman Mansour,
one of Palestine’s most influential artists of the post-Nakba generation®, is well-known
for his distinct use of Palestinian iconography that ties Palestinian identity to its land, such
as the city of Jerusalem, village life, orange and olive harvests and other agricultural activi-
ties. He was also instrumental in channelling the Palestinian ideological concept of Sumud,
steadfastness, into art. In From Birzeit (1998), Mansour depicts, what would be otherwise

Similar sensibilities, though articulated in a radically
different style, can be found in Nadia Ayari’s oil
painting The Fence (2007), in which a giant eyeball
stares at the viewer through a fence. Or perhaps

it is the other way round, and the eye, which
Ayari sees as a symbol for our conscious expe-
riences®, is ogling an imprisoned viewer. In any
case, the dynamics between captivation and
captivity of our gaze is fuzzy. This is taken up

a notch by Jerusalem-born photographer

Photograph by Capital D Studio

Steve Sabella’s series of photographic collages Metamorphosis
(2012). The work featured in the exhibition shows segments of the
Separation Wall multiplied in a dizzying motif. There is no top or
bottom here, no sky or ground, the wall is reduced to pure pattern
that confuses our way of looking. The artist describes the project as
a “conflict between form and function, between visualisation and
perception’,” in which, if he manages to transform part of the wall
into pure form, then he will somehow have defeated what it repre-
sents. It becomes “part of [his] building blocks. It will be muted®.”
The frenetic and tumultuous pattern appears to have no beginning
and no end and resonates with Sabella’s own biography of being
uprooted and living in exile. And yet, though the pattern appears
hermetic, it is frayed at the edges and hints at a transitional pro-
cess. History has taught us that if walls can be put up, they can also
be knocked down.

Sabella strikes a cautious note of hope in an otherwise bleak reality.
Though many of the works in the exhibition Walls and Margins are far
from optimistic, the possibility of change, no matter how modest, is
palpable. Change, seeing things differently, does require a certain de-
gree of patience. German-Egyptian artist Susan Hefuna brings these
sentiments together poetically in her work Al Sabr Gamil (2007),
which translates from Arabic as “Patience is Beautiful.” Hefuna’s work
encapsulates her hyphenated identity - born to an Egyptian father
and German mother. This state of in-between-ness, of being both
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on the inside and the outside is articulated
through her use of the mashrabiya, a tradi-
tional Arab architectural ornament fitted on
the windows or other openings of buildings,
which filters the sunlight and funnels cool
air into the interior of the home. The intri-
cate latticework allows those on the inside
of the house to observe the goings-on out-
side on the street, without being noticed.
In other words, the mashrabiya facilitates
seeing for those on the inside while blocking
the view for those on the outside. As such,
in its traditional use, it is a perforated screen
that makes the boundaries between public
and private porous. Hefuna’s mashrabiya,
however, is a hybrid object that on the one
hand retains its original reference as an
ornamental frame, yet on the other hand
becomes an art object expressing a popu-
lar adage. There is, nevertheless, still a lan-
guage barrier. The meaning of the Arabic
words “Al Sabr Gamil,” written in Arabic
script on the mashrabiya, is accessible to
an Arabic-speaking audience, but inacces-
sible for a non-Arabic speaking audience.
Hefuna’s work thus resonates differently
depending on where it is shown, thus her
mashrabiya becomes a mediating frame
between cultures. In much of her oeuvre,
points of view, what we can or cannot see
converge with markers of identity and geo-
locality. Nevertheless, Hefuna is always
careful to point out that these markers are
in flux and under the right conditions, open
to change or reinterpretation. Perhaps this
is the lens through which to view the works
in Walls and Margins; not only as mere ex-
ercises in beauty and patience, but as testa-
ments to perseverance and resistance.

TIIIT
1

Al Sabr Gamil
by Susan Hefuna

5 See for a compre-
hensive discussion on
Sliman Mansour: Gannit
Ankori."Earth: Sliman
Mansour and the Poetics
of Sumud”. Palestinian Art.
London: Reaktion Books,
2006. P.60-92.

6 Cfr. Maymanah Farhat.“In
Conversation with Artist
Nadia Ayari”. Jadaliyya,

March 10 2014. www.
jadaliyya.com/pages/in-
dex/16805/in-conversation-
with-artist-nadia-ayari [last

accessed 15 August 2015]

7 Dorothea Schoene.
“Steve Sabella’s
Ecdysis: The Catharsis
of Metamorphosis.”
Contemporary Practices -
Volume XI (2012). P.116-119.
P.118.

8 Ibid 6
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ABDULNASSE
GHAREM

b. 1973, Khamis Mushait, Saudi Arabia

Abdulnasser Gharem is both, a Lieutenant Colonel in the Saudi
Arabian army as well as a conceptual artist. His practice includes
photography, video, sculpture, and public interventions, and critically
explores daily life and contemporary issues with a particular focus
on themes of authority and control.

In Concrete Block I, Gharem honours the legacy of the French con-
ceptual artist Marcel DuChamp, who famously selected and exhibited
ordinary, readymade objects in museum settings. In this piece,
Gharem transports to the gallery space a concrete roadblock, similar
to those that can be found outside official Western buildings in the
region. By isolating, and re-contextualising these everyday symbols
of power, Gharem raises critical questions surrounding political alli-
ances, foreign presence, and ultimately, civic trust.

An internationally recognised artist, Gharem has been exhibiting
since 2004. He has since participated in exhibitions and biennales
worldwide, including shows at the Victoria and Albert Museum in
London (2012-13) and the Mori Art Museum in Tokyo (2012), the
Venice Biennale (2011) and a solo exhibition in London (2013). In
2011, Gharem’s work set a record-breaking sale at Christie’s in Dubai,
establishing Gharem as the highest selling living artist in the Gulf.
Gharem attended the King Abdulaziz Academy and the Leader
Institute in Riyadh before studying art at Al-Meftaha Arts Village in
Abha. He is the co-founder of the nonprofit arts organisation, Edge
of Arabia. He lives and works in Riyadh.

BIBLIOGRAPHY:

www.abdulnassergharem.com, Np. Web. September 16 2015.
http://edgeofarabia.com/artists/abdulnasser-gharem, Np.
Web. September 16 2015.

“Saudi Solider questions authority with art,” Interview with
Abdulnasser Gharem. www.npr.org/2013/11/08/243492165/

saudi-soldier-questions-authority-with-art-and-plastic-wrap,

Np. November 8 2012. Web.September 16 2015.

Photograph courtesy of Contemporary Art Platform
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o)L ynliJlauc | Abdulnasser Gharem
CL T duduunalia Concrete Block I, 2010
i Ghlao ia rubber stamps, wood sculpture
puw axirxly 8§ 107 x 123 x 69 cm

Photograph by Capital D Studio
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ADEL
ABDESSEMED

b. 1971, Constantine, Algeria

Adel Abdessemed is a conceptual artist working in a range of media,
including drawing, photography, performance, and installation. He is
known for a body of work that transforms everyday materials and im-
ages into provocative commentaries on violence and spectatorship.
Drawing on an array of historical and philosophical references, the
artist creates works with multilayered meanings.

In Sphere | Abdessemed uses metal razor wire to construct a seem-
ingly simple sphere. The metal razor wire conventionally used to
erect barriers is, in this piece, used to also form an opening. Striking
in its elegance, the piece jarringly hints at a lurking menace and the
potential for violence. Both delicate and dictatorial, the installation
conveys a sheer formal beauty that serves as a biting reflection on
authority and commentary on the universality of ongoing struggles
for power.

Abdessemed has been exhibiting his work since moving to Paris in
1999. Since 2000, he has participated in various international bien-
nales and triennales, including the 2007 Venice Biennale and the
2012 Paris Triennale, in addition to having had numerous solo shows
throughout the U.S., Europe, and the Middle East, including a 2008
exhibition at the Massachusetts Institute of Technology’s List Visual
Arts Center and a 2012 exhibition at Centre Georges Pompidou.
Abdessemed attended the Beaux-Arts in Algiers from 1987-94. In
1994, political unrest in Algeria brought him to Lyons, France, where
he continued his training at Ecole des Beaux-Arts. He completed his
studies in Paris in 2000. A year later, he enrolled at the International
Studio Program at P.S. 1 Contemporary in New York.

He presently lives and works in Paris.

BIBLIOGRAPHY:

Elisabeth Lebovici, “Adel Abdessemed en coversation avec Elisabeth
Lebovici,” A L'attaque: Adel Abdessemed (Zurich: JRP/Ringier, 2007).
Adel Abdessemed: Global (Paris: Frac Champagne-Adenne and
Galerie Kamel Mennour, 2015).

Photograph courtesy of Grant Delin, Wikimedia Commons
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aondlate Jale Adel Abdessemed
r.7) sgyh mann Sphere [, 2006
Ol Garco el Metal razor wire

puwlVEEXIANT | 196.6 x 174.4 cm

Photograph by Capital D Studio
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AKRAM
ZATAARI

b. 1966, Saida, Lebanon

Akram Zataari is a filmmaker, photographer, and curator. Zataari

is interested in collecting and re-contextualising a range of visual and
textual documents that investigate the relationship between history
and memory, particularly within the context of postwar Lebanon.
Untitled (Syrian MiG Fighter over Lebanon, 1982) is suggestive of
Zataari’s interest in the intersection of visual imagery with technology
and methods of surveillance. The image comes from archival material
Zataariincorporated into his 2013 video and photographic installation
for the Lebanese Pavilion in the 2013 Venice Biennale. The project,
Letter to a Refusing Pilot, excavates a rumor that circulated in Zataari’s
hometown regarding an Israeli pilot who, during the 1982 Israeli inva-
sion, refused to hit his assigned target, instead dropping his bomb
into the sea. Related, but itself an independent piece, Untitled (Syrian
MiG Fighter over Lebanon, 1982) highlights the intimate stories often
concealed within the historical materiality and measured distance of
archival documents and official histories.

Zataari has exhibited in collective and solo shows worldwide and has
received numerous residencies and awards, including the 2011 Grand
Prize of the 17th International Contemporary Art festival in Sao Paulo.
In 1997, he co-founded the Arab Image Foundation, a Beirut-based
photography archive.

Zataari received his undergraduate degree in architecture from the
American University of Beirut and a Masters of Arts in Media Studies
from the New School for Social Research in New York, NY. He lives
and works in Beirut.

BIBLIOGRAPHY:

Chad Elias, “The Libidinal Archive: A Conversation with Akram
Zataari,” Tate Papers, issue 19 (March 12 2013).

Hannah Feldman and Akram Zataari, “Mining War: Fragments
from a Conversation Already Passed,” Art Journal (summer
2007), pp. 48-67.

Mohmoud Hojeij, Mohamad Soueid, and Akram Zataari, “Dis-
ciplined Spontaneity: A Conversation on Video Production in
Beirut,” Parachute (2002), pp. 80-90.

Photograph courtesy of Sfeir-Semler Gallery
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sucjmyal | Akram Zaatari
NANT ) 88 SiuMiG Yaol daic yax | Untitled (Syrian MiG Fighter over Lebanon, 1982)
‘odgould’ §Jg e paltaisl aclua 1€ 2014, Inkjet print on Hahnemuhle paper
o l€o X .. 100 x 145cm

Photograph courtesy of Sfeir-Semler Gallery and the artist
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ASIM
ABU SHAQRA

1961 - 1990, Umm al-Fahm

Born into a family of artists, Abu Shagra left his hometown in 1981 to
study at the Kalisher Art Academy in Tel Aviv, graduating in 1986 and
later teaching at his alma mater.

A painter, Abu Shagra’s central motif was the sabra, or cactus. The
artist often depicted this iconic symbol of Palestinian steadfastness
as uprooted and planted in a flowerpot. Critics have often read
Abu Shagra’s domesticated sabras as self-portraits, reflective of
the artist’s own displaced status as a Palestinian living and work-
ing in Israel.

Representative of Abu Shaqgra’s larger body of work, Cactus with
City in Background depicts a potted sabra on a windowsill that
opens onto a nighttime urban-scape. The tall, vertical thrust of

the buildings with their rhythmic windows, stand in contrast to the
rounded, organic form of the cactus and highlight the plant’s unnat-
ural interior confinement. A second painting, Beast, also centralises
its main subject, isolating and alienating the animal form outside of
his natural environment and depicts the subject with Abu Shagra’s
characteristically broad, sweeping brushstrokes and simple, yet
bold outlines.

In 1988, Abu Shagra held solo exhibitions at the Umm el-Fahm
Gallery and Tel Aviv's Rap Gallery. He continued to exhibit until his
death in1990. In honour of his prolific career, retrospectives of his
work have been organised at the Israel Museum in Jerusalem (19971),
the Helena Rubsenstein Pavilion for Contemporary Art at the Tel Aviv
Museum (1994) and the Golconda Fine Art Gallery in Tel Aviv (2008).
In 2013, a monograph on Abu Shagra was published by Nira Itzaki
with an accompanying exhibition at Tel Aviv’s Chelouche Gallery.

BIBLIOGRAPHY:

“Asim Abu Shagra (1961-1990): The Artist’s Eye and the Cactus
Tree,” Palestinian Art: From 1850-the Present (London: Saqi,
2009), pp. 183-203.

Asim Abu Shakra. Edited by Nira Itzaki (Tel Aviv: Chelouche
Gallery, 2013).

Tally Tamir, “The Shadow of Foreignness: On the Paintings

of Asim Abu Shakra,” in Palestine-Israel: Journal of Politics,
Economics, and Culture v6 n11999. www.pij.org/details.
php?id=962

Photograph courtesy of Younis Alkara
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Asim Abu Shaqgra

Beast, 1986

Diluted oil and pastel on paper
70 x 100 cm

(right page)

Cactus with City in the Background
1988, Oil on paper

140 x 105 cm

Photographs by Capital D Studio
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CHARBEL-JOSEPH Catjon i
H. BOUTROS Suphy A

b. 1981, Lebanon old , 19A1 sudigo

Charbel-joseph H. Boutros is known for his multi-disciplinary work.
Inspired by the legacy of conceptual art, Boutros often takes a
minimalist approach to his installations that are poetic in their visual
simplicity, yet intricate in their investigation of conceptual ideas.

The Sun is My Only Ally is part of a series of works that activates the
sun in the artistic process. The title, written with a stencil system, is
made visible on the paper in pale yellow after being exposed to UV
rays. Referencing the history of photography (the Greek word that
means ‘to write with light’), Boutros illuminates the role of science
and nature as integral to the artistic process. The juxtaposition of
the work’s stark literalness and poetic beauty emanates from the
piece, Mixed Water, Lebanon, Israel. A framed map of Lebanon and
one of Israel are mounted on either side of a small wooden shelf that
holds a small glass filled with equal amounts of mineral water from
Lebanon (Sohat) and Israel (Eden). Visually distilling the complexity
of the issue, Boutros creates a sense of estrangement in the viewer
that is paradoxically more powerful than the standard media repre-
sentation of an often violent conflict.

Boutros” work has been exhibited in biennials, galleries, and museums
worldwide, including solo shows at Grey Noise in Dubai (2014) and
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Photograph by Vijai Patchineelam

www.youtube.com/watch?v=uvHsKtoglWw, N.p., 2015. Web.

He lives between Beirut, Paris, and Maastricht. June 12015, Ay wlog g jug
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Charbel-joseph H. Boutros

Mixed Water, Lebanon, Israel, 2013
Drinking glass, water - an equal
mix of Lebanese mineral water
(Sohat), and Israeli mineral water
(Eden), wooden shelf, inkjet print
on archival paper, painted nails
40 x 70 x 21cm

(bottom)

The Sun is My Only Ally, 2012
Wooden frame, newspaper print
sun of Beirut, 55 x 75 cm

Photographs courtesy of Grey Noise Gallery
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DJAMEL
TATAH

b. 1959, France

Djamel Tatah is a painter of Algerian heritage, working using a
technique of wax painting and photography, in addition to digital
technology. The artist is best known for his distinctive canvases that
depict anonymous, life-sized figures set against monochromatic
coloured canvases, suggestive of geometric abstractions. Using
minimal narrative detail, Tatah creates works that are visually strik-
ing in their simplicity.

In Untitled, Tatah portrays two young men, one seated and another
standing. The figures’ physical proximity is juxtaposed with their
emotional disengagement from one another, highlighted by a back-
ground that is starkly divided into blue and black. Tatah’s choice

of bold colours offers a sharp contrast to the silence between the
two young men that permeates the composition. Although both the
figures and their location are anonymous, their posture and facial
expressions suggest an emotional narrative that conveys a sense of
boredom and estrangement among disenfranchised youth.

He studied at Beaux-Arts School of Saint-Etienne from 1981-86. Tatah
has participated extensively in collective exhibitions throughout
Europe, as well as in China, Russia, Palestine, and Algeria. In 1989,
he held his first solo exhibit when he moved to Marseille. Since then,
he has held solo shows at galleries and museums throughout France
and Europe, including a 2013-14 retrospective at the Marguerite and
Aime Maeght Foundation accompanied by a monograph on the art-
ist, in collaboration with the Museum of Modern and Contemporary
Art of Algiers.

The artist lives and works in Bourgogne.

BIBLIOGRAPHY:

www.djameltatah.com, N.p. Web. May 16 2015.

Djamel Tatah, Musuem of Modern Art Algiers and Marguerite
and Aime Maeght Foundation (2013)

Djamel Tatah, Museum of Modern Art Saint-Etienne (May 2014)

Photograph by Thierry Crombet
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Djamel Tatah

Untitled, 2012

Oil and wax on canvas
300 x 200 cm

Photograph by Capital D Studio
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DRISS
OUADAHI

b. 1959, Casablanca, Morocco

Driss Ouadahi is an artist of Algerian heritage who moved to Kabiliya

at the age of four and lived there for nine years, then moving to Algiers.
An architect and artist, Ouadahi is most recognised for his large-scale
oil paintings that collage the architectural language of modernity—high
rise buildings, parking lots, fences, and metro passageways—into
anonymous urbanscapes. Once symbols of modernisation and tech-
nological achievement, Ouadahi’s abstracted modernist forms now
convey a sense of urban dislocation and alienation.

Vue d’ensemble and Zinnober represent a body of work that Ouadahi
began by painting public housing in Algiers. Modeled on France’s
housing at fixed prices for immigrants from the former colonies,

the public housing in Algiers housed displaced and formerly rural
populations. Ouadahi’s cityscapes of steel, glass, and concrete—the
materials of modernism—are often geographically non-descript,
yet, speak to the politics of class and ethnicity associated with failed
promises of modernity.

Ouadahi has exhibited in solo shows throughout the U.S. and Europe,
in addition to numerous group exhibitions. Recent exhibitions in-
clude 11th Biennale de LArt Africain Contemporain in Dakar, 25 Ans
de Creativite Arabe at Institute du Monde Arabe, and in the Future
of a Promise at the 54th Venice Biennale. He studied architecture in
Algiers (1979-82) and art at Ecole Superieure des Beaux-Arts d’Algiers
(1984-87) before continuing his training and graduating from the
Kunstakadamie Dusseldorf (1988-94).

He lives and works in Dusseldorf, Germany.

BIBLIOGRAPHY

“If Walls Could Talk...” An Interview with Driss Ouadahi

by Rachida Triki. Ibraaz (May 24 2012). www.ibraaz.org/
interviews/27

Christopher Lord, “Driss Ouadahi Sees Modern Life Filtered
through a Mesh,” The National. www.thenational.ae/arts-
culture/art/driss-ouadahi-show-sees-modern-life-filtered-
through-a-mesh, N.p., Feb 26 2012. Web. May 26 2015.
“Driss Ouadahi,” in New Vision: Arab Contemporary Art in the
21st Century. Edited by Hossein Amirsadeghi, Salwa Mikdadi,
and Nada Shabout. London: Transglobe Publishing, 2009.
Pgs. 236-238.

Photograph courtesy of Lawrie Shabibi
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Driss OQuadahi
Zinnober, 2014
Oil on canvas
190 x 240 cm

(right page)

Vue densemble, 2013
Oil on canvas

160 x 240 cm
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~FADI
AL-HAMW|

b. 1986, Damascus, Syria

Fadi Al-Hamwi is known for his work primarily as a painter, although
he also works in installation and video. He is most recognised for his
eerie portraits of animals isolated against a background of swirling
dark, gray colours that offer poignant commentaries on the reality of
life experienced under the current violence in Syria.

The painting Clean Teeth and mixed media work Checkpoints both
exhibit Al-Hamwi’s characteristic depiction of his subjects, as if
viewed through an X-ray machine. In the former work, the cow’s
disembodied teeth and missing front legs offer a sad, surreal-

ist image suggestive of the absurd reality of life under the war in
Syria. Through its choice of title, Checkpoints offers a more direct
reference to the continuing violence in Al-Hamwi’s homeland. In
this work, the X-ray reveals the inside of a suitcase: a small body
cramped in a fetal position against a grid of blue glitter blocks,
indicative of smuggled blocks of gold or money. Here, the X-ray
technique reveals the hidden realities of political strife in the form of
contraband, a glittering promise that attempts to conceal the tragic
human cost of war.

He graduated in 2010 from the department of painting and drawing

in the Faculty of Fine Arts at the University of Damascus Since 2007,
Al-Hamwi has been exhibiting throughout Syria, Lebanon, and the
U.K., including a solo show in 2012 at Art House Gallery in Damascus.
The artist currently lives and works in Beirut, Lebanon.

BIBLIOGRAPHY:
“Fadi al-Hamwi and his Captivating Art from Syria,” Revolution

Art Now. http://revolutionartnow.altervista.org/fadi-al-hamwi-

captivanting-art-syria, N.p., Feb 12 2015. Web. May 26 2015.

Photograph courtesy of the artist
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Fadi Al-Hamwi

(top)

The Transparent Patient, 2013
Mixed media on canvas

100 x 100 cm

(bottom)

Checkpoints, 2013
Mixed media on canvas
100 x 100 cm

(right page)
Clean Teeth, 2014
Acrylic on canvas
150 x 150 cm

Photographs by Capital D Studio
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FARAH
AL QASIMI

b. 1991, Abu Dhabi, UAE

Farah Al Qasimi is a photographer whose practice is distinctive due
to her ability to capture the seemingly trivial details of everyday life
through colour photographs that are embedded with an underlying
sense of humor, strangeness, and deep nostalgia. A lifelong student
of composition and music, she is greatly influenced by music and
film, likening her photographs to film stills and sets.

Old McDonald’s belongs to the series The World is Sinking, which
captures the neglected and overlooked areas of Dubai. In this
photograph, Al Qasimi focuses her camera on the faded trace of a
McDonald’s logo on the side of a building. The vibrant red and yel-
low colours of the famous, omnipresent ‘M’ logo are, in Al Qasimi’s
photograph, depleted and withdrawn, a tired and neglected relic

of globalism. With a title that references the children’s song “Old
McDonald had a Farm,” the photograph offers a poignant commentary
on the rapid transition of rural life under capitalism and a striking
contrast to popular media images of Dubai.

Raised between the United States and the United Arab Emirates,

Al Qasimi graduated in 2008 from Yale University with a degree in
Fine Arts and a concentration in analog and digital photography. Her
work has been featured in exhibitions since 2011, including shows at
the Meridian Art Center in New York, New York University’s School
of Visual Arts, and Third Line Gallery in Dubai. She was awarded the
Salama bint Hamdan Emerging Artist Fellowship and was the recipi-
ent of a 2011 summer residency at Burren Collge of Art in Ireland.

Al Qasimi also taught photography at Higher Colleges of Technology
in the UAE.

She lives between Dubai and New York.

BIBLIOGRAPHY:

www.farahalgasimi.com, N.p., Web. May 28 2015.

Anna Seaman, “Photographer Farah Al Qasimi Presents her
Perspective on Dubai through a Series of Pictures,” The National
(October 6 2014).

“Middle East Interview: Farah Al Qasimi,” Buro 24/7 (January
62014)

Photograph courtesy of the artist
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wowldlg s Farah Al Qasimi
M€ poaddugaam | O/d McDonald’s, 2014
paldistaenijacun || Archival inkjet print
o ATx 19 69 x 86 cm

Photograph courtesy of The Third Line

e | — s —

L ] fﬁr.:%ftl'.r"ﬂ; ST g 0 Tl R L L R L LRt T e mi g [

CUNAA 0 80260 6 gl

WALLS AND MARGINS Uiolgm g ¢ljaa



HANI
/UROB

b. 1976, Gaza, Palestine

Hani Zurob is a painter who has been practising since the late 1990s.

His work addresses the contemporary Palestinian experience, which
is rooted in an examination of exile and displacement.

Standby #18 is part of The Standby Series (2007-08), marking the
60th anniversary of the Israeli Occupation of Palestine. Zurob chal-
lenges conventional readings of the term ‘stand by’ as a transitory
state by underscoring that this temporary situation has become
permanent for Palestinians living under continuous occupation since
1948. In this piece, Zurob uses tar, henna, and acrylic on canvas to
create a textual and visceral abstraction suggestive of the psychologi-
cal turmoil of life under the occupation.

Zurob has exhibited internationally in both group and solo shows,
including at prestigious venues such as Institut du Monde Arabe

in Paris, the National Museum of Bahrain, and the Henry Moore
Institute in the U.K. In 2002, he was a finalist for the A.M. Qattan
Foundation’s Young Artist Award and in 2009 he received la Bourse
Renoir. In 2012, renowned artist and scholar Kamal Boullata au-
thored a monograph on Zurob.

Born in Rafah refugee camp in Gaza, Zurob later moved to Nablus,
graduating with a B.A. in Fine Arts from the University of Najah in
1999. He lived in Ramallah until 2006 when he was awarded a grant
for the Cite Internationale des Arts. He now lives and works in Paris.

BIBLIOGRAPHY:

www.hanizurob.com, N.p. Web. August 2 2015.

Kamal Boullata, Between Exits: Paintings by Hani Zurob
(London: Blackdog Publishing, 2013).

Photograph courtesy of the artist
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Hani Zurob

Standby #18, 2008

Tar, henna and acrylic on canvas
120 x 100 cm

Photograph courtesy of the artist
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HAY'V
KAHRAMAN

b. 1981, Baghdad, Iraq

Hayv Kahraman is an artist who works in a variety of mediums,
including: drawing, painting, mixed-media, and sculpture. Her
practice draws inspiration from a variety of art historical traditions,
such as: Japanese calligraphy, Islamic manuscripts, and abstraction,
which she uses to comment on the impact of war, with a specific
interest in the female body.

Corporeal Mappings is expressive of Kahraman’s rumination on the
social and cultural expectations of the female body. Taking shape via
a sliding puzzle, the piece presents a never-ending game of altera-
tion to the female form as each group of figures performs modifica-
tions to their peers’ face and body. With each female figure visually
mirroring the next, Kahraman presents a disturbing commentary on
the near-endless search for physical perfection through control and
self-manipulation.

Kahraman is an internationally recognised artist whose work has
been exhibited throughout the Middle East, Europe, and the U.S.A.,
including participation at the 9th Sharjah Biennial and solo shows in
Sweden and Turkey. In 2011, the artist was shortlisted for the presti-
gious Jameel Prize at the Victoria and Albert Museum.

Born in Baghdad, Kahraman moved to Sweden at the age of 11 and
began drawing at 12. She is a graduate of the Academy of Art and
Design in Florence. She lives and works in San Francisco.

BIBLIOGRAPHY:
www.hayvkahraman.com, N.p. Web. August 2 2015.

“Hayv Kahraman,” Contemporary Practices, N.p. January 2011.

Web. August 23 2015.

Photograph courtesy of the artist
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glojas wia Hayv Kahraman
CIE oo iy Corporeal Mapping, 2011
a4 o el e dudlj olgJi QOil on mobile panels
Lo X 1A X 19A 198 x 198 x 1.5 cm

Photograph courtesy of The Third Line
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Bl
IBRAHIM

b. 1987, Sana’a, Yemen

Ibi Ibrahim is a visual artist and filmmaker whose practice exam-
ines social and cultural experiences with a particular focus on
gender equality.

The 2012 photograph, Rashida, belongs to the series Black Tears,
which narrates the story of slavery after the birth of Islam. Through
his signature black and white photography, Ibrahim transforms the
anonymous figure of the female slave into a model of humble piety
and aesthetic beauty.

Ibrahim grew up in Yemen before moving to the U.S.A. Although not
a formally trained visual artist, he began experimenting with art after
returning to the U.S.A. in 2009, following an extended trip in Yemen.
This trip was impactful on Ibrahim as it led him to be interested in
expressing and experimenting with his feelings through his burgeon-
ing artistic inclinations.

Ibrahim has been exhibiting since 2009 when he held an exhibition
of photography at the German House in Sana’a. His work has since
received recognition in the U.S.A., Europe, and the Middle East. He
lives and works in New York City.

BIBLIOGRAPHY:

Joobin Bekhrad, “The Forgotten Queen of Yemen: Interview
with Ibi Ibrahim,” ReOrient, N.p. September 26 2012. Web.
August 19 2015.

Amal Abdul Aziz, “Yemeni-American Artist Ibi Ibrahim: 10

Questions,” Levantine Cultural Center online, N.p., July 9 2012.

Web. August 19 2015.

Photograph courtesy of the artist
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Digital pigment on Hahnemuhle
photo rag fine art paper, 60 x 40 cm

Ibi lbrahim
Rashida, 2012
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KHALED
JARRAR

b. 1976, Jenin, Palestine

Buddy Bear, a concrete sculpture, comes from a series of objects
that Jarrar created out of re-purposed material that he chiselled
away in secret from the separating, apartheid wall in the West Bank.
The sculpture, a replica of the internationally recognised Buddy Bear,
a symbol for peace, operates as a sombre reminder of life under oc-
cupation and raises probing questions on power dynamics and the
impact of politics on the cultural fabric of communities.

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 ex-
periences of life in occupied Palestine, largely left uncovered by me-
dia 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. The artist currently lives and works in Ramallah.

This text was written by Isabella Ellaheh Hughes
Josa Wl Jus oo yall dulia ol

Photograph courtesy of Ayyam Gallery, London
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Jjpaa | Khaled Jarrar
[ aVal RN ) Buddy Bear, 2013
Shnicd Jnall jlan o aduALi aleo cudoaw] Reconstituted concrete from Apartheid wall
) A€ i) muw VXTI xIl B 22 x10 x 7 cm, weight: 4 kg

Photograph courtesy of Gallery One
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LAILA
SHAWA

b. 1940, Gaza, Palestine

Laila Shawa is a painter and mixed-media artist whose diverse body
of work explores a variety of themes and subthemes, ranging from
early oil paintings of imagined cities and folkloric scenes, to her more
recent works, which are heavily focused on the political realities of
contemporary Palestinian life.

The 1994 series, Walls of Gaza, is one of Shawa’s most internation-
ally recognised bodies of work. Previously working in oil painting on
canvas, Shawa moved into photography during the First Intifada, a
Palestinian uprising against the Israeli occupation of the West Bank
and Gaza that lasted from 1987-1993. This series documents the graf-
fiti-filled walls of Gaza that were central tools of resistance during
the uprising, with the graffiti serving as both a form of communica-
tion and an act of opposition to censorship by the Israeli Authorities.
Here Shawa introduced a printmaking technique to overlay the black
and white photographic images with bold, primary colours, thereby
mobilising aesthetic beauty to highlight the hopes, tragedies, and
political urgency of resistance.

Shawa is an international artist whose work has been exhibited in
Italy, Germany, Austria, the United Kingdom, Russia, and throughout
the U.S.A., Asia, and the Arab world. Her art is held in private col-
lections and museums worldwide, including the National Gallery in
Jordan and the British Museum in London.

Born in Gaza, Shawa trained at the Leonardo da Vinci School in Cairo
(1957-58), later graduating from the Accademia di Belle Arte (1958-

64) and receiving a diploma in plastic arts from the Accademia St.
Giaccomo (1960-64). After returning to Gaza in 1965, she worked as
the supervisor for arts and crafts education in UNRWA schools (1965-
67). Between 1967 and 1975, she lived in Beirut and worked as a painter
and illustrator of children’s books. She now lives and works in London.

Rt

BIBLIOGRAPHY

Wijdan Ali, “Shawa, Leila,” in Modern Islamic Art: Development
and Continuity. Gainesville, Florida: University of Florida Press,
1997. Pgs. 208-209.

Tina Sherwell, “Laila Shawa, les murs de Gaza,” Artistes pales-
tiniens contemporains. Paris: Institut du monde arabe, 1997.
Pgs. 78-83.

Photograph courtesy of Meem Gallery
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LARISSA
SANSOUR

b. 1973, Jerusalem, Palestine

Larissa Sansour works across the mediums of photography, video,
and installation, reflecting on contemporary history and the political
situation of Palestine. Drawing on popular culture, Sansour often
works through the imaginative genre of science fiction.

Nation Estate is a project comprised of a short film and photographic
series in which the artist imagines a Palestinian state housed in a
futuristic skyscraper. Playing the protagonist, Sansour uses computer-
generated imagery to visualise the different floors of this colossal
high-rise. With humour as a strategy for political critique, the
artist reflects on geopolitical and ideological barriers that continue
to define the Palestinian conflict and offers a possible future that is
paradoxically both idealistic and alienated.

She studied fine art in Copenhagen, London, New York, and
Baltimore. She received a B.F.A. from the Maryland Institute College
of Art (1995) and M.A. from the Institute of Fine Arts at New York
University (2000).

Her work has been featured at biennials and exhibitions worldwide,
including shows at The Tate Modern, Centre Pompidou, the
Brooklyn Museum, and the Berlin House of Cultures. She has held
numerous solo shows, including recently those at Lawrie Shabibi
in Dubai, Anne de Villepoix in Paris, and DEPO in Istanbul. In 2008,
her film, Space Exodus, was nominated for an award at the Dubai
International Film Festival.

She lives between London and Copenhagen.

BIBLIOGRAPHY:

www.larissasansour.com, N.p., Web. May 5 2015.

“A Re-imagined Palestine, Haniya Rae Interviews Larissa
Sansour,” Guernica: A Magazine of Art and Politics (September
16 2013).

“Larissa Sansour,” in New Vision: Arab Contemporary Art in the
21* Century. Edited by Hossein Amirsadeghi, Salwa Mikdadi,

and Nada Shabout (London: Transglobe Publishing, Ltd., 2009),

pp. 256-57.

Photograph courtesy of the artist
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Larissa Sansour

Nation Estate - Living the High Life
2012, Digital print on paper

150 x 100 cm

Photograph courtesy of Lawrie Shabibi
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LAYAN
SHAWABKE

1986-2009, Jerusalem, Palestine

Layan Shawabkeh was a painter whose distinctive compositions

are expressive of the violence, vulnerability, and victimisation that
characterises Palestinian life under the Israeli Occupation. Her works
focus on the female form, which often symbolises the homeland. The
women in Shawabkeh’s canvases are depicted in tormented physical
and psychological states, suggestive of the State of Palestine.

Barzakh belongs to the series Ladies of Gaza, inspired by Picasso’s
famous painting, Les Demoiselles d’/Avignon, as well as media images
of distraught Palestinian mothers confronting the loss of a child due
to violent assault. Depicting the female body through angular, dis-
torted lines, Barzakh utilises the physical body to convey a psycho-
logical state of extreme pain and suffering—a body that stretches
beyond the canvas, bending over to protect her swollen belly. The
artist’s choice of luminescent greens and yellows set against a dark
background furthers the sense of alienation that characterises the
continual losses suffered by Palestinians.

Shawabkeh was an internationally operating emerging artist whose
work was recognised in 2008 when she received the AM Qattan
Young Artist of the Year award. She studied at the International
Academy of Art, Palestine. In 2009, Shawabkeh tragically lost her life
to cancer.

BIBLIOGRAPHY:

Tina Sherwell, “Layan Shawabkeh,” Contemporary Practices.

Pp. 42-43. 2008. Web. August 19 2015.

Photograph courtesy of Layan Shawabke’s family
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aAJlgil gyl Layan Shawabkeh
rAgiy Barzakh (Purgatory), 2008
Ublod oAl | Acrylic on canvas
w19, X 1€0.0 145.5 x 190 cm

Photograph by Capital D Studio
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MANAL
AL DOWAYAN

b. 1973, Ash-Sharqgiyah, Saudi Arabia

Manal Al Dowayan is a mixed-media artist whose photographic and
installation-based practice is reflective of the contemporary social
and cultural role of women in Saudi Arabia.

Strictly Families Only is part of a series entitled And We Had No
Shared Dreams. Influenced by the writings of Palestinian novelist
Dr. Sahar Al Khalifa and Saudi poet and politician Dr. Ghazi Al-Gosaibi,
this photographic series imagines a conversation between a city and
its inhabitants. Through black and white urbanscapes, which have
an overlay of words and images that are superimposed with lights,
buff-proof spray, and ink, the artist brings into focus life within the
margins of the city.

Al Dowayan has been exhibiting internationally in shows and bien-
nales since 2003, including in the 2011 Venice Biennale. She has
received worldwide recognition for her work, including residences
at the Mathaf: Arab Museum of Modern Art (2014), NYU-Abu Dhabi
(2014), and the Robert Rauschenberg Foundation (2015).

Born in Ash-Shargiyah, the Eastern province of Saudi Arabia,

Al Dowayan received a Master’s degree in System Analysis and
Design. She worked for ten years as the creative director of an

oil company before dedicating herself to her art practice. She
studied photography in Saudi Arabia, Dubai, Bahrain, and London.
Al Dowayan lives between the United Arab Emirates and Saudi Arabia.

BIBLIOGRAPHY:

www.manalaldowayan.com, N.p. Web. August 15 2015.
“Interview with Manal Al Dowayan,” by Pat Binder and Gerhard
Haupt, Nafas Art Magazine, Np. October 2011. Web. August

14 2075.

Photograph courtesy of the artist

L)l o oo 6 gl

WALLS AND MARGINS

violgm g oljxa

o
olbigAll

disgsuull dupell @&lonldl syl . 19V sullgo

lavilujloso A CT iAo uis Jilwg roains @ilié UgAl Lo
oLlodnll joal asioll ciljraniig 8licgigall ygnill Lle doilall auiall
" Auagenlauycll aAloodl L8 6lad) pnleoll Lalaillg
rollal L w04 Logy lgicy dluili (1o 20 ga (hds lilel Joc
djg Al duudnlal dudigul UliA) GUg el 10,6 Ll palhy @Ajiuiie
HAD undl gt jgisall by ool pelivig dods Jiyauw
LA diunodl o Lo @ala o4 6udl g gl gl dlunlun alial
Cildin A9 agulllg uAulll opg i o sl Aol JAio JILA o8
AL a0liall fog i Alaplg clg Al phAiwb lade jgnlig cilodAl o
ol Uitola Le dual jaliao Lo

wlliug yAleo 8 Wga Lalol yapes Mt poledl Ao glg Al ol
UAILeo oLl dudga wlalicl Jle cunn LA Ml audaiul Jw Laio
(ME) QA - e ol (MHE) cunnl pald el @ailoll 8 duis
(o) @jjy capg) dulig og

dngcuuldwell d4looll o duspivlasinioll (8 JUgallcalg
Wlorc ouoniigodadl Juad s plunledlaap (e vdinnag
GLAT J48 Jg GAJD (8 chyl o Clgiiw e 610 gl
el 84 Loodl (o A 8 pgnil cuupn duidd lailu)losod i)
ducl ol dga g gl pined yailg gyanlig (g ung el
gl aupc)l 84 Lo oJig 6anioll

95




ubgll Jlio

[0 clie )

5314 olma algwn ule Gleo anijl Al
auwlor X1

WALLS AND MARGINS

Manal Al Dowayan

Strictly Families Only, 2006
Archival giclée prints mounted
on dibond, spray paint

101 x 152 cm

Photograph by Capital D Studio
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MOHSIN
HARRAKI

b. 1981, Asilah, Morocco

Mohsin Harraki is a multi-disciplinary artist whose practice consists
of drawings, videos, installations, photography, and performance. His
work engages cultural, political, and historical themes, particularly as
related to the repercussions of colonialism in his native Morocco.

In Pierre dans la mare, Harraki explores the concept of collective
memory by creating a series of sculptural books in concrete. As the
imaginative freedom and movement conventionally associated with
the book is transformed into immovable objects frozen in concrete,
these sculptural installations eerily oscillate between an image

of cultural monuments and that of tombstones. In turn, the
transmission of knowledge associated with books can be read

as a deadly ideology.

Harraki is an internationally recognised artist who has participated
in group and solo exhibitions worldwide, including those at Darat al
Funun in Amman, Jordan, the Museum of Modern Art in Kuwait, the
Gwangju Museum of Art, and a 2014 solo exhibition at Lappartement
22 in Morocco.

Harraki studied the fine arts in Morocco and France. He graduated

in 2007 from Tetouan’s Institut des Beaux Arts. In 2014, he returned
to Morocco after seven years in France, where he earned degrees
from Ecole Superieure d’Art of Toulon and Dijon. He lives and works
between Paris, France and Asilah, Morocco.

BIBLIOGRAPHY:
www.mohssinharraki.com, N.p. Web. August 16, 2015.

Photograph courtesy of Galerie Imane Farés
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GOl o Mohssin Harraki
Ml aspeinan Pierre dans la Mare, 2010
LUJAIgA LUAE. 40 books in concrete

daaliroalcsl | Dimensions variable 101

Photograph courtesy of Galerie Imane Farés
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NADIA
AYARI

b. 1981, Tunis, Tunisia

Nadia Ayari is best known for her distinctive paintings that are
characterised by striking balance between abstraction and narra-
tion. Often working in a series, Ayari focuses on a select number of
protagonists to relate a story. Her protagonists often take the form
of a disembodiment (an eye, tongue, or finger) or isolated form (a fig
leaf). Setting her characters against densely painted, semi-abstract-
ed landscapes, Ayari creates compositions that are rich in both their
formalism and political commentary.

In Fence, a disembodied eye stares blankly from behind a barbed
wire chain fence. With its calm blue sky and bare, isolated landscape,
the composition conveys a stillness that stands in stark contrast to
subject of imprisonment. Creating an image that is at once cartoonish
and threatening, Ayari uses the cultural icon of the eye to comment on
contemporary issues of identity and surveillance.

Ayari moved to the U.S. in 2000 and received a B.A. in art history
form Boston University, a M.F.A. in painting from the Rhode Island
School of Design, and a certificate of fine arts from Brandeis University.
She began exhibiting her work in 2008, and has participated in
numerous international shows and biennales, including the 12th
Cairo International Biennale, U.S. pavilion and the 3rd Thessaloniki
Biennale. She has participated in residencies at Skowlegan School of
Painting and Design, Fine Arts Work Center and AiR Dubai. Ayari also
co-directs S2A, a New York-based project space and collective.
Ayari currently lives and works in Brooklyn, New York.

BIBLIOGRAPHY:

Carrie Moyer, “Nadia Ayari,” Art in America (summer 2011).
“The Activity of Painting and Other Actions: Nadia Ayari in
conversation with Haig Aivzian,” Ibraaz (May 30 2013).

“In Conversation with Nadia Ayari,” Interview with Maymanah
Farhat, Jadaliyya online (March 2014) www.jadaliyya.com/
pages/index/16805/in-conversation-with-artist-nadia-ayari

Photograph courtesy of the artist
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SJlc duab Nadia Ayari
r.Vgbah The Fence, 2007
ublod Llcdauujolgdi | Oil on canvas

lErP xlof, 152.5 x142.3 cm
oW xlolo X 105

Photograph courtesy of the artist
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STEVE
SABELLA

b. 1975, Jerusalem, Palestine

Steve Sabella works in large-scale photography and photographic
installations, often created in a series and explores the experience of
exile, notions of fragmentation, displacement, and metamorphosis,
thereby challenging the perception of fixed identities.

In Metamorphosis, Sabella gives visual form to the dislocation of
exile. An immediate reference to the Wall built by the Israeli govern-
ment in the West Bank along the 1949 Green Line, Sabella’s image
transforms the barrier into a captivating and dizzying labyrinth.
Through a technique of layered repetition, the artist spatially flat-
tens the image. Closing off any possibility of spatial escape, the
image uses visual abstraction to offer a powerful political critique of
Palestinian life under the occupation.

He received a degree in photography from Musara School of
Photography in Jerusalem in 1997. He continued his studies at
Empire State College of State University of New York, where he
received a B.A. in visual studies in 2007. In 2008, he was awarded

a M.A. in photographic studies at University of Westminster and in
2009 a M.A. in art business from Sotheby’s Institute of Art.

Sabella has been featured in exhibitions and biennales worldwide,
including 11 solo shows in Palestine. He has received numerous
awards and fellowships, including the 2002 A.M. Qattan Foundation’s
Young Artist of the Year Award and the 2008 Ellen Auerbach Award
from Akademie der Kunste, Berlin. He is also a writer and regular
contributor to the journal, Contemporary Practices.

Sabella lives and works in Berlin, Germany.

BIBLIOGRAPHY:

www.stevesabella.com, N.p. Web. May 6 2016.

Steve Sabella-Photography, 1997-2014. By Hatje Cantz with
Akademie der Kunste (Berlin, 2014).

“Dare to Question My Identity or Where | Come from,” Steve
Sabella lecture, www.youtube.com/watch?v=26430T-Kyko,
N.p., 2012. Web. May 25 2015.

Photograph courtesy of the artist
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Steve Sabella
Metamorphosis, 2012

Light jet print on diasec

3.5 cm aluminium box edge
180 x 180 cm

Photograph courtesy of the artist

il o doado 6 jgnll

109



SULEIMAN
MANSOUR

b. 1947, Birzeit, Palestine

Suleiman Mansour is a mixed media artist who is best recognised
for his development of iconography on the Palestinian struggle,
which he has been working on since the 1970s. Uniting Mansour’s
body of work is the depiction of the orange tree (considered to
symbolise the 1948 Nakba), the olive tree (considered to symbolise
the 1967 war), traditional Palestinian embroidery, village life, and
the figure of the Palestinian woman as giving birth and protecting
the Palestinian people.

From Birzeit portrays the landscape from behind a concrete grid
barrier. Unlike the conventional genre of landscape painting in which
the land is on display for the viewer’s gaze, Mansour’s piece situates
the viewer in the position of the Palestinian - barred from visual and
physical access to the land. Offering direct political critique of geopo-
litical borders, Mansour visualises both the beauty of the land and the
Palestinian struggle in all its hardships and aspirations.

Mansour studied fine arts at Bezalel Art Academy in Jerusalem and
has exhibited in group and solo exhibitions throughout the Arab
world, United States, Europe, and Asia. Notably, he participated

in the 1997 French Palestinian spring exhibition at the Institut du
Monde Arabe in Paris. He is the recipient of numerous awards,
including the ‘Nile Award, at the 1998 Cairo Biennial. He was the
head of the League of Palestinian Artists (1986 to 1990) and co-
founded al-Wasiti Art Center in East Jerusalem (est.1994). He is

a member of the Founding Board of Directors of the International
Academy of Art Palestine.

BIBLIOGRAPHY:

Shammout, Ismail. Art in Palestine. Trans. Abdul-Qader Daher.
Kuwait: Al-Qabas Printing Press, 1989.

Sherwell, Tina. “Imaging the Homeland: Gender and Palestinian
National Discourses.” Thamyris 10 (2003): 123-145.

“AlHoash interview with Suleiman Mansour,” www.youtube.
com/watch?v=tOBoHRNUXgA, N.p., 2012. Web. May 11 2015.

Photograph courtesy of the artist
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Janio glowy Suleiman Mansour
1G9A 0313 (40 From Birzeit, 1998
i e cugAigagdauj oot || Oil and concrete on wood
ouwleV xl. B 100 x 147 cm

Photograph by Capital D Studio
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SUSAN
HEFUNA

b. 1962, Cairo, Egypt

Susan Hefuna is a German-Egyptian artist whose practice incorporates
a diversity of mediums, including drawing, photography, sculpture,
installation, video, performance, and textile-based works. She is
most recognised for her body of work that examines visual and
cultural signifiers of identity, with a particular interest in architecture
from the Arab world and public space.

Al Sabr Gamil (Patience is Beautiful) documents Hefuna’s long-term
interest in the mashrabiya, a traditional window screen of carved
wood lattice found in Islamic and Arab architecture. Highlighting
the abstract patterning that both reveals and obscures, Hefuna
plays with notions of seeing and being observed. In these works,
she often inscribes English and Arabic words and aphorisms within
the holistic piece. Her focus on the detailed patterns of the lattice
situates her work within two seemingly distinct histories: that of
traditional architecture in the region and European modernism’s
interest in abstraction.

Hefuna has extensively exhibited both in group and solo exhibitions
worldwide, including a major solo show organised by the Sharjah
Art Foundation (2014). She has received a number of prestigious
awards, including the International Award at the Cairo Biennial
(1998) and the Contemporary Drawing Prize by the Daniel and
Florence Guerlain Foundation in Paris (2013).

Born in Cairo, Hefuna moved to Graz, Austria at the age of eight. She
received a post-graduate degree from the Institute for New Media
at the Stadelschule in Frankfurt, Germany (1992). She now lives and
works between Egypt and Germany.

BIBLIOGRAPHY:

www.susanhefuna.com, N.p. Web. August 26 2015.
Juliet Cestar, “Susan Hefuna: Patience is Beautiful,” N.p.,
December 2008. Web. August 26 2015.
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TAYSIR
BATNIJI

b. 1966, Gaza, Palestine

Taysir Batniji is a multi-media artist. Working in painting, installation,

performance, video, and photography, he is interested in explor-
ing themes of displacement, mobility, and loss as related to the
Palestinian experience of life under occupation.

Pixels is a striking commentary on surveillance, representation,

and power. Using pencil on paper to mimic digital imaging, Batniji
presents five, close-up images of a young man blindfolded. In each
image, the position of the youth’s head shifts slightly, as if attempt-
ing to dodge the viewer’s isolating gaze and registering the youth’s
discomfort and vulnerability. This reflective work is a 21* century
portrait of Palestine and modern technology’s ability to distance,
alienate, and control individuals and social realities.

He graduated with a B.A. in fine arts from An-Najan National
University in Nablus before continuing his training in Italy and
France. In 1996, he held his first solo exhibition at the French Cultural
Center and Gaza and since then has exhibited to international acclaim

worldwide. Since 2001, he has held residencies in Germany, Senegal,

France, and Switzerland. Batniji has received numerous awards,
including the 2012 Abraaji Capital Art Prize. His work has been col-
lected by the Centre Pompidou in Paris, the Imperial Art Museum in
London, and the Zayed National Museum in Abu Dhabi.

Batniji lives between France and Palestine.

BIBLIOGRAPHY:
www.taysirbatniji.com, N.p. Web. May 7 2015.
“A Conversation with Taysir Batniji,” www.mei.edu/events/

conversation-taysir-batniji-acclaimed-gaza-born-artist, N.p.,

June 30 2014. Web. May 27 2015.

“Taysir Batniji,” in New Vision: Arab Contemporary Art in the
21st Century. Edited by Hossein Amirsadeghi, Salwa Mikdadi,
and Nada Shabout. London: Transglobe Publishing, 2009.

Pgs. 102-104.

Photograph courtesy of the artist
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Taysir Batniji
Pixels, 2011

Pencil on paper
14.5 x 19.5 cm each

Photographs by Capital D Studio
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WALEAD
BESHTY

b. 1976, London, United Kingdom

Walead Beshtyis a multi-disciplinary artist who works with experimental
photography, video, painting, sculpture, and installation. Deeply
invested in the materiality of medium, Beshty explores the processes
by which objects accrue aesthetic, social, and political meanings.

In the series Fed Ex, Beshty creates laminated glass pieces that
mimic precisely the shape of the Fed Ex shipping package. The artist
then ships the fabricated works from his studio to the gallery or mu-
seum space and exhibits the object and its packaging side by side.
Shattered while being shipped, the glass pieces are transformed by
their distant journey: the cracks stand as poetic witnesses of transit
and the circuits of global capital.

He graduated in 1999 with a B.A. from Bard College and received his
M.F.A. in 2002 from the School of Art at Yale University.

Beshty’s work has been exhibited worldwide at institutions such

as the Los Angeles County Museum of Art, the Guggenheim, the
Museum of Modern Art, and the Tate Britain. He was included in

the 2008 Whitney Biennial and the 2009 iteration of MOMA’s New
Photography exhibition series. He has also exhibited extensively in
solo shows at venues such as the Ullens Center for Contemporary
Artin Beijing, the Hirshhorn Museum, the Hammer Museum of Art in
Los Angeles, and MoMA PS1. Beshty is also a curator, writer, and as-
sociate professor in the Graduate Art Department at the Art Center
College of Design in Pasadena.

He lives and works in Los Angeles, California.

BIBLIOGRAPHY:
Walead Beshty: Ethics (Cambridge, MA: MIT Press, 2015).

Walead Beshty: Natural Histories (Zurich: JRP-Ringier, 2011).

Walead Beshty: Selected Correspondences, 2001-2009
(Bologna, Italy: Damiani Editore, 2009).

Photograph courtesy of the artist
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Walead Beshty

FedEx Tube, 2005

Laminated glass, FedEx shipping box,
metal, silicon tape

96.5x 159 x 14 cm

Photograph courtesy of Phillips
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YTO
BARRADA

b. 1971, Paris, France

Yto Barrada is best known for her socially and politically engaged
practice that examines physical, national, and conceptual bound-
aries, with a particular emphasis on those between Morocco and
Spain. Since the late 1990s, her hometown of Tangier has been her
primary focus, examined through photo and video installations,
sculptures, and site-responsive interventions.

Northern Provinces, Tangier continues Barrada’s exploration of the
Strait of Gibralter, the narrow strip of sea separating Africa from
Europe, the Mediterranean from the Atlantic, and where Tangier is
located at the western entrance. This geopolitical position serves

to both connect and separate Morocco and Spain. In 1991, the
European Union’s Schengen Agreement created a unified European
zone to protect the circulation of goods and people inside it, thereby
partitioning bodies into the legal categories of “inside” and “outside.”
In this piece, the harsh realities of the border city of Tangier are ab-
stracted into a map—the ultimate representation of distanced con-
trol and surveillance—and thus suggestive of an additional boundary
between legal discourse and its consequential lived reality.

Barrada has exhibited worldwide, including shows at the Witte de With,
Fundacio Tapies, Jeu de Paume, MoMA in San Francisco and New York,
Centre Pompideu and the Venice Biennale. She has received numerous
awards, including the first Ellen Auerbach Award in Berlin (2006),
Deutsche Artist of the Year (2011), and the Abraaj Prize (2015). She is
the co-founder of Cinematheque de Tangier.

Barrada grew up in Tangier, Morocco and received a degree in history
and political science at the Sorbonne before studying photography
at the International Center of Photography in New York.

She divides her time between Tangier and New York City.

BIBLIOGRAPHY:
Yto Barrada (Zurich: JRP-Ringier, 2013)

TJ Demos, “A Life Full of Holes,” Grey Room n24 (2006), pp. 72-88.

Anthony Downey, “Yto Barrada: Life Full of Holes: The Strait
Project,” Third Text v20 n5 (2006), pp. 617-26

Photograph courtesy of Galerie Sfeir-Semler
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