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It is my great honour and delight to welcome you
to our gth Edition of 21,39 Jeddah Arts: Amakin.

This year we welcome the distinct vision

of the curator and scholar, Dr Venetia Porter
who has honoured SAC with her steadfast
and enthusiastic support since its inception.

Born of her heartfelt kinship with our region,
Amakin honours the past by featuring the early
pioneers of the art scene, reintroduces true
craftsmanship to the modern audience,

and celebrates the future by making space

for new media and emerging talent. Her narrative
reminds us, especially during difficult times,
about the importance of home, that no matter
where the future may take us, we must not forget
where we come from and who we are as a people.

I would like to thank the team behind

this remarkable show, our in-house group

of individuals who have worked tirelessly on making
the impossible happen. I especially would like

to congratulate our scenographers Samuel Da Costa
and Emanuel Debriffe, for bringing ethereal ideas

to life with such grace and artistry.

Thank you to our loyal sponsors and
to our Jeddah families. You are the true
nurturers of this community.

And lastly, I would like to thank you, our spectators,
and guests for believing in us. Your presence has
created the right soil for our seeds to grow and
flourish year after year.

Jawaher bint Majed bin Abdulaziz
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Saudi Arabia

UBS is proud to partner with SAC

Art and culture open our eyes and minds to ‘see’ beyond

the purely visible. Contemporary art enriches our existence,
focuses on timeless values and creates communities. Thus, UBS
is delighted and proud to partner with SAC, for the 8" consecutive
year, to showcase the exciting art community in the Kingdom

of Saudi Arabia and wider region. Together we remain united in
our commitment to innovation and excellence, and to supporting
art to become impactful, while connecting people and ideas,

and bringing opportunities to life.

This year’s 21,39 is entitled Amakin, meaning ‘places’. Its contributing
artists were asked to ‘take us into your makan: a place you love...
somewhere real and close by, or in your imagination.” This lovely
invitation draws attention to the power of art to direct our focus
and point the way to where we truly want to be. At UBS, we are
constantly helping our clients to navigate their way through the
financial and economic landscape to their desired makan, while
always expertly guiding them to invest in line with their values.

UBS has long been passionate about art, and we share

this enthusiasm with a global community of collectors

and cultural philanthropists in the UBS Collectors Circle.

We help clients and wider audiences participate in the international
conversation on art and the art market through our global lead
partnership with Art Basel, as well as via our cooperation with
leading art institutions, including SAC, on almost every continent.

As aworld leader in wealth management, we advise individuals,
families, and businesses all around the globe. We are committed
to connecting people with impactful new insights and ideas,
and to bringing personalised and relevant opportunities to life.
Our involvement with art and culture is our way of supporting
the art community and enriching the lives of everyone

in the communities where we work and live.

SAC is renowned for its strength and vision in creating outstanding
platforms for art. We congratulate the Board on its success and look
forward to this excellent ninth edition of 21,39, and to continuing
our valued partnership with them.

Ali Janoudi Vice-Chairman of the Board, UBS Saudi Arabia
Head Global Wealth Management, Middle East and Africa

Ghassan Soufi CEO and Head Wealth Management, UBS Saudi Arabia

Abdallah Najia Market Head Global Wealth Management Saudi Arabia
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\O Van Cleef & Arpels

Van Cleef & Arpels partnering
with 21,39 Jeddah Arts for the
seventh consecutive year in KSA

Throughout its history, High Jewelry Maison Van Cleef & Arpels
has consistently expressed its dedication to the cultural and
artistic sphere showcasing this commitment through a variety
of collaborations. Reaffirming this passion dear to the Maison,
Van Cleef & Arpels is proud to encourage the Saudi creative

art scene with its support to 21,39 Jeddah Arts 2022.

Van Cleef & Arpels partners with 21,39 Jeddah Arts for the
seventh consecutive year, contributing to engage Saudi artists,
designers, and thinkers to showcase their talent and creativity.

Founded in Paris at 22 Place Vendome in 1906, Van Cleef

& Arpels came into being following Estelle Arpels’ marriage

to Alfred Van Cleef'in 1895. Over the decades, the excellence
and creativity of the High Jewelry Maison established its
reputation across the world. With a blend of inventiveness

and poetry, Van Cleef & Arpels perpetuates a highly distinctive
style that has produced numerous signatures: the Mystery

Set technique, the Minaudiére, the transformable Zip necklace
and the Alhambra motif. Its selection of Pierres de Caractére,
exceptional gems that instill an emotion, and the savoir-faire
of its Mains d’Or, the virtuoso craftsmen of the workshops,
have given birth to enchanting jewelry and watchmaking
collections. Whether inspired by nature, couture, dance

or imaginary worlds, the Maison opens the gate to a timeless
universe of beauty and harmony. It currently operates over

135 boutiques globally, including 14 locations in the Middle East.
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About Ithra

The King Abdulaziz Center for World Culture, Ithra, is a
creative cultural destination aiming to ignite curiosity, explore
knowledge and inspire creativity through the power of ideas,
imagination and innovation.

Located in Dhahran, Saudi Arabia, Ithra features a museum
with five major exhibition spaces, a performing arts theater, an
innovation lab, a cinema, a state-of-the-art library, the Ithra
Tower and the first children’s museum in the nation. The
pioneering entity was a gift from Saudi Aramco to the people of
the Kingdom to celebrate the company’s 75th anniversary. Ithra
opened its doors to the public in 2018.

Ithra - from the Arabic word for “enrichment” - showcases art;
and much of'its programming is focused on education and
creativity. Its largest annual festival is Tanween: a celebration
of creativity with a focus on inspiring interest in STEM
subjects. It is Ithra’s mission to cultivate the creative economy;
and it does so by supporting the work of individuals in visual,
cinematic, media and performing arts - as well as design and
entrepreneurship. The five galleries of the main museum area
focus on contemporary art, Saudi heritage, Islamic art and
culture, Aramco archives and the natural environment of the
Arabian Peninsula.

Ithra also operates programs across the Kingdom. Its iRead
competition encourages young people to express and develop
their love of the written word. The Creative Solutions initiative
reaches out to digital entrepreneurs. Educational initiatives
reach thousands of teachers and students with new ways to
teach and learn about math, science and technology. Ithra has
also helped fund original art, including new Saudi films which
have since been made available worldwide by the streaming
service Netflix.

The Ithra building is an architectural masterpiece resulting
from an international competition won by the Norwegian firm
Snehetta. Ithra features a unique skin made of 360 km of
individually-bent steel pipes designed to handle the stresses of
this coastal desert site, most notably heat from the sun and
wind-born sand. With the steel-pipe exterior set alongside the
rammed-earth walls of Ithra’s interior plaza, the building
combines the world’s newest and oldest architectural
technologies to create a model of sustainability. Ithra’s built
environment was awarded Gold LEED status - Leadership in
Energy and Environmental Design, the world’s leading green
certification. In 2018, Ithra was listed by Time Magazine as one
of “the 100 greatest places in the world to visit.”
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The King Abdulaziz Center for World Culture (Ithra) is
extremely pleased to host Amakin, the exhibition created for
the oth Edition of 21,39 made possible by SAC and curated
by Venetia Porter. We are delighted to participate in this unique
collaboration to host the exhibition in Dhahran for the first time.

Amakin is the plural of makan, which is Arabic for a sense of place.
COVID-19 has in one way or another forced us all to rethink our
understanding of what we believe to be the meaning behind the
notions of place and space. For many professionals in arts and
culture, the pandemic was particularly disruptive. Cultural entities
across the world were and remain deeply affected as a result.
However, for many artists, the pandemic offered time and space to
create.

This exhibition is a source of inspiration, and will evoke emotions
within each visitor; emotions they did not know were lying dormant
at the back of their minds. In terms of craftsmanship, conception
and content, Amakin is a sophisticated and diverse exhibition

that showcases a broad range of artists, including modernists
established in their practice decades ago as well as artists whose
work engages with the latest in contemporary discourse.

What is particularly striking about Amakin is the extraordinary
depth with which Porter investigates works on paper. Paper, after
all, is the place of ideas, and the works here delve deeply into
poetry, calligraphy, diaries, music, sketches and old notebooks,
handmade paper, and notably, book art. On its own, a book can
create a sense of place, as it implies the reader will stop, sit and
focus for some time. Even if books can be captivating, they convey
the here-and-now act of reading. The entire exhibition leaves you
with a sense of awe, empathy, and new-found connections with
yourself, the artists, time, memory, and place.

The participating artists present their work as a reimagination

of what place means to them. Artist Shadia Alem notes: The
physical amakin are temporary, never lasting, what stays for

the next generations are the amakin of the imagination. And

what an imagination she has: The Princess in Masra ya Raqeeb
(“The Ascension of the One who Observes’) is a tour de force of
design - a princess-shaped work of paper covered with designs,
sketches and columns of words. The princess is the embodiment of
imagination itself.

Some of the strongest works in Amakin are Dia al-Azzawi’s dafatir
-a form of artist book with deep roots in al-Azzawi’s native Iraq.
They integrate poetry with painting, sketching and even sculpture.
Amakin also includes the inventive dafatir of Ghassan Ghaib and
Nazar Yahya, both of whom were introduced to the form by Dia
al-Azzawi.

Muhannad Shono also presents a book, but one cast in sand and
resin that is illuminated and enhanced by video projection. The
Book of Sand is about places lost to the swirling sands of time and
their now-illegible narratives.
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\9Q Farah Abushullaih

Taysir Batniji’s Home Away from Home starts with watercolor
drawings originally inspired by childhood memories of his cousins’
summer visits to Batniji’s family home in Gaza - and later enhanced
with 11 photographs taken at the house by his niece. Together, the
exquisitely silent images have the feel of a wordless book: places
within the house, a few portraits of varying detail - often with
fading figures, empty suitcases and so on.

Jeddah-based psychotherapist and artist Lujain Fagerah presents
Places, an installation that includes a typewriter and a series of
handmade notebooks in which the artist combines collaged phrases
from other books, with drawings, paintings, prints and notes. To
Faqgerah, this expressive, cathartic process is her makan since it
allows her the space to think about places and people who have been
important in her life. ‘Writing is where I find my place’, she says.

The interweaving of the objects and their content is what makes
Amakin a particularly successful exhibition. It combines the
literal, the gritty, the beautiful, the painful and the fantasticalin a
monument to the human imagination and our notions of place.

I'want to thank the entire SAC team, Venetia Porter and everyone at
Ithra who made this possible. Cross collaboration is at the forefront of
what we do at Ithra and it is deeply imbedded within our vision and
mission. We are pleased to be able to grow our communities together
by joining forces with talented entities and individuals in the hope
that we raise awareness in the Kingdom and inspire dialogue about
important topics introduced by exhibitions such as this.

Farah Abushullaih
Head of Ithra Museum
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Talib Almarri
Out of Focus, 2021
* Digital photograph
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The Ode of al-Harith bin Hilza

Asma announced to us she would soon be parting—

many’s the tarrier whose tarrying grows wearisome—

after she dwelt with us in the rough lands of Shamma,

then her nearest habitation, El-Khalsa,

then El-Muhaiyat, Es-Sifah, and the heights of
Dhul Fitak, and Adhib, and El-Waf3,

the meadows of El-Kata, the valleys of Esh-
Suburb, Esh-Shu’batan, and El-Abla.

I see no more her I dwelt with there, and today I

weep crazily, and what profit is weeping?

Before your very eyes Hind kindled at evening

the fire, that the highland raised up flickering;
She kindled it between Al-Akeek and Shakhsan

with aloes-wood, shining as clear as daylight,

and you beheld her fire from a far distance

At Khazdz—how remote its warmth was from youl...

(Translated by A.J. Arberry)
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Dia al-Azzawi

The Ode of al-Harith bin
Hilza, 1980

Gouache on paper

140 x 118 cm

Courtesy Kinda

Foundation
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The notion of makan, or place, fell into sharp

relief with the outbreak of the COVID-19 pandemic
and the ensuing lockdowns around the world.

That place where we live and perhaps took for
granted became, for some of us, another country

as we discovered familiar streets as though for the
first time, observed in minute detail the changing
of the seasons or listened to the birds. For others
our makan became a trap, a place to escape from
that now caused us trauma and stress. It was during
this time, as I began work on the exhibition I am
honoured to have been invited to curate for 21,39
Jeddah Arts, that I was introduced to the song

of the celebrated Saudi musician Mohamed Abdo

- al-amakin kullaha mushtaqah lak, ‘all the places
long for you’. The words touched me instantly

and deeply; and quickly, the concept crystalised
into an invitation to artists:

‘Take us into your makan: a place you love
because you live there, or your family comes
from there. A place you love because you once
went there, you found magic there or something
life-changing happened to you there. Because
that place has history, has evoked poetry, and

it moves you. Because that place acts as a trigger
to your imagination and it makes you dream.
That trigger can come from a line of poetry,

or a song that takes you somewhere else.

That place can be wherever you want it to

be - somewhere real and close by, or in

your imagination.

The responses were overwhelming. The amakin
became as much places that were specific,
personal and familiar to the artists, as states

of mind. We were entering private worlds.
Conversations developed around poetry:
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from poetry to paper, drawing, prints and artists’
books, or dafatir as the Iraqi artists like to call them.
Photographs and installations followed and with
each step another makan was discovered: Jeddah,
al-Asfar lake, Khobar, Gaza, UAE, Baghdad, Sind;
or the intangible amakin, the happy places

of childhood, the place of faith in the heart.

The story begins in ancient times in the Arabia of
the Mu'allagat, the famous poems that were reputed
to have hung on the walls of the Ka‘ba at Makkah,
and which were the inspiration for the first 21,39
Jeddah Arts in 2014.1! Through Dia al-Azzawi’s
Mu'allaqa of al-Harith, we are transported into the
geography, the landscapes, the lives of individual
characters, stories of rivalries and a life of constant
movement from place to place. The words of the
poem itself provide the backdrop for the dynamic
scene: ‘When we strained on our camels from the
palm trees of El-Bahrain, till El-Hisa brought them
to their goal, then we swerved against Tameem...”
As the caravan moves on, the beloved is now lost:
‘and you beheld her fire from a far distance at
al-Khazaz - how remote its warmth was from you.’

Ancient Arabia is also conjured by Catalina
Swinburn’s unpicking and re-weaving of books,
where the names of ancient sites and artefacts
of the region appear and disappear. It is also the
place where the fantastical tales of Raja Alem
are set, ‘When I appear, says one of the Jinniyat
of Lar illustrated by Shadia Alem, ‘the Bedouin
knows where within himself are the springs of
water and life.” While in his poem Fire Steppes,
Ghassan Alkhunaizi, as echoed in the drawings
of Hussein AlMohasen, leads us painfully through
the Empty Quarter ‘barefoot and displaced.’
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When the annual exhibition, of which Amakin is

the o' edition, was conceived, SAC named it 21,39,
the longitude and latitude coordinates of Jeddah.
The special character of this port city is attributed
to its unique position as the gateway to Makkah.

For centuries pilgrims have crossed continents,

in fulfilment of Hajj, one of the pillars of the faith
of Islam. ‘Proclaim the pilgrimage to all people.
They will come on foot and on the backs of swift
camels from distant corners of the earth.” (Qur’an,
Surat al-Hajj vs. 27-30). The author of the 16th
century history of Jeddah begins his chronicle:
‘Praise be to God who has made the port of Jeddah
the best of ports and who has honoured her by
attaching her to the House of Good Fortune, the
Ka‘ba.’l It is appropriate therefore that the last work
in the exhibition The Garden of Love is Green Without
Limit, by Aisha Khalid, takes us to Makkah richly
evoking the scared space, the Haram, that has

the holy Ka‘ba at its heart.

The diversity of the inhabitants of Jeddah, its
architecture - both that of al-Balad, the old city -
and the modern city, as well as its contemporary
role as a focus for public art, is exemplified by the
competition won by Zahra Al-Ghamdi that will see
her sculpture, inspired by the buildings of al-Balad,
placed in the renowned sculpture park on the
Jeddah corniche. These aspects and many more,
contribute to the notion of ‘Jeddah ghayr’ ‘Jeddah
is different’, the title of a poem by Talal Hamzah.4!
In medieval times, its supreme position earned

it the title ‘Bride of the Red Sea.’ The first of the
amakin in the exhibition, therefore, is Jeddah itself,
in which we evoke something of that ‘Jeddah ghayr’.

Two of Saudi Arabia’s pioneering artists knew
al-Balad well; Safeya Binzagr was born in Harat
al-Sham while for the late Abdulhalim Radwi,
Jeddah was his adopted city. Their paintings and
drawings highlight the architecture, the inhabitants,
the games children play. Abdullah Al-Othman’s
neon installation announces ‘In al-Balad

I encountered the Bride of the Red Sea’ (fi’l balad
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qabaltu ‘Arus al-Bahr); while Emy Kat, finds
Arus al-Bahr in the blue and white walls of the
city: ‘the white is for the bride, the blue for
the water - of the sea and the sweet water that
is found under the city itself.” Asma Bahmin
evokes the very fabric of the city; the walls of
houses made of coral and wood into which
people entrust their hopes and fears through
the little inscribed notes they secrete into
nooks and crevices. Through a photograph

by Reem Al Faisal, we get a sense of the
indomitable spirit of the women of al-Balad.
Filmmaker Mohammed Hammad, having
spent a decade living abroad, fell in love with
the city on his return. Remember Me is a
homage to the city while in a new commission,
Yallah, Yallah Beenah!, he takes us on a surreal
journey through it. The heterogeneity of the
city is visible in and emphasised by the
myriad of textiles from all over the world

that can be found in al-Balad with

which Bashaer Hawsawi creates

her installations.

For Amakin, Bader Awwad AlBalawi

takes us to the Eastern Province, exploring,
through photographs of mid 20" century

buildings and interviews, the changing nature of
another important port city, Khobar, where he grew
up. Talib Almarri invites us to the dreamy lake of
al-Asfar where ‘water, birds, and weeds are in
harmony’. Further afield, Ali Cherri introduces us
to Sultan Zeib Khan whose job, for 20 years, has
been to guard a Neolithic necropolis in the UAE. As
Cherri says: ‘he is part of the geography of the land.’
Gaza-born Taysir Batniji’s poignant photographs
and drawings Home away from Home evoke a
personal story looking at the idea of ‘home’ from
the perspective of a family now split between
continents.
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In choosing and commissioning the works for
the exhibition, I was strongly drawn to artists who
work on paper, fascinated as I am by the process






of drawing, the making of paper, the complexities
of printmaking techniques. We see these processes
in the collection of Safeya Binzagr, the wooden
plates from which she made the prints, we see how
a sketch becomes a print or a painting. Badr Ali

too explores printmaking, his abstract drawings
highlighting the peripatetic nature of what has been
his makan these last years. Imran Qureshi creates
his paintings, a contemporary take on the art

of the miniature, on the special wasli paper using
the traditional pigments employed by the painters
of the Mughal courts. It is through paper that Sara
Abdu explores ‘self, memory and home’ creating
drawings painted in Henna that take the shape of
the mihrab niche in a mosque. Obadah Aljefri has
kept notebooks since he was a child, they are

‘a place of comfort’ and an introduction to his
world. Manal AlDowayan found inspiration during
the pandemic in The Jurisprudence of the Arabic
Language, a book in her father’s library and from
which she took pages on healing or rage and turned
them into porcelain scrolls. The possibility afforded
by the artist’s book also plays a key role in the
exhibition: the narrow concertina-like books

of Hussein AlMohasen are installed across an
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entire wall; the sculptural forms of books of

Dia al-Azzawi, Ghassan Ghaib and Nazar Yahya
filled with poetry are a poignant reminder of the
destruction heaped upon Baghdad, the city which
also haunts Sadik Kwaish Alfraji which he brings
to mind in the story of a single tree on a Baghdad
street or in his meditation on exile Ali’s Boat.
Lujain Fagerah makes books which represent
‘places of stillness, somewhere quiet.’ This is travel
of the mind. While Muhannad Shono makes his
book out of sand because ‘sand chooses which
stories to tell and which secrets to hide.

Creating Amakin has taken all of us who have
worked on the exhibition on an extraordinary
journey. We have been continuously inspired
by the talented artists each one of whom has
so generously invited us to share their makan,
enriching us in the process. It is, however, the
vision of Her Royal Highness Princess Jawaher
and the members of SAC, whose belief in the
power of art created 21,39, Jeddah Arts and it
has been our great privilege to have been invited
to share that vision for the 9 edition.

The exhibition that began in Jeddah, has taken on a
new life at its second venue, Ithra, the King
Abdulaziz Center for World Culture in Dhahran.
This edition of the catalogue reflects the move and
the important new addition to the exhibition of the
work of the celebrated artist from the Eastern
Province, Abdulrahman Al-Soliman.

Venetia Porter
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Abdullah
Al-Othman

‘I go to a marginal area, and
treat it as a centre to make things,
to play and to practice art in the
streets. I look for questions that
lead me not to answers but to
other questions. My artwork
starts with a question concerning
life, its cycles, and its effect on my
own existence and that of others.’

Abdullah Al-Othman finds his makan within
the bright neon lights, the billboards and
street signs of cities in Saudi Arabia, finding
within them entire histories. He is fascinated
by styles of script, by the use of particular
words and phrases, especially those associated
with the buildings of the 1960s and 1970s.
For him, these signs are essential tools for
understanding the urban fabric of individual
locales within a city.

‘I seek to explore the tangible meanings of
the cultural, artistic, and aesthetic elements
of historical typographic works that had once
been invigorated within business signboards,
institutions, and houses.” Al-Othman seeks out
the old signs where they still exist or otherwise
through photographs and newspapers. On his
journey, he has discovered calligraphers such
as Nasser Al-Maymun who first worked with
sign writers: ‘By following these earliest works
through encounters with people who lived
them or created them I present this to
tomorrow’s city.

34|35

This documentary work has found expression
in the series Written by the City in which these
historical records form the basis of his own
striking visual compositions, most recently
expressed in the Diriyah Biennale of 2021
with his dramatic work Manifesto: The Language
¢ City. His is a comment on the value of urban
culture; he is offering the city itself a language
that is connected to personal and collective
memories.

The work he has made for Amakin, entitled

Fi’l alad iltaqaytu ‘arus al-bahr, ‘In al-Balad,

I encountered the Bride of the Red Sea’, is
specifically inspired by the city of Jeddah itself
and its title, ‘Arus al-Bahr, ‘Bride of the Red
Sea’. Known as such since medieval times and
found everywhere in different forms, alongside
signs such as that of the once grand Fundug
Qasr Quraysh hotel, alandmark of the city.

FE|vo

Abdullah Al-Othman was born in Riyadh

in 1985. He is both an artist and a published
poet. He prefers free verse which he frequently
incorporates into the art he makes from video to
street art, and for his neon creations, he will often
transform the street signs into lines of poetry.
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Abdullah Al-Othman

Abdullah Al-Othman

oletal dlllue
In al-Balad, I encountered the Bride of the Red Sea, 2022
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Abdulhalim Radwi

‘First, you must think about
authenticity; art is not to reflect
a mirror, to make art you have
to find your own language,
create your own symbols.’

It is these words that resonate with Ahmed
Mater as he recalls being taught by Abdulhalim
Radwi at al-Muftaha Arts Village when he
enrolled there in 1999. A towering figure

in the history of the modern art of Saudi
Arabia, along with Safeya Binzagr, Radwi

is part of the pioneer generation of artists
who studied abroad, broke new ground

and made an immense contribution

to artistic life in the kingdom.

Graduating from the Academy of Fine Arts

in Rome in 1964, Radwi had absorbed the
techniques and styles of the European art
movements he had studied - he developed a
particular fondness for the work of Van Gogh.
Exhibiting his work in Jeddah in 1965, he was
passionate about the importance of art and
the teaching of it and was director of the
newly founded Centre for Fine Arts in Jeddah
in 1968, a space for teaching and exhibitions
which closed in 1974.

The notion of authenticity, making art that
reflected what he knew and cared about is
what drove him. As he himself described:
‘For me being an artist from this country,

the most important artistic goal is to combine
traditional Arabic heritage with modern
artistic trends.” He worked mostly in oil

but also watercolour and experimented with
printmaking during a period of study at the
Royal Academy of Fine Arts in Madrid where
he obtained his doctorate in 1979. His subject
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matter was inspired by folklore and architectural
heritage and he returned to al-Balad again
and again. There is a symbolist quality

to his paintings; in the paintings overleaf,

a tower house with its prominent roshan,

has underneath, groups of traditionally clad
figures in boats, one of them upturned, a dove
flying above them. The entire scene seems

to float, held together by an orange-red sun

in which the words, ‘There is no god but God’
that begin the Profession of Faith, or Shahada,
are inscribed. That same calligraphic disk
which he described as a ‘magnetic circle’,

also appears in the painting of the dance

of the mizmar, (a wooden flute) the name
given to a traditional dance of the Hijaz.

Following the initiative to beautify Jeddah,

a vast project carried out by Dr Mohamed
Said Farsi, mayor of Jeddah between 1972
and 1986, one of the first artists he worked
with was Radwi. Their collaboration began
with a commission for a mural, then a series
of sculptures that can still be seen in the city
of Jeddah today. One of the many accolades
Radwi received was the Malwan art prize,
(initiated by Saudi airlines) in 1996. But for
Ahmed Mater, he was a mentor, and it is his
skill as a teacher that has remained with him:
‘Twould go to him after the class, sit with him
and watch him drawing.’

£.|€)

Abdulhalim Radwi (1939-2006), was born
in Makkah and lived much of his life in Jeddah.
A pioneer of Saudi art, painter, sculptor and
teacher, he studied at the Academy of Fine
Arts in Rome (1964) and the Royal Academy
of Fine Arts in Madrid (1979).
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Abdulhalim Radwi
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Abdulhalim Radwi

Scene in al-Balad, 1992

Oil on canvas

Signed in Arabic and Latin script
92 x 122 cm

Private Collection
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Abdulhalim Radwi

Mizmar dance, 1991

Oil on canvas

Signed in Arabic and Latin script
91 x121cm

Private Collection
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Abdulhalim Radwi

Caravan scene in the desert, 1997
Watercolour on paper

Signed in Arabic and Latin script
60 x 45 cm

Courtesy Al-Mansouria Foundation
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Abdulhalim Radwi

A group of figures (undated)

Watercolour on paper

Signed in Latin script

42x33cm

Courtesy the Estate of Abdulhalim Radwi
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Courtesy the Estate of Abdulhalim Radwi

Mythological scenes (undated)

(Above) 38.3 x 50 cm

Abdulhalim Radwi
(Left) 36.7 x 28 cm

Prints
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Safeya Binzagr

‘The soul of an artwork is
conceived in a sketchbook.’

Described by Manal AlDowayan as

‘the pioneering matriarch of the Saudi Arabian
art scene,’ Safeya Binzagr grew up in al-Balad,
in a large family house in Harat al-Sham.

She was seven when they moved to Cairo

and it was not until 1963 that she returned

to Jeddah to live, encountering a country now
embarked on massive social and economic
change. The effect on her was profound and

it set her on a course to document what she
feared was a heritage under threat. Travelling
across the different regions of the kingdom,
she photographed and sketched wherever

she went: architecture, landscapes, the daily
lives and rituals of the people she encountered.
She also acquired objects: costumes, jewellery
and objects of everyday life.

Safeya Binzagr had studied painting in Cairo
with an instructor, and, on her return, she set up
a studio in her house. Munira Mosli (1954-2017)
would also work there and together, in 1969,
they exhibited their work in the school for

girls, Dar al-Tarbia al-Haditha, there being no
galleries at the time. ‘Next day the media wrote
about the exhibition, especially commenting
that the artists were women,’ she recalled.

In 1976 she took a new direction and went

to London for two years to study printmaking
at St Martin’s school of art where she also
studied life drawing. While she continued
painting once back in Jeddah, she would
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now also use etching, drypoint, aquatint

and lithography to convey her subject matter.
It is these prints that are featured in Amakin
alongside her sketchbooks and drawings

in pencil and watercolour. What these reveal
are the processes: we see the transformation
of a drawing into an etching, artist proofs
highlighting experimentations with different
backgrounds, the plates themselves. There
are also preparatory drawings for oil paintings
and sketchbooks - showing her mastering
perspective, sketching from life or the
imagination.

In 1997, she began her series Turathuna,

‘Our Heritage’, a portfolio of thirty-nine prints
highlighting the extraordinary richness and
variety of the different costume traditions
from across the kingdom. These along with
paintings and drawings and her collection

of artefacts are displayed in Darat Safeya
Binzagr, opened in 1995, a rich resource

for researchers and a centre for the teaching
of art in Jeddah and with events which include
art and poetry competitions. ‘Darat Safeya
Binzagr is where we communicate with art
lovers and all those who appreciate our Saudi
and Hijazi cultural heritage, and we try to
reach them wherever they are in the world.’

R

Safeya Binzagr was born in Jeddah in 1940.
She is one of the pioneers of Saudi art, trained

in printmaking at St Martin’s School of Art

in London, and a passionate advocate for the
preservation of the rich heritage of Saudi Arabia.
She founded Darat Safeya Binzagr in 1995.



Safeya Binzagr

The Binzagr family house in Harat
al-Sham, al-Balad, Jeddah, 1976
Etching numbered 12/15

36 x26 cm

Courtesy Darat Safeya Binzagr
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Safeya Binzagr

Studies for Roshan in al-Balad, 1978
Pencil drawing (right)

23 x19 cm

Etching numbered 30/30 (far right)
28 x19 cm

Courtesy Darat Safeya Binzagr
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Safeya Binzagr

Watercolour studies, 1983

Girls games: Hadarjah Madarjah
and al-Komkom

Boys games: al-Midwan and al-Lubb
11 x 16 cm each

Courtesy Darat Safeya Binzagr
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Safeya Binzagr

Woman'’s bridal costume, Hijaz, from the series Turathuna, 2000
Photogravure numbered 29/30

63 x 54.cm

Courtesy Darat Safeya Binzagr
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Safeya Binzagr

Woman bathing a child, 1976
Wooden plate (left): 15 x 10 cm
Artist Proof (right): 18 x 11 cm
Courtesy Darat Safeya Binzagr

Safeya Binzagr
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Reem Al Faisal

‘Capturing silence with silence,
despite the din of the world,
people made of blood, flesh
and thoughts..., wrapped

by oblivion I see them in the
streets, markets and cafes,

and in the maze of the port,
carrying their dreams into
their eyes...Day after day, their
dreams turn to disappointment
and frustration to sadness and
silence, then silence to solitude
I see them in the crowd or alone
capturing silence with silence...
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A pioneer of photography in Saudi Arabia,
Reem Al Faisal has travelled extensively,

and her multiple series reflect time spent in
cities from Venice to Istanbul, and capturing
landscapes from Japan to Sudan. ‘I see myself
as a wanderer’ she has commented.
‘Photography is very strong. I consider it more
than storytelling.” Some of her most evocative
imagery is closer to home in series such as
Nas, Hajj or Souk Jeddah. It is here that she
displays most acutely the connection between
place, humanity, and devotion to God, where
she finds her makan. Although she works

for the most part in black and white, the
photograph included in Amakin introduces
colour. In a collaboration with the Iraqi artist
Mohammed Al Shammarey, the original black
and white photograph now has the addition
of a geometric mashrabiyyah screen subverting
the trope of the Orientalist painters through
her subject’s unconcern and the striking
stillness of her gaze.

H)

Reem Al Faisal born in Jeddah is a fine art
and documentary photographer. She studied
Arabic literature at King AbdulAziz University,
Jeddah and photography at the Spéos school
of photography in Paris.
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Emy Kat

“This is my makan, it is my
birthplace, the city of Jeddah,
the Bride of the Sea.

A three-month residency in 2012 brought Emy
Kat back to the city of his childhood. Living in
the heart of al-Balad, as this ancient historic
city is known, his every waking moment was
spent in discovering and capturing its spirit,
the tall buildings with their characteristic
box-like wooden windows, or rawashin,

the maze of narrow streets. This resulted in
The Everlasting Now (2012-2015), the first
contemporary art project to spread awareness
about the heritage of the old city. It was shown
most recently at the 3™ edition of 21,39 which
included large-scale photographs displayed
throughout Bayt Nasif.

For Amakin, Emy Kat delved into his
prodigious archive of unpublished material.
At one point he had become fascinated by the
fabric of the street walls: ‘I have deconstructed
and reconstructed a wall in Jeddah that had
the colours white and blue.” The inspiration
were the words themselves of the name given
to Jeddah in medieval times, ‘Bride of the Red
Sea’. The white is for the bride, the blue for the
water - of the sea and the sweet water that is
found under the city itself, from the torrential
rains. For throughout al-Balad are springs, and
wells which are connected to water pumping
stations known as bazanat where, in the past,
the inhabitants could purchase their water.

In this abstract composition, Emy Kat reveals
every bubble of paint, every crack and hole
underneath: ‘Tlearnt that blue paint was the
first and only colour available at the time.

I have seen its traces in older houses, some
of them several hundred years old, such as

‘Jamjou’, ‘Jokhdar’, ‘Nour Wali’ and ‘Serafi’.
We do not know when the colour blue was
imported, it was in the form of indigo dye first
and later as paint, both of which came from
India and later on was followed by the colour
green. Extending into the streets, blue was
also everywhere until recently, even on the
metal doors of the shops.’

Throughout his time in al-Balad, a group of
boys became his companions: ‘They were part
of the social fabric of the city and mainly
immigrants. I saw them regularly, they were
awesome kids, they would watch me working;
sometimes we would play football. Rascals as
they were, they were witty, wise for their age,
bright and intelligent. When sometimes I
didn’t see them I would miss them and ask
myself where they were. What saddens me is
that they didn’t have access to a good education,
and I sometimes wonder if things had been
different they might have become doctors and
lawyers, or computer programmers. I would
teach them a couple of words in English, I
shared with them that the impossible does not
exist, that sometimes if you want something
so badly you will get it but you have to really
want it.’

Emy Kat (Mohamed Alkhatib) was born
Jeddah in 1959. He was introduced to
photography by his father Kanaan Alkhatib
at the age of twelve, and studied at Brooks
Institute of Photography, in Santa Barbara,
California. He participated in 21,39 Jeddah
Arts for its first edition in 2014, Moallaqat,
& 5™ edition in 2018, Refussing to be Still.
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Emy Kat

Blue, 2012 and 2021

Photographic installation, 209 x 158 cm
16 Chromogenic prints on Fujiflex paper,

each 50 x37.39 cm

@ OV.O X €

Emy Kat
Children of al-Balad, 2012
C-Print, Kodak Endura Premier

40 X §3.5 cm
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Bashaer Hawsawi

‘I searched for my place,
somewhere that makes me feel
contained. I wanted to remove
all the concepts, obstacles and
thoughts that prevent me from
reaching the desired place, to
make way for something new.

For Bashaer Hawsawi, her childhood memories
take her to Makkah, which is where she finds her
makan. For Amakin, she presents an installation
of assorted fabrics that embody the relationship
she feels between her home in Jeddah, which is
familiar and reassuring, and the outside world.
The textiles she selects function as a narrative
tool in her story, as well as referring to the place
of textiles in international trade.

‘I started the concept of ‘cleansing’, which
refers to erasing, wiping, or removing, as
pilgrims yearn to purify their souls.” In this way,
the concept expanded and took on different
meanings. ‘Through this process I found my
makan, represented by the memory of my
grandmother’s house where I would watch
pilgrims dress in the fabrics that embodied
their feelings of familiarity and reassurance
while they were in Makkah.” Members of
Hawsawi’s family are Mutawifin, who take care
of pilgrims coming to Makkah, some of whom
bring textiles as gifts. One of the features of
Makkah during Hajj, in a tradition that goes
back centuries, are the markets selling textiles.
A valuable commodity of trade, they symbolise
connections across a globalised world while
also containing a spiritual meaning because
they were acquired in the holy city.

During the course of researching her project
for Amakin, Hawsawi sought out fabric shops
in Jeddah and found them in al-Balad. Here,
there are fabrics from all over the world -
from India, Africa, China and elsewhere.
She is drawn in particular to wax-printed
cotton fabrics with bold designs and brilliant
colours used in the manufacture of garments
or furnishings. ‘It is through these textiles’

as she describes, ‘that I reach my destination
and the feeling of home: these textiles give
me what I have been looking for.” The works
for the exhibition combine precious pieces
belonging to her family, with ones sourced
from the shops in al-Balad. There is also an
additional element to these works: overlaid
onto the textiles are red brooms. These
symbolise the removal of anything unwanted,
as a form of purification or disinfection:

‘the union of the cloth and brooms is one
that I created as a means of discourse.’

Inspired by the writings of French philosopher
Gaston Bachelard (1884-1962), Bashaer
Hawsawi, experiences an emotional and
spiritual relationship to the concept of place
as Bachelard describes it.

‘The places in which we have experienced
daydreaming reconstitute themselves in a new
daydream, and it is because our memories of
former dwelling-places are relived as daydreams
that these dwelling places of the past remain in
us for all time.” (Bachelard, The Poetics of Space)

Bashaer Hawsawi was born in 1992 and

is based in Jeddah. Her artworks highlight

the changing nature of our daily realities,
researching and experimenting with materials
which connect cultures, expressions, emotions
and ideas. She participated in the 8" edition
of 21,39 Jeddah Arts, Secrets of the Alidades.
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Bashaer Hawsawi
Cleansing 2019
Red Broom, African Fabric

170 X120 cm

Al-Daris Company,
specialising in African fabrics
Suq al-Alawi, al-Balad, Jeddah.
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Mohammed
Hammad

‘The artwork is a surreal journey
through Jeddah. Locations

that conjure up nostalgic

and mysterious imagery

meet archetypal characters in
scenarios navigating a dreamlike
journey. A place where dead
pasts are reborn, suggesting
change is the only constant.
Through a cinematic visual
language as well as a hypnotic
musical soundtrack, the viewer
is invited to sink into a peaceful
state of nostalgic introspection.’

During his childhood, Hammad would spend
his summers in Jeddah. In his film for Amakin,
Yallah, Yallah Beenah! he uses his fragmented
memories and nostalgia for the Jeddah

he remembers growing up as an inspiration
for the narratives he weaves together.

‘The film is a fantastical tale of how

Ilook at Jeddah after living most of my life
abroad. Many of the nostalgic cues from my
childhood visits are fading away with the rapid
developments of the city’s infrastructure.’
Through mixing humour, horror, pastiche and
a contemporary edge, the film has a narrative
that is surreal and symbolic, but each element
has a connection to a real, lived experience.

‘The film challenges what is constant in our life.
The only thing I can see as a constant is change.

The idea of rebirth is at the forefront, displayed
in symbolic imagery through cinematic
vignettes.’ In a deliberately disjointed
narrative, Hammad creates a series of visually
enticing and hypnotic scenes, we follow
afamily on a journey of self-discovery, along
the way they are inspired by Jeddah’s unique
environment and surroundings. The iconic
Jeddah ice cream truck, lit up in neon in the
middle of the desert at night, and children
entranced by an old commercial for Al Diwan
(that doesn’t exist anymore) are among many
nostalgic tropes we encounter. Many of the
references used in the film will be recognisable
to the viewer as they define a moment in the
history of the old city.

‘Fading memories and visions of the future
hijack the viewer’s senses as we try to make
sense of the symbolic imagery presented
to us in the film. So here’s my ode to this
once amazing place of wonders thatis a
phantom of the past in our memories.’

Mohammed Hammad was born in Jeddah
in 1983. A film director and multi-disciplinary
artist, he has recently moved back to Jeddah
after spending over 30 years in London, Paris,
Dubai and New York. His recent films include
#INFINITESINCES3, 2019, commissioned by
Athr gallery, and Remember Me, 2019 made in
al-Balad, Jeddah.
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Mohammed Hammad

Images from the film Yallah, Yallah Beenah!, 2022
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AsmaBahmim

‘I thought that through time,

I had got to know myself. In fact,
my knowledge is a harvest of
scattered past events from my
place of birth as well as the
realm of the future. It springs
from the house in which we were
born, where the walls were filled
with my dreams and thoughts,
and fragments from our holy
book, folded and preserved
between the cracks of its stones.
It is this series of images that
has stayed in my mind, and

that always lends me balance.

Asma Bahmim has long worked with
handmade paper, she now makes her own
from banana leaves dried on the roof of her
house, revelling in the different textures,
adding colours from natural pigments. She
is also inspired by Islamic art, by illustrated
medieval manuscripts such as the Magamat
(assemblies) of al-Hariri, the tales of Kalila
wa Dimna, and manuscript illumination
with its colourful repeating plant forms.

For Amakin she has turned to an ancient
tradition, the practice of inserting texts,
often du'a, or supplications, into cracks in
walls or between bricks. It was at her aunt’s
house in al-Balad that she first observed this
custom, and, over the years, she has rescued
fragments of building materials found on
rubbish heaps around the old city - pieces of
the distinctive bleached coral, stone and wood.

Her project for Amakin has involved her in
bringing together such pieces to create a wall
with crevices into which she inserts her own
messages on folded paper with handwritten
texts or added gold leaf.

‘The desire to preserve these words laden with
the energy of this place, so that the leaves may
rest between the creases of the Red Sea coral
stones, full of fossilised shells from the depths
of these waves resembling my feelings when

I stand on top of one of the walls of the houses
in al-Balad... Here is where my mother walked.
Here is where I heard the laughter of my
aunts... Oh Attarin Street, you still bloom

with broad-leaf thyme plants, and the smell
of the stones has not changed, and the house
lantern still shines.’

Asma Bahmim was born in Jeddah in 1979.
She studied at the Fine Arts Department of
Jeddah University, where she is currently

a faculty member. She participated in the
Islamic Art Festival in Sharjah, UAE, 2018,
and 21,39 Jeddah Arts, 8" edition, 2021,

The Secrets of the Alidades.
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Asma Bahmim
Reference images in al-Balad for Wandering Walls, 2022

Asma Bahmim
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Abdulrahman
Al-Soliman

‘My works in general are my
diaries and facts in my life.

A major figure in the history of art in Saudi
Arabia, Abdulrahman Al-Soliman is both a
prolific artist and a writer who has assiduously
documented the art scene as it developed in
the Kingdom during the 20th and 21st
centuries. Favouring abstraction, his palette is
often dark, the layers of colour, intense. His
life and art are rooted in al-Sharqiya, the
Eastern Province, a vast region that
encompasses within it the lush oases and the
renowned palm groves of al-Hassa, hinted at
in the paintings of the 1990s illustrated here.
‘Tdo not intend to be direct’, he says, by which
he means that it is for the viewer to interpret
what they see and enter his world. In regard to
the works on paper exhibited in Amakin he
notes that these were experimental, some
later turned into large oil paintings.

The world he evokes is one he cares about
deeply that he feels is under threat. The two
paintings from the 2000s evoke the terrible
damage done to the ecology of the coast and
the birdlife following the first Gulf War in
1990, when oil wells in Kuwait were set on fire
and oil poured into the Arabian Gulf. These
are angry paintings, the blackness of smoke
and oil covers the sea; flashes from explosions
light up the sky. Although painted long after
those actual events, these act as a reminder, as
he points out: “These wars and problems still
continue.

Al-Soliman’s concern about the threat to
nature, is equal to the sadness he feels when
speaking of the disappearance of the
traditional architecture in Hay al-Koot in
al-Hofuf where he grew up. He was given a
camera, as a boy, and he has kept the
thousands of images taken over years,
documenting houses and mosques
constructed out of traditional mud brick,
painted white with carved designs, as they
slipped into ruin and ceased to exist.

As a child he had shown great promise in
calligraphy - he recalls that his father wrote
the Arabic script beautifully. But calligraphy
was not a skill he wished to pursue, it was too
constraining, and he found that drawing and
colour gave him greater freedom. He held his
first exhibition while at school in Dammam
followed by another at al-Itifaq Sports Club in
1971. He taught himself by studying all the art
books he could find, and over the years, he
travelled, he observed, he forged friendships
with fellow artists, including Mohamed Al
Saleem and Abdulhalim Radwi who he first
met when they both participated in an
exhibition in Riyadh.

He had begun teaching art as early as 1974,
and this he has continued alongside his own
painting while writing extensively for regular
columns in newspapers such as al-Yawm,
al-Arabiyya and others. ‘Everyday, I read, I
write, I draw; I go to art exhibitions in al-
Shargiya, in al-Hassa and elsewhere.

I encourage artists, write about them and give
them confidence. This is important to me, it is
essential that artists are supported.’
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Abdulrahman Al-Soliman lokd! cpax s
Events 1,2000 Yeor dl G
Mixed media on paper, B89 oo dalises ol
49.3% 65 cm e TOX 3,V
Courtesy Al-Mansouria Foundation dyygatall duwde oo 23S0

Abdulrahman Al-Soliman was born in
al-Hassa in 1954 and is one of the pioneers of
Saudi art. He has a degree in education, he
started the Friends of Gulf Arts Group in 1985
and became head of the administrative board
for the Saudi Organization for Plastic Arts in

2007. He has exhibited widely and his works Abdulrahman Al-Soliman
. . . . . Events 2,
are in collections in Saudi Arabia and venis 3, 2000
. . Mixed media on paper,
elsewhere. He has published extensively on 492x 64cm
Saudi art and lives and works in Dammam. Courtesy Al-Mansouria Foundation
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1. Imam Faisal bin Turki mosque, al-Hofuf, al-Ahsa, late 1970s
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2,3, 5, 6. Buildings in al-Hasa, 1985

4,7,9. Buildings in al-Koot, al-Hofuf, al-Ahsa, 1985

8. al-Qaiseria Souq and al-Haddadin Street, al-Ahsa, late 1970s
Photographs by Abdulrahman Al-Soliman

Abdulrahman Al-Soliman
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Talib Almarri

Talib Almarri began taking
photographs in 2016, populating
his Instagram account with
images of wildlife and natural
scenery which he came across
near his home in Khobar, Saudi
Arabia and while travelling in
Europe, the Gulf and especially
in Kenya, Tanzania, and
Botswana. In recent years

his photography has focused on
one location, Buhairat al-Asfar
(the lake of al-Asfar) in the
governorate of al-Hasa within
the Eastern Province known
al-Shargiya, the region that
encompasses the full length of
the eastern coast of Saudi Arabia.

88/89

Returning to this place again and again,
Almarri is mesmerised by the landscapes
where there are hills of soft sand directly
overlooking a lake, and plants and vegetation
surrounding the lake. Despite the brilliance

of the colours around him he mostly chooses

to produce his evocative images in black

and white, as he finds that black and white
successfully imparts the feeling of photography
in the work. The lake is a national park,
recognised as a UNESCO World Heritage site,
and one of the most important wetland shallow
lakes in the region. It is a place of great
environmental diversity, attracting thousands
of migratory birds every year with species such
as the white heron found in greater numbers
there than anywhere else in Saudi Arabia.

AA|A9

‘The lake is in harmony with the water, birds,
and weeds, and I only hear the sound of birds
and the air when it stirs the grass and the water.
I do not allow anything to disturb the peace

of the place and the mind. Every time I visit

the lake, I find myself attached to this place
asif I belong toit. I find a passion within
myself for discovering more of it and am always
searching for new, unconventional, and purely
artistic angles and ideas to express it.’

Talib Almarri was born in Khobar in 1979
where he is based. He is a self-taught
photographer and his work has been in
international competitions including

The Big Picture (2020), Nature’s Best Awards,
Sienna competition and the iPhone Photography
Awards (all 2021). He won 1% prize

at XPOSURE, UAE (2022).



‘B
-
<
g
<
=
=
=

Talib Almarri

Sl s
Y9 (il oy Drawing with Charcoal, 2021
Digital photograph

dad) &8l ,2308 8)00




Siall s
VY1 gl

a8 d8l,29558 8)90

Talib Almarri

The Lonely, 2021
Digital photograph
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Bader Awwad
AlBalawi

‘Tselected the location because
of its importance and relationship
to me, and because I like the place.
It’s changing, there is a lot of
transformation going on.

Khobar is a city in Saudi Arabia’s Eastern
Province, known as al-Shargiya. Situated on
the coast of the Arabian Gulf, its importance
arose from its position as the port for the export
of oil following the establishment of the industry
known as Saudi Aramco in the 1930s. It is

the district of North Khobar in particular

that continues to fascinate AlBalawi. For long
the economic and commercial hub of the city,
King Khalid Street was once known as ‘the Saudi
Champs Elysées’, from the 1950s, attracting
shoppers, merchants and visitors of all kinds.
The transformative changes now happening

in the city have impelled AlBalawi to document
it before it disappears entirely. North Khobar:
The City’s Alive, is a poetic study of the shifting
demographics, the nature of the city itself

and the changing lives of its inhabitants.

‘Twitnessed some of those shining days

when I was young going around with my
mother orsisters. The importance of the area
occurred to me for the first time when I was
stopped by a Kuwaiti family asking how to
reach the Swaikit Souq, a name given by locals
to Prince Bandar Street because of one of the
oldest flower shops was named after the old
merchant family of the Swaikit, and this was
the name the street was known by.” AlBalawi is
interested in the fact that in recent years many
of the original families have moved out

to newer districts, and the old town has
become home to a diverse range of people
from other parts of the Middle East and from
South and Southeast Asia, who over decades
have come to the city to live and work.

AlBalawi describes how he started taking
photographs ‘to have some sense of the place,
its buildings, the people who lived in them,
the well-known landmarks.” There are
particular ones that interest him, such as the
Baghlaf Building, one of the oldest, a densely
populated compound distinguished by the
modernist style of its construction. He notes
that while some buildings are about to be
demolished, others are being renovated,
including the ones which are now considered
heritage sites.

Bader Awwad AlBalawi was born in
al-Khafjiin 1985 and is a photographer and
writer based in Khobar, Saudi Arabia. In 2014
he published his first photobook Road to the
North: 85 Scenes You May Spot on Your Way

to the Northwest Saudi Arabia.
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Bader Awwad AlBalawi
North Khobar: The City’s Alive, 2021

Kim Sengbae, artist, in his studio, bornin Korea.
‘Before, it was not crowded here, it was a very
comfortable place to be in, for me to make my paintings,
it was a really good atmosphere. There is also a desert

Bader Awwad AlBalawi
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nearby and an archaeological site, too, but now, with
development funds, there are so many commercial
buildings, cafés, salons, restaurants; it feels very
different. My daughters went to elementary, middle,
and high school here, but they also went to high school
in the US. They have all now returned to Korea and got
married, they have their families, and it’s just me and
my wife here. With the Middle East construction boom
in the 1980s, many engineers came here, and they
liked the kind of pictures I draw because they have an
Arab sentiment. There are many changes happening to
Khobar. I would prefer to preserve the tradition.’

Tayseer Zaki, customised agal maker, bornin Syria
‘I was in the area between intersections 13 and 14, and
then the building was demolished by its owners, so we
came here between intersections 12 and 13. Subhan Allah.
Things are always moving on al-Swaikit Street, one store
closes, another one opens in its place.’

ol ol 30y
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Ashraf Ali Khan, watchmaker, born in Pakistan
‘When I came here for the first time, I was unmarried, it
was 1990, at the time when Saddam Hussain had invaded
Kuwait, I was here in Khobar. The situation was not good,
but I survived and stayed. I have worked as a watchmaker
since that time. My wife was a teacher and she supported
me a lot and we raised the kids well together. Now, one

of my daughters is a software engineer, as is her brother,
and my second daughter is a dentist. I have two other
children who are with me now. Circumstances are getting
a bit tough, and I think I may have to return to Pakistan.

I am grateful to Allah, I gained a lot of respect. When I
first came to Khobar, the major problem was making a
phone call. I used to buy nine coins for 10 Riyals, with
nine coins we would hardly talk for one minute. Then
everything changed and life became easier ... There used
to be a bus, its ticket would cost 2 Riyals. First, you would
have to buy a ticket then you could go anywhere in Khobar
or Dammam for just 2 Riyals. Now, I think there are no
When I first
came, my shop was at intersection number four on King

buses, it’s the taxis that are in business. ...

Khalid Street. The Yardley Company was on the right-
hand side for a long time. That building collapsed. My
business was affected for two years.
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1. 10" King Faisal Street, side wall of an optics store, closed about 2020 / 2. 15" King Abdullah Street / 3.13" Prince Talal Street, used to be an Ice Factory,
Al-Mana family / 4.1% Prince Bandar (Al-Suwaikit) Street, Dr. Fakhri private hospital, established 1955, now, Fakhry & Dr.Ahmed Al-Garzaie Hospital.

/ 5.14" King Khaled Street / 6. 15-16™ Prince Mansoor Street / 7. 4" King Khaled Street, Kaki building / 8. 14" King Faisal Street, houses of Al-Qusaiby
family / 9. A Street, Kaki Mosque, 2nd Floor, Gold Market Area / 10. 14-15™ King Abdullah Street, possibly belongs to Al-Qannas family / 11. 10" King Saud
Street, branch of Starbucks / 12. 5™ King Fahd Street, possibly belongs to Al-Faraj family / 13. 15-16™ Prince Mansoor Street, Tahu Al-Dossary family

/ 14.15" Prince Mansoor Street, Al-Dossary House / 15. 2" King Faisal Street, Bank Cafeteria / 16. Baghlaf building, built 1977
ry g g g

Bader Awwad AlBalawi
98|99

Sl alge ya

aAjaa



S

@S Jolus ‘:Bléi @l dlades oo W okl oo 22/
ERVA (Ll QLI.” ¢uo)§|)fal.ut.” a..«bé OQK:" OT Qs_ag
ol 555 o sl Bielazsdl Jilall o
a8 o5 o coled & J3dll b e (vIY) glal
Jodl 8yl (o prrwg ceilogud] &l eIl oLl
Fovyale s

o o plamsg AV ‘aLc 9 @ g‘_’S}'QgLG oo
LS A Jlaelg oMy ol pasig . punylio

(8 e Lialy Jity asoylig il pend| ameall (ilas slassy
s boll (o,2all L)l azeld] Bl § wad)

¢

e 0S¥l el J Slas & cadl”
Gz Lo s o5 &l ¢ sl
Jo> so Jes 9o lax)l 555001 8

".&S}Lg| RETNGINC X Lo

o 8nda uél)g (LOLC e ;La:) ¢u[>w“) olkale b
ehledl & d8)Ladl clyms § cgasdl gl sl
Le.:.Lcﬂé Sj)Lg &@JU&EQ&?CJ.&: RXCEN] @,J
Bl Bsliall o5 6,381 48, Ledl Camre U] lia

ISRV PRVICPY IS LEPSEIEN (BN R S |
el Gals Ol iy 59 @8 Led! gl g - @I

dlacg 0)98 Jho sl wd e S p5T ansy il
anllan; Tazge S 5y Lamel) 5581568 ods dola &
8)58mmall pliall ez of cyo oy US 3ann 948 - s
doltay i L oot vy ¥ oS0 (lgilSo § 5 ¥

5 &S g Al Bty dslasl usg) 5ylaiul
ol Jsol sge . golall alit e gyl
2330 03y ope elual 055 08 Layys - oliuSL

oy s oSTg oyl U] 3l oye 85lndll 351 e

a5 3 6 0 9T o ol Ll
Jbig o]l @ oasd el 13]g caw i Lo g MJ'
-8 e g o 4lSg o8l g Bgud il U
&l )90 090 oS

1galall oyabae 3yme o AST o lSIL asdle o
U5 el Lo dgall loyl 0l cped cointe pluss 568
Liaslg sl - 5,,Szall dlladl S5 yog .5 piall sda
8l lelagls colSall ] dslos b L] lons -
OISl 1 § 3a3nng JolSIL Jate 4] . ugaball ]
e 23 a1 L & diendlU dihaiall sde ool
" el atall 1 ] sty o 2,91 Ll

Ali Cherri

‘In my work I go to these places
at the margins which tell the
story of what is happening in the
centre. The Digger is about what
happens after catastrophe.

For twenty years, Sultan Zeib Khan has kept
watch over a ruined Neolithic necropolis in

the Sharjah desert in the United Arab Emirates.

Any notable historical objects found there have
been transferred to the Sharjah Archaeological
Museum. The barren, desert landscape he
guards appears like a post-apocalyptic world

- the towers of Sharjah and Dubai appear like
amirage behind the mountains.

‘He looks like the last man alive, whose

role and work is to protect these last traces
of civilisation. I was interested in his daily
routine - everyday he checks that all the pit
tombs are still in place, but there is nothing
really happening. It serves as a metaphor of
modernity’s obsession with preservation and
conservation, and how we construct history
on the ruins of the past. Sultan originates
from Pakistan - it could be that objects passed
through this land on trade routes from east
to west but here, with the politics of today,

he must leave no trace. It is not his personal
heritage or land that he is protecting.

If tomorrow someone comes and erases his
lodging, it would be as if he has never been
there - and yet his role is quite essential.’

His connection to the place is more than its
physical manifestation: he is a devout Muslim
and believes the spirits of the dead still haunt
this necropolis. Through his repetitive actions
-of digging and preserving - he brings a sense
of spirituality to the place, his gestures akin to
ritual. He is entirely connected and invested in
this place; the territory has become his makan.
‘He is part of the geography of the land, he is
someone who belongs to this landscape.’

The Digger is the second film in a trilogy
which addresses how a study of the elements
(earth, fire, water) can be an entry point to

an understanding of socio-political questions.
Disquiet (2013) focussed on the effect of
earthquakes in Lebanon. The third film

The Dam was shot in Sudan and will be
released in 2022.

Ali Cherri was born in Beirut in 1976 and lives
between Beirut and Paris. He uses sculpture,
film and installation to pursue the meaning of
the built environment and its histories. He
currently has a studio in London as part of a
residency at the National Gallery.
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Ali Cherri

* Images from the film The Digger, 2015

~ HDvideo, colour, sound,24 min
Produced by Sh'a;jaii-xrt Foundation
Courtqgg_t}le Artist and Galerie Imane Fares
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Taysir Batniji

‘Before and during the project
I put on paper childhood
memories that came back to me.’

Working across different media, from
drawing, video, photography, to installation,
the focus of much of Batniji’s work concerns
exile and displacement. Home Away from
Home is a personal story looking at the idea
of ‘home’ from the perspective of a family
now split between continents.

‘When I first had the idea of conducting the
Home Away from Home project with my cousins
who emigrated to the United States, and after
contacting them by telephone, I felt the need
to reconnect with that part of my family and
of my life. I had not seen my cousins since
my childhood in Gaza. Therefore, I started

a series of pencil and watercolour drawings
from my memories of them. First, in order

to remember their faces and appearance,

and second to imagine what they could look
like today. Then, still from memories, I drew
“instant pictures memories” of their summer
visits in Gaza in the 1970’s.

‘Once I had finished my travels in the

United States, I felt that I wanted to turn
again towards Gaza, where everything had
begun. I wanted to see what was left of our
memories —my cousins’, as well as my own—
and to assess the current situation. I asked
my niece Rehaf, who is a talented young
photographer, to locate our family photos and
to take pictures in Khadra and Ahmed’s family
home —the house that once represented the
centre of all gatherings and attachments for
the extended Batniji family. This is where my
cousins were received and stayed during their
summer visits to Gaza. It is also the place

104|105

where a large part of my childhood occurred
—a place that looms large in my boyhood
memories. Until a few years ago, the only
inhabitants were Aida and Intisar, Ahmed’s
daughters from his first marriage to Nada,
another cousin who died more than twenty
years ago. Aida left once she got married,

so only Intisar, who is deaf and mute, remains
in the family home.

I encouraged Rehaf'to try to look through

my eyes. She photographed fragments of the
house and the backyard, as well as portraits

of Aida and Intisar. The house appears to be in
a state of further deterioration. Family photos
that once hung on the walls have disappeared
and been replaced by this Qur’anic verse:

‘In the name of God the Merciful’.

1€[1+0

Taysir Batniji was born in Gaza in 1966.
He trained as a painter at An-Najah National
University, Nablus, before continuing

his studies in France at the Ecole Nationale
Supérieure d’Art de Bourges, and the Ecole
Supérieure d’Art et de Design Marseille-
Méditerranée. Home away from Home was
first shown at Aperture Foundation in

New York in March 2018, and then as part
of Les Rencontres d’Arles in the same year.
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Taysir Batniji

Home Away From Home / Drawings, 2016-17
Watercolour and pencil on Arches paper

28 x35.6cm

Private Collection

Taysir Batniji
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Taysir Batniji

Home Away From Home, 2017

Series of 22 drawings and 11 pigment inkjet
prints on Canson photo satin premium paper

Private Collection

Taysir Batniji
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Sadik Kwaish
Alfraji

‘He didn’t know that his boat
was actually my boat that I used
to dream of, a boat that I could
take to leave my house, my
family and my homeland when
I was young, eager to escape the
misery and explore the world.
And it is now the same boat

I dream of to carry me back
there as a child, embracing

the playgrounds of my childhood
which spread between the
thresholds of our house up

to the vast horizons.’

Through drawings transformed into
animations, Sadik Alfraji weaves narratives
that transport the viewer into a world of
memories. Having left Iraq in 1991, Alfraji did
not return until 2009, a visit which prompted
Ali’s Boat, a meditation on exile through the
prism of a letter from his nephew Ali whose
wish was to leave Iraq to join his uncle. The
story is a warning that the journey is not all

it seems, and that the arrival itself can be full
ofdisappointment, easily shattering the dream
of hope of a new life. Over the course of the
film, we see the journey as a dream through
the eyes of the sleeping figure, the peaceful
scenes turning to nightmares as a game of
snakes and ladders threatens to engulf him

as he crosses the ocean in his fragile boat.

110|111

The Tree I love at Abu Nuwas Street is a set

of 40 drawings through which Alfraji returns
to a street in Baghdad that he loved.

‘Abu Nawas Street was not an ordinary

street in Baghdad.” As Alfraji remembers it,
it was brimming with life, full of cafés and
restaurants and, during holidays, it had

the atmosphere of a carnival. Located on

the eastern bank of the river Tigris, it was
lined with trees: ‘The tree that I love in Abu
Nawas Street, is every tree that I sat under

or sheltered in its shade, like all those who
passed by. Every tree on that street is a living
being that keeps the secrets of whoever leans
on it. Under every tree there are countless
stories of love, hope, hunger, fear, waiting
and much more, that belong to the experience
of our existence in the world.’

|11

Sadik Kwaish Alfraji was born in Baghdad
in1960. He studied at the Academy of Fine
Arts, Baghdad, graduating in 1987, and has

a diploma in graphic design from CHK
Constantijn Huygens in The Netherlands
where he now lives. A retrospective of his work
with an accompanying publication was held

at Kunsthal KAdE in The Netherlands, 2021.
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Sadik Kwaish Alfraji
The Tree I love at Abu Nuwas Street, 2017

Charcoal, ink and oil stick on Indian handmade paper

30 x 20 cm (each)

Private Collection

Sadik Kwaish Alfraji
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Manal
AlDowayan

‘The human body and its mind
are spaces more so than a room,
a house, or a country. A space
can only become a makan once
it 1s occupied and designated

by the mind as a space where
you are present.

‘During the COVID-19 pandemic,’ comments
Manal AlDowayan, ‘finding our makan became
the main element of everyone’s lives. We had
to choose where and who to lockdown with.

In the spaces we chose, we were bombarded
by messages of death and destruction,
separation and uncertainty, sadness and

a lot of mental pressure. As soon as the doors
were opened, travel started and our makan
was no longer a dense political and psychological
space, those messages and feelings were
expected to dissipate and leave like a cloud

of smoke when a window is cracked open. In
my mind it wasn’t that easy to move forward
as though nothing had happened. Ineeded a
physical gesture and mental exercise to work
through what I had experienced. I made these
porcelain scrolls as an attempt to heal from
the traumatic year we had to live through,

by placing my fears onto this artwork and then
manipulating its form, I felt a sense of relief
and I chose to repeat this act over and over

to deal with the emotions associated with fear,
isolation, and illness.’
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AlDowayan has been making ceramic scrolls
using text since 2018. In this work for Amakin,
she has chosen pages from Figh al-Lugha
wa-sirr al-‘arabiyya, ‘The Jurisprudence

of the Arabic Language’ by the writer and
lexicographer Abu Mansour al-Tha‘albi,
(961-1038). The book which was in her father’s
library, groups vocabulary by semantic field
and discusses points of Arabic grammar.

She first re-discovered and copied out lines
from this book in The State of Disappearance
(2013). In Just Paper, she takes entire pages

of text, which are silk-screened onto porcelain
that is then rolled. Once out of the kiln, the
scrolls, as they have now become, are fastened
with string. Although the words and phrases
can now only be glimpsed, the complexity

of thought is hinted at here with these lines
overleaf from a chapter on healing. The words
have now been turned into delicate porcelain
which can be easily broken and destroyed.

51,

Manal AlDowayan, born 1973 in Dhahran,
embraces themes of invisibility, active
forgetting, archives, and collective memory
in her practice, using diverse media.

Her artwork Tree of Guardians began at

the first edition of 21,39 Jeddah Arts in 2014,
Mollaallogat, recently exhibited in its entirety
at the Diriyah Biennale (2021-22).
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Chapter Eighteen
In order of Gradation in Healing and Wellness

‘(On the authority of the imams): If the patient feels
light, and he determines to rise and stand, then

he recovers. If his wellness increases, then he is
separated from the illness. If he is about to recover
but his heart and his speech are weak, then he

is weak. On the authority of al-Nadhr ibn Shumayl,
if he recovers but his strength did not return,

then he has recuperated. If his recovery is complete
then he is well. Thus, if his strength returns to him,
then he is healed again, and from this meaning

it was said that: The old man gets sick for a day,
and does not return for a month, for meaning that,
his strength does not return to him.’

Abu Mansour al-Tha‘albi, (961-1038)
(Translated by Worod Al Musawi)

Manal Al dowayan
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Manal AlDowayan
Just Paper,2021-22
Silkscreen on porcelain with jute string

222 scrolls, dimensions variable
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Obadah Aljefri

For Amakin, Obadah Aljefri
took the opportunity to look
back at sketchbooks he has been
producing since he was a child.
He has kept them all and is never
without one wherever he is.

‘Paper stitched with a sting, glued to a spine,
and then bound by a soft or hard exterior
makes a book; an instrument in which we
inscribe, make marks, and draw pictures that
record our experiences, thoughts, ideologies,
knowledge, and dreams. A very specific kind
of book, the sketchbook is a space where the
physical and the metaphysical meet; within its
pages, pictures and ideas are born, they come
to life, go to die or wait to be brought back to
life. The sketchbook holds a crude gateway
into an artist’s mind. It can be a very private
space or a very public, or even theatrical, one.
One page can hold very intimate thoughts and
experiences while others are created for the
sake of being displayed. The act of drawing

is a sacred act through which we navigate the
world; whether by mimicking and distorting
what our eyes see and our brains perceive,
through the thoughts that arise and ideas we
formulate, or through imagined combinations
of things that we have seen or experienced. In
this artwork, I have explored my relationship
with this very special kind of book.’

At the centre of the artwork, a diptych unfolds
through the central spine of a book, a two-page
spread collaboration, as Aljefri describes,
between the artist and his younger self

(the curious child): ‘that inner child that has
pushed me to find the courage to pursue my
passion for craft and art-making, embracing

who I am as a person, and exploring aesthetics
and personal styles.

Drawing and caricatures in particular have
always been important to him: ‘I was doing
caricatures in high school, where I used the
sketchbook as a form of coping mechanism
or an armour of sorts. I did certain things to
conform, to reclaim a certain sense of power.
My notebooks and sketchbooks were essentially
a safety that empowered me. These books
were a place of comfort, a refuge, somewhere
I could explore and find different parts of
myself, in essence, my makan.

The artist acknowledges his adolescent

self through this collaboration, the self

that had discovered in sketchbooks a home,

a playground, a safe space, and an empowering
armour. In his sketchbook, he investigates his
ego, identity, cultural ideals, beliefs, artistic
curiosity, dreams, and his love for sarcasm
and humour in an unbridled manner; each
aspect instrumental to his artistic discipline.
The artwork he has created for Amakin brings
together reimagined elements from earlier
works that are the culmination of years

of artistic and personal growth. The viewer

is invited into the artist’s psyche to witness

a suspended moment in his artistic and
personal development.

Obadah Aljefri was born in Jeddah 1991,

and has a BFA in Illustration from Savannah
College of Art and Design, USA. His artistic
practice is rooted in identity, cultural dissonance,
displacement, social and environmental justice.
His approach entices the viewer to investigate
his humour-filled works through daring
visualisations and perplexing juxtapositions.
AlJefri participated in the 7th edition of 21,39
Jeddah Arts in 2019, I Love You Urgently.
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Obadah Aljefri
Reference images for mixed media installation Impossible Selves, 2022

Sketchbooks and photographs

Obadah Aljefri
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Obadah Aljefri

Impossible Selves, 2022

Mixed media installation

290 x 196 cm

Obadah Aljefri
126|127

Sl 8alie

TallisY



B

J2925 S pe 5T Sotlane ] Sz Jandl Gre ¢
oo Bl sl dale dyyms ] dols 4y 2 Lo
ol o gladll 4SS @5 ( Jgo Sgdar ol

9o Jgall il liag .("Desertflsh") & rosat]
0555 a8 1 5pndl] iy oy s
& Jasl o alel dlucs J) 8500 sy Jasll

Las! -] @Il 1 sl 8,ST3L ell 9o alazms
olreg Gusaz &) W e (ool aval doluse

ddd> 399 gah dolue 8auas ©byS3g Basas

" s rtedl sgmall dyngmll bulg Il iz csLiall

G Bax @ onster 9231397 ple dus Byles walg
8 a8l ally Ll raadl s Wl Lty
Al dally 3o § opatll Jll Jdlaall agns

lgoyne il .d>graad | &yl dnslad] & LgoloTy
(7)) sas T st §sle J295 § md a4l

8 yles

ssds el Ll U3 sa )l "
JS sssall g Jlal g e 90 Le JS
"lgnias §l elySill Lol e

dalaze gesslye BlaSiul Joo suue oyl Jloc jmnass
235 ais pois bl pgsiag 5,STils il
e wally §oll plasinl 4S5 Jloed a2
Ll 3 g o Kals () dradlls oanze Lilug
cosialdl aalse il

o2r%a) @S Al Lgladd LISall U] 0ylus gl
andgas Jodud Sl Olyomal 8,53 o S LT

it Sy .dLall ol 48 yaa) 85a)] die ygalasll
(8ge JSCao ol fin Blesiad s5es" 508 ¢ Janl]
oo Jaddl 038 " ALET JledT JMs o ol s
SSsal) JSad) o glazs § d8)9 wlbghases sas
e Jasdl § Blall jgi alsy Ol ymall goiall
B9l s e 8,50 bghs IS 3l 178 )50
Al S0y JSC g0 sl 18 (b duaatlly
Lltas 90 sl JS ol6 dg) pxS climdl plasiinilig
832l il (Sl (§ elim] pasital” 15y, dodle
aclsd ale gy @l 3l ligg sl,S3g Lol
s J2d P e oty @lle calogll of (S]]
dadsdly (] i e dids 2SS al . llall
"Uage & eSS QI

Sara Abdu

‘Time is this ever-flowing force
that moves all that is ephemeral
towards death: both our lives
and the memories we create.’

Sara Abdu’s work focuses on exploring themes
of the self, memory, and home. Working across
media, she creates abstracted forms with paper
and sound installations. For Abdu, the makan is
the world that is created by lovers.

The structure of her installation for Amakin

is inspired by the idea of the mihrab,

the niche placed in the direction of Makkah,
that Muslims face when they pray. The work
she has made is, as she describes, ‘an invitation
to experience this world temporarily outside
of time through meditative acts.’ The work is
made up of a series of scrolls which, together,
echo the curved structure of the mihrab.

On the paper, the artist’s presence is visible
through traces that take the form of repeating
lines that she leaves on the surface. For her,
the line is an abstracted form of the word and,
using Henna as her ink, each line creates

a unique mark: ‘T use it to reflect the fleeting
nature of our lives and memories creating

a realm where time and space don’t apply.
This is a world that is manifested through

acts of repetition through which the line
becomes a conscious act manifesting itself
and concealing its exterior meaning. It reveals
truths about this world, and the truths that
reside within ourselves.’

The meaning of the work goes to another

level by converting what is a private experience
into a public one. She layers her mihrab with

a soundscape that is a collaboration with
Nasser Alshemimry (Desertf!sh). This sonic
composition is the result of abstracting the
sound of a poem by the artist inviting the
viewer into a contemplative space. ‘The work
inits totality is a performance of memory that
constructs this intimate world. It is a womb-like
space where new language, new meanings, and
new memories are born. A space to float above
the reality of mortality to celebrate the intrinsic
connections in human existence.’

Sara Abdu was born of Yemeni parents

in 1993 in Jeddah where she currently lives.
She studied graphic design and digital art

at the Future Institution of Higher Education
and Training in Jeddah, and English Language
& Literature at The Arab Open University.

Her solo exhibition, I Only Meant To Visit,

was held at Athr Gallery, Jeddah in 2021.
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Sara Abdu
Preparatory drawings for The Infinite Now, 2022

Henna on paper
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The Infinite Now

Here is where you and I reunite

And I wish I would never have to return
So that I return

Absence of the sun and moon

I know not how to measure time

The infinite now

It matters not as we are here now

I wonder if we’re here because we
belong to those whom

it’s not their ears that they listen with
nor their eyes that they see with

but merely with their hearts? I wonder
A true lover repents not from loving

In spite that some could be forbidden
For the beloved is but guidance to the soul

And what is the soul other than the
eternal beloved

Which reveals for me the seeking truth

In hope that when truth is revealed free
I shall be.

Sara Abdu
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Catalina
Swinburn

‘At the beginning I was just
cutting the books and starting
to weave; you could see the text.
Then I wanted to focus on a
specific topic and make works
that talk about the artifacts
themselves, so I took the text
out. But I missed it as the text
was part of the narrative,

so I brought it back.

Catalina Swinburn’s sculptural compositions
are produced by intricately weaving together
pages from books to construct seemingly
robust structures. They can be two dimensional
like Inanna, or turn into garments evoking
cloaks, armour or robes of honour which

she wears as performance. Through a labour-
intensive approach which she likens to a ritual,
the material is transformed from the single
pages of a text to something from her
imagination: the final composition appears
like a mosaic. She describes these works as

‘a geometrical tapestry’. In both a physical
and symbolic way, her work is multi-layered.

What you see through the plaited surface

of Inanna are fragments of a bronze sculpture
combined with text. These are from the
volume on the civilisation of Sumer, one

of 28 that comprise The Universe of Forms,

an encyclopaedia printed in Paris and Madrid
that Swinburn found by chance in Argentina
and Chile. ‘Like the objects they describe’,

134|135

she says, ‘these books have been displaced
from their original sites.” The title Inanna,

is after the Ancient Sumerian goddess known
as The Queen of Heaven. For the texts,
Swinburn chose the pages of the index that
relate in particular to the ancient Elamite
period and objects made of brass and copper
discovered at particular sites. The names
which appear in the index: Syracuse, Syria
along with names of objects, materials and
techniques are glimpsed tantalisingly across
the folds.

The act of tearing and re-folding paper recalls
for Swinburn the geopolitical reality of mass
displacement that the wars of the 20" and

21% centuries have caused across the Middle
East and wider region. Through the carefully
selected source material of her works, she
maintains connection to ancient civilisations
for which she feels particular affinity.
Another important aspect to the work is the
act of weaving itself, for depending on their
function, textiles have a sacred role, they also
tell stories about gender and class and female
resilience. ‘These pieces talk.’

IWEIO

Catalina Swinburn was born in Santiago

in 1979, graduating with a BA in Fine Arts
from the Catholic University in Chile and lives
and works between London, Buenos Aires,
and Santiago.
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Catalina Swinburn

Inanna, 2021

Woven paper from brass and copper displaced
archaeological documentation on pieces from the
Elamite period & archaeological index on Sumer
civilisation from volume ‘Sumer’, The Universe
Forms, Malraux and Parrot.

180 x 150 x 10 cm (Unique)

Courtesy the Artist and Selma Feriani Gallery
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Vetulonia,

Urartian cauldron hanger,
(S VIII-VII before JC),
Florence Museum, from
Volume ‘Persia’,

The Universe of Forms,

Malraux and Parrot.
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Catalina Swinburn
Woven paper from score of Verdi’s Aida,
image from Alme Ferrabti Aida, 2018

(not in exhibtion)
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Badr Ali

‘My new artworks are
responses to locations that I
have a personal connection to.
The drawings I create are not
necessarily representational in
the traditional sense, they are
gestural, ethereal, esoteric -
responding to sensations.’

Born in the United States, growing up in
London, spending most of his early adult

life in Jeddah before returning to London

for fourteen years, living in Paris for three
years where he worked as an independent
artist and educator and most recently living
for two years in Berlin: Badr Ali has called
many places home. His project for this
exhibition is an exploration of his experiences
in different cities via the medium of drawing.

‘Twas invited to think about my makan

and I naturally resonated with key terms

in the exhibition brief: - You live there - Your
family comes from there - Once went there

- Found magic there - Moves you - A trigger
to your imagination and it makes you dream
- Somewhere real, close by or in your
imagination.

For me, my makan is not necessarily a
physical, tangible space - but a “state of
being” associated with sensations, feelings,
and responses to which I am able to re-visit
and re-experience.’

A series of cities Badr Ali has spent time
in during the last year constitute his amakin
that he evokes in the work for the exhibition:

Berlin, Paris, London, Florence, Jeddah.

His reactions vary whether it is London where
his family is based and where he began his
studies at St Martin’s School of Art, to Jeddah,
a place he considers to be the root of his
culture and heritage, to Florence he recently
discovered and which he only knew of'its

rich art history from books and films. ‘It was
extremely overwhelming, to a point that I didn’t
even go to any museums, I literally was just
walking around town from 9am to 9pm for four
days. I have produced a visual journal, like

a sketchbook, which documents time, days,
feelings.’

The process of drawing is key to his discovery
of his inner makan, a cognitive tool which he
uses to express deep, genuine emotions and
illustrate his thought processes in a visual
form, that he finds impossible to do with
words. ‘I produce two kinds of work - and it’s
important for them to be seen in dialogue.
My fascination with drawing is not as a
finished product, it’s not supposed to

be a precious, perfect object - give me the
smudges, all the crinkles, mess, the raw,
rough lines - the journal I take around as

I travel with rips, straight out of my backpack,
versus something I work on meticulously -
the final manifestation of my ideas.’

Badr Ali was born in San Francisco in 1992
and has lived in the UK, France, Germany
and Saudi Arabia. The act of drawing is
deep-rooted within his practice as a painter.
His recent explorations into printmaking
techniques have allowed him to experiment
with transferring his ideas on paper to
silkscreen, to create something entirely new.
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Badr Ali

Notebooks and sketches, 2021

Badr Ali
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Entropy, 2022

Acrylic paint screenprinted onto Hahnemiihler paper

Each drawing 106 x 78 cm
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Hussein
AlMohasen

‘I want to put everything
together in a musical way.
I cannot think of things
separately, everything is
connected together.

In his project for Amakin, Hussein AlMohasen
explores his innate relationship with the
concept of makan, or place, by juxtaposing an
array of sketches and drawings, which take
their inspiration from Little Illusions or What
Haunts the Delusional in Fever, a collection of
poems by Ghassan Alkhunaizi published in
1995. AlMohasen re-interprets the literary
expressions of loss and longing for bygone
places inherent in these poems aiming to create
an abstract visual impression, as though the
book has become a tangible place of memory.

148|149

As AlMohasen describes: Through
Alkhunaizi’s language you can see colours,
culture, memories and stories all blending
together. You can see people - there is always
an emotional connection to the words. Each
person will see it differently, and it will give
each one a different feeling.

As Ghassan Alkhunaizi writes of the works

of Hussein AlMohasen: ‘In his puzzle-like
creations, his approach is to alternate between
abstraction and actual portrayal, between
tranquil white stretches and dynamic treatment
of graphic mass, all in an iterative scheme,
where the individual paintings come together
to make the artwork in its entirety.’

1EA|IED

Hussein AlMohasen was born in al-Qatif
in 1971 and has been active as an artist in the
Gulf region since the late 1990’s. He is deeply
influenced by Arabic poetry and music.

He participated in the 5% edition of 21,39
Jeddah Arts, Refusing to be Still, 2018.



Hledl Sgpss

AT é}’j]l S bdle

( mlol 035 Elylxally BlosdT IS
SS R ) 9 =

- - - z 1 3 O’u

15o,bg sl &35

aallall 8325 33LIT yootl ol e
il a2l (558 Lo

dadll o %8 T il

Gl 38 Lo

SELENE

(odi)ls wleB) 3153

Al deplab ] pdlls o238

Fire Steppes

When I crossed the Empty Quarter
Seashells were bloodying my toes,
I was barefoot and displaced.

At the shorelines of bygone seas and the towering cliff
I heard the rattle of a sandstorm,

The wind howling at the same time and the misgivings
of those who crossed before me.

It wasn't fire,
Rather, gleaming steppes

where the forerunners are men with roughened
intentions

Smuggling their captives to a barefoot tranquillity.

Hussein Al Mohasen

el e
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Ghassan AlKhunaizi was born in Al Qatif

o)ladl a5 W ple bl 8 gl glasd ol in 1960. His poetry has been translated

2510 8 laysTa dps pilly dyjlonil sl pall o Hussein AlMohasen into English and French, most recently by
, " n For o(Lslae) 1998 (odlel) 5,0 Visit (opposite), 1992 (above), 2021 , . .
«(v-1) (Les Presses du Réel) ") 98 e J 59 ol Bosnis L Mixed media on paper Les Presses du Réel (2021) where he is described
"e . LN . . s 7 . .
Sdalpallg Bl ela” wil by o Y 14%100 cm as ‘apoet of delicacy and rigour.’
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Hussein AlMohasen
Visit, Fire Steppes and other poems, 2021
Mixed media on paper

14 x 100 cm (each)

Visit

If I arrive - inhabited by illusion,

You would raise your tell-tale voices to pass the night.
And here I am, responding to your embroidered reception
Slackening my pace

To entrust my confusion to the hearts.

For maybe

Have I hurried my way towards you

I would have stumbled upon the things hidden in your memory,
Or damaged your heavenly goblets.

After which I would have departed

Leaving illusion nurturing

In the folds of your gathering.
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Hussein Al Mohasen
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YW ol ladg Ll Loea )l Visit, Fire Steppes and other poems, 2021
o €0 X sn‘@ﬁs)s Jas Installation, 400 x 400 cm
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Muhannad Shono

‘I once heard a story of a fighter
pilot on a training mission
above the Empty Quarter who
spotted a structure emerging
from the sand below. When the
pilot returned the next day, the
structure was gone, lost beneath
the sand that folded over it like
pages of a book reclaiming what
once was.

Muhannad Shono’s recent works have taken
the form of large scale installations such as
The Lost Path (2020) in which 65,000 recyclable
PVC pipes wound their way across the golden
sands of the dramatic landscape of Al-Ula.

In Amakin, sand takes a different form and
he returns to the intimacy of the book. Unlike
his earlier practice of making books using
paper and ink to tell stories of displacement
and loss, here Book of Sand mixes sand with
resin. It lies dark and still with sand swirling
eerily around it.

‘Sand chooses which stories to tell and

which secrets to hide. Its perpetual movement
establishes alternating cycles of revelations
and oblivion capable of reconfiguring futures
and erasing pasts.” Elaborating further, Shono
explains: ‘Discoveries in archaeology — from
tool to statue, temple to dwelling — go beyond
the study of mere objects and spaces. They
are attempted readings of the volumes of
sand swept away in the process of unearthing
the object from its contextual home, resulting
in missing pages across a looted cultural
landscape — rendering the historical narrative
illegible — as the sand that once cradled

those narratives is prematurely and artificially
eroded. Displaced, the sand travels towards
our urban spaces, cities that have equally

lost touch with their purpose and contextual
setting. The sand finds itself trapped within
arigid urban language, if ignored these lost
visitors will overwhelm and sweep away

the dwellings we call home. Leaving us

as structures that may one day be temporarily
seen from above.’

Muhannad Shono was born in Riyadh
in1977. He is a visual artist who pursues

a multidisciplinary practice which has no
limitations as regards medium or scale and

is rooted in storytelling. He participated in
the 4™ edition of 21,39 Jeddah Arts, Safar 2017,
7™ edition I Love You Urgently, 2019 and the
Diriyah Biennale (2021-22).
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Muhannad Shono
Book of Sand, 2020

Installation, sand and resin with video projection,
edition1o0f8
22x17 x §cm

Courtesy of the Artist

Muhannad Shono
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Lujain Fagerah

‘I discovered that writing is
where I find my place. Writing
is the silent space between
deep-rooted memories where
I feel and live all the physical
and non-physical places that

I find myself'in, all at once.

When I think of writing I think of stillness,
somewhere quiet, visiting all the places I have
been before, all the cities - I can go everywhere
but in a very still place. To all the places that
feel like home. This is what it means to me
when I do these artworks.’

As a psychotherapist, Lujain Fagerah has
learnt art therapy techniques which follow
mediative processes - one such method

is creating altered books. This either takes

a published book and adds drawing, painting,
collage or writing to the original, thereby
expressing emotions related to experiences
in the language of another author.
Alternatively, it can begin with a new empty
cotton notebook which is written or drawn in,
and that text is either torn or crossed out.

‘Altered book technique is when you find the
words which grab your attention, reflecting
exactly what you are feeling at that moment
and recreate a meaning. Writing could be
handwritten or collected from several books.’

The process itself is the place that the artist
feels to be her makan, where she thinks about
places she has visited or people who have been
important in her life. Many of the pages of her
notebooks have a reference to the city or the
date when she wrote in them- so by flipping
through she can move from place to place,
seemingly at random. The presence of the
typewriter in the installation depicts printed
letters and the numerous conversations typed
and sent between places and individuals
during different periods of time.

‘Creating artwork is an expressive, cathartic
method to depict emotions and thoughts
experienced throughout life. Collage is the
main medium I use to communicate a concept
along with painting and writing.’

Lujain Fagerah was born in Jeddah in 1991.
She is a psychotherapist and visual artist
based in Jeddah.
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Lujain Fagerah

Places, 2022

1. My place in all places
2. Chapter1

3. With every hardship
4. Brief autobiography

5. All rights reserved: 1991-1412
6. To the place I dreamt of
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Shadia Alem

‘The physical amakin are
temporary, never lasting, what
stays for the next generations are
the amakin of the imagination.’

Shadia Alem’s work is informed by her
birthplace, Makkah, ‘a city that embodies
multiculturality through pilgrimage, and that

I carry like a cosmopolitan cube.” The works
included in Amakin, Jinniyat Lar and Masra Ya
Rageeb, fantastical tales rooted in the landscapes
of ancient Arabia, are a collaboration with her
sister Raja, a writer and storyteller. Jinniyat
Lar, an artist’s book, is set in the land where,
in Raja’s stories, the once mighty river Lar,
protected the great treasure of Huwaila. When
it vanished, ‘it took with it both the paradise
of Arabia and its female spirits, the Jinniyat.
An ancient prophesy foretells that Lar will
reappear bringing prosperity to the empty
desert. The tales are recounted as though by
awayfarer, and each of the Jinniyat, who talk
inriddles, is represented by a drawing.

Masra Ya Rageeb takes a different form,

a printed book and a set of unique illustrations.
The protagonist is a princess: it should be

a princess of that time, and the story is set

in the court of the judge Zakariya ibn
Muhammad al-Qazwini, author of the famous
cosmography, The Wonders of Creation.

It recounts through the voices of twin birds,
the princess’s struggles to reach Wadi Abgar
so that she could feed the visions of poets and
creators. Along the way a wise man advises
her: ‘Do not step into the valley unless you
shield yourself with the cloak of Ya Lail Dan.
Among the illustrations we see the princess

in the guise of a dragon, the predators along

the way and the Agbar valley itself.

‘1think it all sprang from Jinniyat Lar’
recalls Alem and describes how, for a month,
Raja thought about nothing but Shadia’s
drawings of the Jinniyat and then ‘one day,
Raja went as though into a trance and it took
her half an hour to write 42 texts inspired

by those Jinniyat.’ Shadia recalls how ‘those
Jinniyat then kept manifesting in her sister,
and from that emerged the text of Masra ya
Rageeb: she was carried by the River Lar

to Wadi Abqar in the form of the princess,
who was seeking the valley to bring its spirit
into the world.” Thus, while it was Shadia’s
drawings that provided Raja with the
inspiration for what became Jinniyat Lar,

in Masra ya Ragqeeb, it was the other way
around: ‘my images then tried to capture
and visualise the journey of the princess.’

Shadia Alem was born in Makkah in 1960
and has a degree in Art and English Literature
from King AbdulAziz University. She trained
first as a painter, and also works in photography
and installation. In 2011, The Black Arch was
shown at the 54" Venice Biennale, the first
participation of Saudi Arabia at Venice.

Since 2006, she has been living in Paris,
France, engaging in social and cultural
exchange. She participated in the 1% edition
of 21,39 Jeddah Arts, Moallagat, 2014.
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When I descended into the Immortal Quarter, I was a precious stone...

Shadia Alem
Jinniyat Lar, 2000

Coloured inks and acrylic paint on paper
42x30cm
Courtesy Al-Mansouria Foundation

(above and opposite)
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Masra ya Rageeb
who Observes’), 1996

(“The Ascension of the One

Coloured inks and acrylic

paint on paper.

42 x30cm

Courtesy Al-Mansouria

Foundation
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Imran Qureshi

‘My work is very connected

to the tradition that gave birth
to it, but it also tells the story
of that time in a different
language and from a different
perspective. I retain my voice
when telling the story.

Imran Qureshi’s practice is rooted in the art
of the miniature as practiced in the Mughal
era. It was Emperor Humayun (r. 1530 -1556)
who brought the tradition to India from Iran
and established karakhanas, or workshops,
leading to the great flourishing of the arts

of the book under Mughal patronage.

The National College of Arts (NCA) in Lahore,
established in 1958, revived this great tradition
guided by notable masters including Bashir
Ahmed and Zahoor al-Akhlaq (1941-1999).
At the school, students are taught to make
their own squirrel-hair brushes, grind natural
pigments and make the special paper known
as wasli. Only following rigorous training

and once all necessary technical skills are
mastered, can experimentation take place.
Qureshi studied at the NCA where he now
teaches. From miniatures on paper to large-
scale works on canvas, far from espousing
the courtly scenes of the Mughal painters,
Qureshi employs the traditional techniques
to tell new stories in which he reflects upon
the socio-political conditions of his native
Pakistan. A profound source of inspiration

is the poetry of Faiz Ahmed Faiz (1911-1984)
who has been described as ‘a poet of
humanity, love and resistance’.
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In Story of Two we see a double-page echoing
the form of a book, in which the scene is one
of degradation; the exquisitely drawn trees are
lassoed and in the process of being destroyed.
In Monologue, the red ovals stand for portraits,
those who are gone, whose deaths are
unacknowledged. The blue rectangle
represents space and the idea of home.

These lie across fading lines of the printed text
of an Urdu novel. Do You Remember Still, How
It Was Once, takes the form of the Rorschach
Test, in which a drop of ink pressed between
two folded leaves produce a symmetrical
pattern open to multiple interpretations.

Here, a butterfly or breathing lungs perhaps;
the red spatters take the form of lotus flowers
that in his installations have spread across

the rooftop of the Metropolitan Museum of
Art in New York or Bait Al Serkal in Sharjah.

ad(Mas

In Artist’s Eye: Imprints of Time, a video work
created during the first Covid lockdown in
spring 2020, Qureshi reminisces about the
meanings behind the sounds of his father’s
typewriter and the chimes of the wall clock
installed in his study which remind him of
his childhood growing up in Sind.

Imran Qureshi was born in Hyderabad,
Pakistan, in 1972. Trained in miniature
painting at the National College of Arts

in Lahore, his work encompasses figurative
and abstract works on paper, monumental
paintings, site-specific installations and video
art. He was the Deutsche Bank Artist of the
Year in 2013.
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Imran Qureshi

Story of Two, 2019

Gouache and gold leaf on wasli paper.

32.5 x 24.5 cm, each paper (unframed)
Courtesy of the Artist and Thaddaeus Ropac
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Imran Qureshi

Monologue, 2019

Gouache on paper

25.5 x 18 cm, each paper (unframed)
Courtesy of the Artist and Thaddaeus Ropac
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Imran Qureshi

Do You Remember Still, How It Was Once,
2019

Acrylic and emulsion paint on canvas
Diptych, each 183 x 122 x 3.5cm

Courtesy of the Artist and Thaddaeus Ropac
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Dia al-Azzawi

S slandl" of oSl debiw JSis For Dia al-Azzawi, making
Te32 csolial elods lganno of cosu books or dafatir, as he likes
5 g dolall ditesylons uﬁb . to call them, has long been

. an intrinsic part of his overall
& L asbigmiag al> . e
29629 bl ailignisg ailgl practice. They echo his paintings

oo sl IS g0 pac Loy gyl and sculptures, in the style and

Al asbgize g9 O] vibrancy of their colour, and he
Lo yhansl xS eyt eye Lalgzma y518)] ells mglivs designs every aspect from the
odll datny Eu 00y sy plall (0gSHl & donenal| cover to its interior contents.
Sl solal) sall ll e o5l axiay il
ol e yadll i e STy Ll peges - @uadll They are inspired by poetry; lines integrated
dbghss lalias (Ghwedl ysandl § sl aJlas sIligd into the overall composition are generally

written in his own hand. The art he makes
draws on the artistic heritage of the ancient
past of Iraq - of Sumer and Babylon; equally
important, however, are the book traditions
of the medieval era encapsulated

by the manuscript of Magamat al-Hariri,
illustrated by Yahya al-Wasiti in 1237.
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Dia al-Azzawi “ . L€ “
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Mixed media (plaster, ink, paper and card) inside Solander case ‘ﬁJL"-” 9L’>U| w @ Le,-o).cg 4.]Lo$| &A.'> pﬁ' uog.a.Jb
27 x 36.5 cm (open) @EQJB Ve t“g u""..)l‘) aial'*l"”l uo)L""’ KB LUIR ‘.3 LM

Courtesy of the Artist
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It is the pages of this manuscript that appear
to go up in flames in his Book of Shame,
highlighting the destruction wrought on

his city, Baghdad, its libraries and museums
in the wake of the war in 2003.

For Amakin he chose to focus on the poetry

of his friend, the Iraqi revolutionary poet
Muzaffar al-Nawab, famous for his style of
writing featuring the dialect of the populations
of Southern Iraq. They first met in 1968 and
Nawab then invited Azzawi to design the
cover and create drawings for the published
edition of For the Railway and Hamad.

The drawings in the four Nawab dafatir
included here accompany some of Nawab’s
best known poems: ‘The Railway and Hamad’,
famously put to music by Ilham Madfa'i,
which appears in the smallest book Azzawi
has made so far; ‘A Liar’ and ‘No Deviation.

IVA|IVa

Dia al-Azzawi was born in Baghdad in 1939
and studied archaeology and fine art. Best
known as a painter, Azzawi’s work celebrates
Arab culture, blurring the boundaries between
artforms and amalgamating images and text.
It has been collected and exhibited worldwide,
including three retrospectives (Paris, 2001;
Abu Dhabi, 2009; Doha, 2016-17).
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Dia al-Azzawi

No One Leans Over, O Sweet Basil and other poems by Muzafar al-Nawab, 2014
Gouache and ink on paper

47 x37cm

Courtesy of the Artist

Dia al-Azzawi

For the Railway and Hamad and other poems by Muzaffar al-Nawab, 2000
Gouache and ink on paper

6.4x6.2cm

Courtesy of the Artist
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For the Railway and Hamad

We passed by you Hamad

When we were on the night train

And we heard the grinding of the coffee
And we smelt the cardamom

Oh Railway

Yell loudly,

Grief'yells

Love yells

O railway...

(Translated by Worod Al Musawi)

No Deviation

(And they still see at weddings a foal,
passing at the end of the night)

O World,

Your stars will go down

And my eyes are burning in your night
We netted a hundred sickles
Oozed with blood

And we will take off the state

To celebrate all suns

with a grain of wheat

Winking at the Tigris

And here we tell you:

All venom will float with his hate...

(Translated by Worod Al Musawi)

Dia Al-Azzawi
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Dia al-Azzawi Solialsbea
For the Rail and Hamad and other poems by Muzaffar al-Nawab, 2006 YWV Mgl dha il iz
Printed book, edition 1/20 S8y zola B9 e log wlells
42 x30cm w0 X TV
Courtesy of the Artist ol e 2S5

wlis oJ eisy  Iwanted you even if you were a liar,
Syram iy Toscatter my life with a sum of blames!

clss, Evenif -you were- a window filling my life with dust!

ul).? &;LP l ) (Translated by Worod Al Musawi)

Dia al-Azzawi
Liar by Muzaffar al-Nawab, 2017

Gouache and ink on paper and foamboard
15 x 27cm
Courtesy of the Artist

Dia Al-Azzawi
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U T e Ghassan Ghaib
Yeor 980l 5455 Memory of a Ziggurat, 2000
Gyl e dhlises bilug Mixed media on paper,
o LOXA 8x 6.5cm

Ghassan Ghaib

Ghassan Ghaib has been making books,
or dafatir, following his first encounter

Solsall degame ya 2,50 Courtesy Azzawi collection
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of heritage, the burning of libraries. Four of
his books are included in Amakin, one, a tiny
with Dia al-Azzawi, in Amman. It was 1998, representation of a ziggurat, those remarkable
he recalls, the sanctions on Iraq that started structures characteristic of Ancient Iraq. In an
to be imposed in 1991, were making it difficult ~ echo of the books of Azzawi, Ghaib also works
to make the large oil paintings he had been with the poems of Muzaffar al-Nawab,
producing up to this point and Azzawi included here is Hirz, or ‘Amulet,’ and he
suggested he try dafatir. Now an enduring also loves the poetry of Abd al-Amir Jaras
passion, Ghaib uses a variety of materials (1965-2003); in Henin, ‘Longing’, printed

to create books that are sculptural in form, text alternates with colourful pages of

that can have attached to them barbed wire different shapes. Document 4 is Ghaib’s

or straw, that open out to reveal mysteries reaction to seeing satellite imagery of the
inside. They will often include text, poetry bombing of Baghdad in 2003 from the safety
for the most part. Described by Hatem of Amman.

Alsagher as ‘a symbolic abstractionist’,

Ghaib’s concern has been the damage

inflicted on Baghdad, the destruction

IAEVAO
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Ghassan Ghaib was born in Baghdad in
1964 and studied at the Fine Arts
Institute and the Academy of Fine Arts
in Baghdad. He left Iraq in 2003, and
now lives in the United States. A
monograph on his books was published
in 2021 with an introduction by Hatem
Alsager which accompanied an
exhibition in Amman.
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Ghassan Ghaib
Amulet, 2004
Muzaffar al-Nawab
Mixed media on card,
digital print on paper
32 x 33 cm (closed)

Courtesy Azzawi collection
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Ghassan Ghaib
Document 4,2003
Mixed media on paper
31x 31 cm (closed)

Courtesy Azzawi collection
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Ghassan Ghaib

Longing, 2003

Abd al-Amir Jaras (1965-2003)
Mixed media on paper

22 x 11 cm (closed)

Courtesy Azzawi collection
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Nazar Yahya

‘I have a country no longer.

I might not have had one,

ever since I was born. I grew
up there, fell in love, went to
school, went to war, as those
dead bodies in the Tigris swam
with the fishes. I worked with
metal, and did etchings. I used
the many tones of the Earth

to paint and draw, and seemed
to have ended up in Houston,
coming from Baghdad.’

As with Ghassan Ghaib, it was Dia al-Azzawi
who was instrumental in introducing

Nazar Yahya to the concept of the daftar,

the particularly Iraqi form of the artist’s book.
‘He explained to me how it was so much more
than a sketchbook, and a link to Arab culture.
Now I love my books more than my paintings.’
Elaborating further, he says: ‘the importance
of the daftar to the artist is in offering a meeting
point for both artist and viewer. Both artist

and viewer interact with it separately,

and transform it in the process. The daftar

is not a work of art that juxtaposes that which
is read with that which is seen. It is a work that
attempts to investigate the possibility of such
ajuxtaposition to comprehend the energy

of writing within painting and that of painting
within writing as expressive energies.’

The dafatir presented in Amakin, take

us to the heart of the tragedy of Iraq.
Baghdad Day of Destruction, is in the form

of a small box, the pieces of broken glass

and plaster evoke the damage done to

the Baghdad museum in 2003. Baghdad,
holds the memory of the debris in his mother’s
house. Made from date packaging, the word
tabsim stands for the marks and traces on the
pages, the yellow colour is for the bitter taste
that his return visit in 2005, provoked in him.
Many of Nazar Yahya’s dafatir include poetry:
‘If T had not been an artist I would have been
a poet. I like to create poems in my paintings.’
Laysh? (‘Why?’), is inspired by the evocative
poem of Kahlil Jibran (1883-1931).

Lines from ‘Baghdad those vultures have
fallen’ are combined with aerial views

of the city broken up and re-formed

into distorted shapes.

Nazar Yahya was born in Baghdad in 1963
and studied painting at the Academy of Fine
Arts in Baghdad. He works across media to
include painting and photography in addition
to his artist’s books. He has lived in Houston
since 2008. His most recent exhibition Life’s
Armor was at the Karim gallery, Amman, 2019.
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Nazar Yahya
Why? 2010

Mixed media

57 % 43 cm (closed)

Courtesy Azzawi collection
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Why?

Baghdad, surrender, eagle
No ornaments today, no people.

You returned to those whose extents have diminished

To be deposited to the grave

May you rest from the excess of what you have undergone
From the strength of your wings, the dust

Heaven’s answer still remains

Being written line by line...

Kahlil Jibran (1883-1931)
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Nazar Yahya

Baghdad Day of Destruction, 2003
Mixed media

14 x 13.5 cm (closed)

Courtesy Azzawi collection

Nazar Yahya
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Nazar Yahya
Baghdad, 2005/06
Mixed media
23 x 23 cm (closed)

Courtesy Azzawi collection
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Aisha Khalid

‘My art practice is pure
meditation for me. For the last
15 years my main focus has been
on spirituality through the Sufi
path of loving God. The colour
green symbolises my love

and tribute.

Four tapestries, green outside, dense black

on the inside, hang in a shape that echoes

the cube-like structure of the Holy Ka‘ba

at Makkah, and the kiswa, the enveloping
covering that adorns it. The colour green,

is itself inspired by the dome of the Prophet’s
Mosque at Medina. On the outside, birds whirl
around the sides of the cube in flight, evoking
the ababil, the ‘flocks of birds’, that fly above
the Ka'ba. The combination of colour and
birds also conjures lush gardens in a celebration
of nature, beauty and serenity.

The patterns throughout, although resembling
threads of gold embroidery, are actually
comprised of thousands of gold-plated
dressmaker pins arranged to mimic the
designs of traditional carpets. In making these
textiles, now a hallmark of her practice, Aisha
Khalid, describes the process as ‘meditative’.
‘For me the process of making art is
everything. I get everything from the
meditative process rather than the final

piece of artwork.’

Accompanying the textiles are a series

of paintings in green black and gold.
Aisha Khalid began her studies at the
National College of Arts (NCA) in Lahore.

Using traditional techniques Aisha's
meditative paintings along with the glorious
textiles brings to the forefront the spiritual
connection to her makan, the sacred place
that inspires her.

“I said: what about my eyes?
He said: Keep them on the road.

I said: What about my passion?

He said: Keep it burning.

I said: What about my heart?

He said: Tell me what you hold
inside it?

I said: Pain and sorrow.

He said: Stay with it. The wound is
the place where the Light enters

»

you.

Jalal al-Din Rumi (1207-73)

Aisha Khalid was born in Faisalabad in 1972
and is a multimedia artist who completed her
postgraduate studies at the Rijksakademie,
Amsterdam in 2002. Schooled in miniature
painting, she lives and works in Lahore and
has held a retrospective I AM and I AM NOT
with an accompanying catalogue in Karachi
(2021-22).
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Aisha Khalid

The Garden of Love is Green Without Limit, 2019

Five paintings: gouache and gold leaf on paper board
50.8 x 50.8 and 60.96 x 60.96 cm

Courtesy Aisha Khalid

(The textiles are not in the exhibition)

Aisha Khalid
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Within the context of Amakin, is the biennial sculpture
competition initiated by SAC for the Jeddah Corniche.
This venture echoes the growing manifestation of
public art across Saudi Arabia, and also continues

the work of Dr Mohamed Said Farsi, Mayor of Jeddah
between 1972 and 1986. Turning Jeddah into

‘an open-air museum’, Dr Farsi implemented an
extraordinary vision which was to beautify the city
with sculptures by internationally renowned artists
from within Saudi Arabia, the wider Middle East and
beyond. This new SAC initiative places the work of the
successful artist within the park, where many of these
sculptures are situated; remaining there until it cedes
its place to the next winning work.

Three artists, Zahra Al-Ghamdi, Rashed AlShashai
and Muhannad Shono were invited to propose a
concept for a work that would connect the project
to Amakin. Each of these artists had made public
art before; their magnificent installations were all
part of Desert-X at AlUla in 2020. The challenge
here, however, was to make a sculpture that would
be confined to a plinth of limited size and, in working
to realise their concepts, the artists were supported
over a three-month period by experts in the field
of public art, UAP . Two of the artists took their
inspiration from al-Balad. Zahrah Al-Ghamdi was
drawn to the labyrinthine streets and the abandoned
buildings that characterise the old city, Rashed
AlShashai based his concept on an old story
concerning the reason for the prevalence of the
crow in the city. Muhannad Shono on the other
hand, inspired by the desert, proposed a sculpture
embedded within the sculpture garden itself.
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1. We are grateful here to Dr Chetana Andary and Daniel Clifford of UAP.

This text is based on the proposals of the artists.
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Amakin: Public Art
Commission
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Muhannad Shono’s What Remains connects

on one level to his work on sand and desert

also in evidence in his Book of Sand in the

Amakin exhibition. A key notion here is that
through the shifting landscapes, the desert chooses
what stories to reveal, while sand is also the
building block of urban space. Using reclaimed

Muhannad Shono
What Remains

Digital visualisations
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sand he sources in foundries, T ilai

he re-sculpts the idea of
space. Another element of the
proposal is the connection with the mythical stories
around the Green Man, al-Khidr with whom Shono
has long been fascinated. Seeing him as a symbol of
re-birth and regeneration he is drawn to the idea
that wherever he stands or sits a garden will grow.
For his proposal, Shono eliminated the idea of the
plinth altogether, creating a work about the idea of
space itself. The sculpture is embedded within the
landscape and flush with it, and the intention, is
that the top layer of the work erodes over the period
of the existence of the sculpture in the park.

The visitor is encouraged to walk over it to leave

a mark of their presence. Alongside, he envisions
the area planted with flowers native to Saudi Arabia
such as the desert lily, the area transformed over
time into a garden changing over the seasons.
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Rashed AlShashai’s proposal Hide and Seek,

takes as its theme a myth that seeing a crow is a bad
omen and brings bad luck. A creature known for its
intelligence, the crow can appear threatening with
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Rashed AlShashai
Hide and Seek

Digital visualisation
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Amakin: Public Art Commission

a cry that disconcerts. AlShashai recalls a story
that circulated over decades that Jeddah witnessed
a growing number of crows said to have been
originally brought to fight the rats that poured off
the shore from the ships that docked in the port.
The contrast between the dense blackness of the
crow and its fondness for anything sparkling that
his eye may light upon, is highlighted by AlShashai
in his proposal where the head of the bird is enveloped
by a golden bag. He intends therefore to cause
confusion in the viewer who will see a beautiful
sculpture which also causes them unease through
the reputation of the crow.

In Labyrinth, Zahrah Al-Ghamdi turns to al-Balad
as a physical space. She is inspired by the character
of the different quarters, the remains of the ancient
wall, the winding alleys as well as the buildings
themselves. Seeking to raise awareness about the
importance of preserving this heritage, Al-Ghamdi
sees the project as a translation of how al-Balad
looks today, where, as she describes: ‘the many
abandoned buildings have come to resemble ghosts
leaning against one another, while passageways
between the houses have morphed into a giant
labyrinth.” Through this work, she expresses her
emotions as she passes underneath the windows

or walks in front of the doors, smelling the scents
emanating from them. For Al-Ghamdji, the
labyrinth longs for truthfulness, loyalty and survival
and inviting it to yield its secrets, she asks ‘What is
behind those ancient windows and houses that
have been bent by time?’

The winning proposal selected by the competition’s
jury was Labyrinth by Zahra Al-Ghamdi. When
asked to comment on the project, Dina Amin writes:
‘The brief'is particularly relevant in today’s Saudi
Arabia as we as a society find ways to engage with
the notion of place, how we work to preserve and
celebrate the places we feel we belong to whether
physically or in memory during a moment of
significant transformation in the Kingdom,

what temporality means and how that translates

to a public work of art, how we consider our
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aspirations for a brighter future and how we calm
the fear of possibly losing what we have known.
Congratulations to the artists on three very strong
proposals.

‘As always, Dr. Zahra has proposed a beautiful
concept that engages with the notion of space

and in particular the labyrinth-like alleyways of
al-Balad. I love her reductive approach where she
takes the aerial footprint of al-Balad reducing it to
an abstract Mondrian-like line drawing which then
is given 3-D life again in the form of a cut out wall.
The work will sit well in the environment of the
sculpture park, allowing for public engagement
through shape, form and transparency of design by
allowing for light and the public’s gaze to permeate
the work.

Sasldl8,2) Zahra Al-Ghamdi
dolia Labyrinth
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Amakin: Public Art Commission

Zahrah Al-Ghamdi, born 1977 in al-Bahah, Asir,
explores memory and history through traditional
architecture in both medium and assemblage.

Her site-specific work sees the laborious and
meticulous process in which she assembles
particles of earth, clay, rocks, leather, and water.
She has a degree in Islamic Arts from King
Abdulaziz University and a Master’s degree

in contemporary craft from Coventry University
in England, where she also obtained her doctorate
in design and visual Art. Her dissertation analysed
traditional domestic architecture from Southwestern
Saudi Arabia in contemporary settings.

Rashed AlShashai, born 1977 in al-Bahah,

works with found objects and appropriated imagery
as a conceptual means of identifying the signs

of the everyday, creating what he describes as

a ‘semantic field’ through which philosophical
questions, primarily the purpose of human
existence and the functions of society, can be
explored. A teacher of art, he has a Master’s degree
in Visual Art from the University of Makkah,

was a founding member of the Saudi Society for
Plastic Arts and the Art Education Association,
and established the Tasami Centre for Visual Arts
in20009.

Muhannad Shono, born in Riyadh in 1977,
pursues a multidisciplinary practice which has
no limitations as regards medium or scale and

is rooted in storytelling. He harnesses the power
of narrative by creating and contesting personal,
collective and historical truths. Impacted by
childhood memories, throughout his early career
and until today the aim and expression of his work
is rooted in exploring both the existent and non-
existent boundaries which have characterised
his life. He has a degree in architecture from

the King Fahd University of Petroleum and
Minerals in Dhahran.

ey AUl dahie 31V ple adlge (Saaltdl 8 )

sle Ladadl sylandl IO o ) Wlg 5,811 Caeius
dobsdl &Sl llasl 53 quamlly bagussll s5tuns
oty g pods din ey 488 dondlre 4d rate e @lgally
cdas clally aladly joseally edadly ()31 po wlisss
ol dasler o dodludl ol Jlone § dealadl doyull e
dasl> oyo 8 polaall Byl § piuerladl dorpog sa3all ae

& olygrSall dmys Sl WIS el e dilasly s usS
dladl 8 yland ] Lgzmg bl el .4 ol | gidlly mraad]
wlidl @ Lagaud! doyall dlanll 032 ot (e il
.Bfolx.a.ﬂ

Jans oLl dihiie §19VV ple wlgs (rdiadd] il
dnsnlie dleusS 3355 Lol 5alls ese 6 31 slial o
" Jlna" s s Ls gl sl sl el sy
w2:3ly didall il (olatuls ol Al o ooy
oo 58 gerzmall llsgg 6 tull sgsll ye gelusdl

o0 fradl ositll § stn ol By e Jols copial
osiil) ogadl dinanl § Lusgo e 0S5 s sl
il] ol 350 LT oS ] 0 unams L)
Yo ale &l

48 dujloe ey (2L 313V ple allge gigds Wiga
ol of baasglly 3lany Lot L) sgu ¥ wlaasall saasis
Bl P o 3 01898 35 - paadll s G 8)350g
|5k oy Wls due lamdly deasead| 5lamdl dadliog

ot ol Gong 85l il Jlsho clgaball iy S,
839rgedl s9asll pe JS lasiul e alae & puadly Sugl
dwaigll @ solgd Jasu i pae ito k:5"\” 8og2>gall no
olyalall saleadly Jo il ags clladl dasls oyo &sylanall

204|205

YeE|V0



vl

21,39 Jeddah Arts

Catalogues available online:
WWW.WWw.sac.art
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Many individuals have been involved in Amakin since the beginning and I would
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and to Sarawat Printing House for the production in Jeddah. Thanks to Hussein
AlMohsen who provided us with the artwork for the exhibition title, and others
who have helped and encouraged greatly at different moments: Hamida Alireza,
Sam Bardaouil and Till Fellrath, Mona Khazindar, Alia Al-Senussi, Effat Abdullah
Fadag, Maya El Khalil, Qaswra Hafez, Yasmine Seale and Charles Tripp. For her
translations from Arabic my thanks go to Worod Al Musawi and to Ghassan
AlKhunaizi for allowing us to include his poems in the catalogue. For the
education programme that accompanies the exhibition, thanks to Sara Alireza,
Sara Binladen, Nawwaf Al-Nassar, and Shadin AlBulaihed.

We are extremely grateful to our lenders Al-Mansouria Foundation,

Dia al-Azzawi and the Azzawi collection and thanks to Anthony Dawton

for his photographs, and to Louisa Macmillan and Mysa Kafil-Hussain.
Thanks to the Kinda Foundation and Diala Almandil, and to the Estate

of Abdulhalim Radwi and here I am extremely grateful to Dr Radwi’s son
Marwan for agreeing to lend his father’s works; to Safeya Binzagr for her
kindness and for opening up her collection to us so generously and also providing
photographs. To Galérie Imane Fares and Ali Cherri, and thanks to them

for the images of The Digger; Aisha Khalid and also thanks to Hammad Gillani
for providing the photographs; Catalina Swinburn and Selma Feriani, and for
the photographs, Gustavo Sosa Pinilla and Catalina Swinburn Studio; Imran
Qureshi, Xenia Geroulanos and Thaddaeus Ropac, London, Paris, Salzburg,
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to remain anonymous for loaning the works of Reem Al Faisal, Abdulhalim
Radwi, Taysir Batniji, and Sadik Kwaish Alfraji.
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works of the artists in preparation, and in the exhibition, for the photographs of
the works included in the catalogue of Shadia Alem, Abdulhalim Radwi and
Reem Al Faisal, and for the photographs he took in al-Balad. Thanks also to
Ahmed Mater for his photograph with Abdulhalim Radwi. We also thank Artur
Weber for the production of Muhannad Shono’s Book of Sand ; and Laboratoire
Cyclope, and Atelier L'Image Collée for the printing and framing of Emy Kat’s
Biue and Children of al-Balad. Thanks also to Mohammed Eskandrani for the
installation photograph of Sara Abdu’s work, and Sadik Alfraji for the images of
The tree I love at Abu Nuwas Street and Ali’s Boat. For the production and
photography of Just Paper by Manal AlDowayan thanks to Carla Giachello.

I thank Chetana Andary and Daniel Clifford of UAP for all the work on the Public
Art Commission, and Katarzyna Wielga-Skolimowska, and Dr. Eltje Aderhold for
inviting me to participate in the Istikshaf programme.

This edition of the catalogue marks the move of the exhibition from SAC, Jeddah
to Ithra, the King Abdulaziz Center for World Culture in Dhahran. I would like to
thank the wonderful colleagues there with whom it has been a pleasure to work:
Farah Abushullaih, Candida Pestana, Lama Alissa, Amna Al-Fadli, David
Cockerham and Konstantinos Chatziantoniou.
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to participate in Amakin and who have given so much of their time and energy
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Curator

Venetia Porter was born and brought up in

Beirut and studied Arabic and Islamic Art at the
University of Oxford. Her PhD from the University
of Durham is on the history and architecture of
Medieval Yemen. She is an Honorary Research
Fellow at the Courtauld Institute of Art and has
worked at the British Museum between 1989 and
2022. She was the lead curator for the Albukhary
Foundation Gallery of the Islamic World (2018)

and her exhibitions include Word into Art: Artists
of the Modern Middle East (2006, Dubai 2008); Hajj:
Jjourney to the heart of Islam (2012) and Reflections:
contemporary art of the Middle East and North Africa
(2021).

Assistant Curator

Shadin AlBulaihed was born in Jeddah

and holds a BA in Architecture from the School

of Design and Architecture, Dar Al-Hekma
University, Jeddah (2017), and an MA in Museum

& Gallery Studies, Kingston University in London
(2020). She was selected by Misk foundation

to work at the first Saudi pavilion for the architecture
biennale in Venice (2018). She was the Assistant
Curator for the 8" edition of 21,39 Jeddah Arts,

The secrets of Alidades in 2021.
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