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Barjeel Art Foundation

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

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

contemporary art, with a focus on artists with Arab heritage internationally.

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

The Jordan National Gallery of Fine Arts was founded by the Royal
Society of Fine Art in 1980. It has since developed to become one of the
major art museums in the Middle East, housing one of the largest art
collections by modern and contemporary artists from the Developing
World. Its collection now comprises over 2,800 works, including
painting, sculpture, ceramic pieces, weaving, video art, installation,
graphic arts, and photography by more than 1,000 artists from 66
countries, predominantly in Asia and Africa.

The Gallery engages in a wide range of activities and collaborates with
major international museums, cultural foundations and ministries in
order to promote cultural dialogue and artistic exchange. It also organises
poetry-reading seminars, workshops, concerts, book launches, lectures,
and film screenings.



EXHIBITION STATEMENT

A number of parallels exist between the work of the Jordan National Gallery of
Fine Arts and that of the Barjeel Art Foundation. Holding and caring for perma-
nent collections of art often assumes a certain mode of operation, marked -
among other things - by an active pursuit of scholarship production around the
institution’s collectibles. In curating this exhibition, the conversations we had
with the Jordan National Gallery of Fine Arts not only revolved around art his-
toric scholarship and the challenges of retrospectively documenting and com-
piling material on the work of 20th century artists from North Africa and West
Asia, but also around scholarship associated directly with art practice. Enquiry
into the academic training and exposure artists received at the turn of the cen-
tury, as well as ways in which it impacted their practice and outlook towards
representation, became a compelling thread that led our initial shared voyage
through the collection of modern work held in the Barjeel Art Foundation. It also
led us to consider how the changing social and political milieu in the region,
layered with the artists” academic backgrounds and travel histories, played into
the shifting methods and strategies employed to address familiar subjects.

This exhibition explores these shifts and fluctuations through arguably two of
the most long-established genres in the recorded history of art - that of rep-
resenting people and places. While certainly not complete or presented as an
unbroken developmental continuum, this compilation of work drawn from a
single collection demonstrates a number of common directions and highlights
milestones and patterns in the evolution of techniques and methodologies. It
also reasons for depicting bodies and landscapes in changing contexts. From a

naturalistic representation of subjects, to the flattening out of space and sub-
sequent experiments with different degrees of abstraction, always coupled with
the artists’ subjective observation and understanding of the world, these works
reveal the breadth of the spectrum of influences, interests and investigations
carried out in the region between the 1880s and 1970s.

It is our hope that visitors to this exhibition will notice the selected paintings
not only reflect a socio-political condition of their time and individual preoc-
cupations of their makers, but bear testimonies to the training the artists had,
as well as underline their cross-geographic and cross-societal exposure, which
at times occurred within their own countries. Many of these painters began
training in their places of origin under established masters and later received
government scholarships to study in international (typically European) art
academies or independently sought out academic opportunities abroad. Many
of them returned home, reevaluating familiar scenes and previously habitual
experiences, as well as local materials and methods of production. Some also
took on students or directed art departments at local universities, creating
ever-expanding networks of influences. For instance, Habib Srour and Khalil
Gibran, whose presence is marked in the exhibition by their depictions of nudes,
both studied portraiture under the tutelage of Daoud Corm in Lebanon before
pursuing further schooling away from home. Srour then went on to employ the
young Saliba Douaihy, whose work also makes an appearance in the show, as
an apprentice in his atelier, setting him up for a nearly six-decade long career
as an artist.

Suheyla Takesh
Curator, Barjeel Art Foundation



OF SUBJECTIVITY:

Notes On Portraiture

by Nat Muller

The portrait is probably the most traditional of
artistic genres: one that has accompanied us
for millennia, from the depiction of the rulers of
ancient Egyptian dynasties and Greek iconography
to Andy Warhol's Marilyn and Annie Leibovitz’
photographs of celebrities.

Faiq Hassan, Bedouin Tent




Habib Srour, Nu Academique

hether it has immortalised the rich and those in power, or registered the
despair of the disenfranchised, the portrait as an artistic form continues to
fascinate because, perhaps, it bears witness best to human subjectivity, in
all its beauty and flaws. At a time when the (self)-portrait is omnipresent
in the form of the ‘selfie’ and when the politics of the self have consumed
and, in some cases, over-consumed our gaze, it warrants to look back at
how portraiture has developed in painting across the Arab world from the
late 19th century to the mid-20th century. The era of Arab modernism was,
like ours is now, an era of rapid transition. It saw geo-political change such
as sovereignty and independence from French and British mandates and
protectorates for countries like Egypt (1922), Iraq (1932), Lebanon (1943)
and Syria (1945) on the one hand, the loss of historic Palestine due to the
nakba in 1948 for Palestinians on the other, which, not only created shifts
in discourse on nationalism and identity but reframed entire societies.
Developments in technology, such as photography, also influenced repre-
sentation of the self and others in several ways. All this had an enormous
impact on what kind of art - and how art - was produced in the Arab world.

While the paintings in this exhibition are by no means a comprehensive over-
view, their chronology provides pointers to how the art of portraiture developed
in the Arab world. For example, earlier works such as Habib Srour’s (1860-1938)
Nu Academique painted around 1885 reflects the artist’s academic training

in Rome. This male nude, in a classical pose, shows the model sitting on a
draped plinth in profile. Meant primarily to highlight the painter’s skills, it
does not show us the face of the sitter. In other words, the discerning features
of his countenance, his identity, are irrelevant for this exercise. The human
figure is idealised and rendered timeless: always male, not female, and echo-
ing the aesthetic ideals of heroic Greek antiquity. The studio setting has a
neutralising function and emphasises a muscular, de-eroticised, and anony-
mous masculinity that supposedly represents universal values of beauty and
valour. It privileges a generic depiction of man over an individualised one.
Interestingly enough, this stands in stark contrast with the intricate portraits
Srour would paint later in his career in Egypt and Lebanon of individuals from
various walks of life, as well as his female nudes.

What is striking about this portrait selection on show from the Barjeel Art
Foundation collection is that it presents early work of Arab artists who were
still students or had recently graduated, and then went on to become major

figures in the history of modern Arab art. These works are testament to the
talent and promise of these then emerging artists, but they also prove that,
from an art historical perspective, an artist’s whole oeuvre should be taken
into account. Many of these artists studied abroad and then came back to
their countries and became instrumental in how art was taught or the posi-
tioning of art within their respective societies. For example, Syrian artists Elias
Zayat and Louay Kayyali founded the Faculty of Fine Arts at the University

of Damascus, and Iraqi artist Faiq Hassan established the Department

of Painting at the Institute of Fine Arts in Baghdad. In addition Hassan,
famed for his technical skill and meticulous use of colour as exemplified in
the exhibited work Bedouin Tent (1950), was the driving force behind The
Pioneers art movement, which, together with Jawad Salim’s Baghdad Group
for Modern Art, shaped Iragi art in the 1950s and for many years after.1

In the early works shown here we can already discern certain interests

and themes, as well as visual signatures that grew more distinct over time.
Mona Saudi’s (b.1945) striking early work Lovers (1963) is a case in point.
Known now predominantly for her exquisite geometric stone sculptures,
Saudi’s exhibited painting, like her later sculptures, is testimony to a sensual
exploration of form. The two elongated human figures intertwine and form
a delicate harmonious unit. They appear fragile, yet strong. Their bodies
form a seamless, almost sculptural, continuation of one another as if hewn
out of marble. We might choose to see traces of Alberto Giacometti or
Amedeo Modigliani in this work, but from the beginning of her career Saudi
has been influenced by ancient civilisations and Egyptian and Sumerian
sculptural forms. It all blends beautifully and poetically together in this work.

Visionary Sudanese artist Ibrahim El-Salahi painted Portrait of Sudanese
Gentleman (1951) when he was only 21 years old and still a student at
Khartoum’s Gordon Memorial College. This was before he embarked on
periods of study at London’s Slade School Of Fine Art and in the USA. Often
referred to as the godfather of African Modernism because of his seminal
role in the Khartoum School art movement, El-Salahi’s unique style blends
Islamic and African motifs, such as Arabic calligraphy and tribal masks,
with elements of Western modernist painting. Like many of his peers in

the Arab world in the 1950s and ‘60s who found themselves at the fore-
front of a cultural and intellectual revolution in newly independent states,
El-Salahi was interested in articulating a radical visual vocabulary that would

Mona Saudi, Lovers

...IT PRESENTS EARLY
WORK OF ARAB ARTISTS
WHO WERE STILL
STUDENTS OR HAD
RECENTLY GRADUATED,
AND THEN WENT ON
TO BECOME MAJOR
FIGURES IN THE HISTORY
OF MODERN ARAB ART.

10

1 See for a discussion on the difference between Hassan Faiq’s pioneers and Jawad Salim’s Baghdad Group for Modern Art: Al-Haidari Buland.
“Jawad Salim and Faiq Hassan and the birth of modern art in Iraq.” Ur: 4, 1985. P.10-20. https://artiraqg.org/maia/archive/files/buland-al-haidari,-
jawad-salim-and-faig-hassan-and-the-birth-of-modern-art-in-irag,-ur,-4-1985-10-20_55doc13e51.pdf [last accessed 4 November 2016]
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Ibrahim EL-Salahi,

Portrait of a Sudanese Gentleman

express a national and cultural identity for the newly founded Republic
of Sudan (1956), one that would anchor Sudan in the contemporary
moment, but also embrace its rich past and cultural heritage. In Portrait
of Sudanese Gentleman we can already detect El-Salahi’s attention to
detail and his ability to capture a haunting expressiveness within his style
and subject. What makes El-Salahi’s practice unrivalled is the effortless
symbiosis in which tradition and modernity produce an artistic position
that is exceptionally layered and steeped within a myriad of references
from Europe, the Arab world and Africa, yet fiercely independent.

What shimmers through these early works are the artists” influences,

many of them garnered through international travels - study at renowned
academies in France, Britain or Italy and other sojourns abroad - as well

as a revisiting of their own cultural heritage. We, all too often, make the
error to think that internationalism in art came in the 1990s with the

flurry of biennials that have sprung up across the globe like mushrooms.
However, the artists featured in this exhibition met, studied, and worked
with their European peers; they brought these experiences back home

and developed styles that would blend their Western training with their
own history. In her ground breaking study Modern Arab Art. Formation of
Arab Aesthetics, Nada M. Shabout explains that Arab artists “create[d] a
genuine visual system through the manipulation of their Western training
[...] They delved into their individual artistic roots: Egyptians explored their
Pharaonic and Coptic art; Iragis their Sumerian and Babylonian traditions;
North Africans their African and Berber roots.”2 This is eloquently artic-
ulated in Iraqi artist Faraj Abbo’s 1961 painting of a mother and child.

A characteristic flatness, as well as the painting’s subject, is reminiscent

of Greek Orthodox icon painting of Mary with the baby Jesus. However,

the highly stylised almond-shaped eyes and incongruent posture point

to Sumerian statues. As a member of the Baghdad Group for Modern Art,
founded in 1951 by Iraqi artist Jawad Salim, Abbo’s interest was to further

a style that was specific to Irag and to its time. A style that would “seek]...]
inspiration from tradition, and develop an artistic vision that was histo-
rio-cultural as well as modern.”3 Despite its sacral reference, this painting
is grounded in real life, showing an intimate and playful moment shared
between mother and child. It is as if the painter recorded a snapshot, inter-

rupting them in their game. Their inquisitive, almost tongue-in-cheek, gaze,

challenges the viewer. Who is looking at whom here?

While portrait painting is the ultimate genre to express individual subjectivity,
it can also be used effectively to articulate a common plight. Palestinian artist
Paul Guiragossian (1926-1993) was born in Jerusalem to Armenian parents
who had fled the Ottoman massacres. During the nakba in 1948 he fled to
Lebanon were he would spend the rest of his life. Exiled twice, Guiragossian
often painted vertical figures, indebted to Greek icon painting that was part of
his training in Jerusalem, huddled closely together, “as if to express the fusion
the artist lived between his Armenian identity and Palestinian experience.” In
his earth-toned canvas Group with Flowers (1963), we can see four female-like
figures standing together. The colour of the background and that of the fig-
ures are almost indistinguishable, the contours are blurred as if environment
and person were one. As if the terracotta colour of a lost homeland merges
with these forlorn looking figures. Though they look as if they melt into each
other, they still can be distinguished as separate. Within the collective there

is individualisation as much as the individual makes up the collective. This is

a trauma the dispossessed share and which makes up their identity, whether
Armenian or Palestinian. In Beirut, Guiragossian’s work developed from figura-
tion to a more abstracted style. It seems that this particular work was pro-
duced during a period of transitioning. Like in much of Guiragossian’s oeuvre,
the female figure, more specifically the mother, becomes an important arche-
typal symbol to designate the homeland, or the absence of it. Representing
women as the mother of the nation, is a tradition that is shared by prominent
artists active in Palestine who were born in the 1940s, i.e. a slightly younger
generation than Guiragossian, like Sliman Mansour and Nabil Anani. Whereas
the latter two artists often depict female figures within agricultural contexts
and with a proud and defiant gaze facing the viewer, underlining the connection
to the land and the concept of sumud or steadfastness, the figures in Group
with Flowers are presented without a setting. Their downcast glances signify
mourning and loss. As an Armenian Palestinian in exile, Guiragossian’s world
was one “where disinherited Palestinians relived Armenian destitution.”s

Contemplating how the art of portraiture has developed in the Arab world,

it is useful to consider the works shown in the exhibition as a loose an in-
complete guide that traces the tumultuous biography of the region in the
first half of the past century. Literally writ on the visage of history, it shows how
artists have carved out a hermeneutic space in which issues of nation making;
post-imperialist identity and subjectivity; modernism; and ancient heritage
come together and can be debated.

WHILE PORTRAIT
PAINTING IS THE
ULTIMATE GENRE TO
EXPRESS INDIVIDUAL
SUBJECTIVITY,

IT CAN ALSO BE
USED EFFECTIVELY
TO ARTICULATE A
COMMON PLIGHT.

Paul Guiragossian, Group with Flowers

2 Shabout, Nada M. Modern Arab Art. Formation of Arab Aesthetics. Gainesville: University Press of Florida, 2007. p.24.

19 3 bid. p.28.

4 Boullata, Kamal. Palestinian Art. From 1850 to the Present. London: Saqi Press, 2009. p. 156.
5 Ibid. p.156.



FOUR PARTIAL VIEWS
ON ARAB LANDSCAPES

by Murtaza Vali

In his introduction to Landscape and Power,
W. J. T. Mitchell convincingly argues for a
paradigm shift in how landscape, as a form

of representation, is understood. Calling for
a grammatical move from “a noun to a verb,”
Mitchell suggests that it might be more pro-
ductive to view landscape as an active “pro-
cess by which social and subjective identities
are formed” rather than a passive “object to
be seen or a text to be read.” It is this active
definition of landscape that | subscribe to

in this essay, approaching landscape paint-
ings as “social hieroglyphs,” excavating their
formal and material composition for traces
of the social relations and historical trajecto-
ries that enabled their creation and that are
embedded within them.2

Marguerite Nakhla, Scene dans le Parc (Scene in the Park)

1W. J. T. Mitchell, “Introduction,” in W. J. T. Mitchell (ed.), Landscape and
Power (Chicago: University of Chicago Press, 2002), p. 1.

2W. J. T. Mitchell, “Imperial Landscape,” in W. J. T. Mitchell (ed.), Land-
scape and Power (Chicago: University of Chicago Press, 2002), p. 5.




Abdul Qader Al Rassam, View of the Tigris

Introduced to the region around the turn of the century
through recently established salons and art academies,
Western-style easel painting—and the classical gen-

res of landscape, portrait, nude, and still life that were
associated with it—was quickly adopted by artists across
West Asia. Free of the burden of tradition, like the older
art forms practiced in the region, this novel medium was
liberating, allowing for individual expression and artistic
experimentation. Executed in thin precise brush strokes,

Abdul Qader Al Rassam’s View of the Tigris (1934) con-
sists mostly of sky and water; only a tiny wedge of the
riverbank is included on the left, balancing the large boat
on the right. A carefully placed highlight in the middle

of the painting, of light glinting off the river’s surface,
draws the eye, along the line of boats, into the depth of
the landscape. The real subject of this work is a certain
quality of light, a particular type of atmosphere. What

is captured is that moment of calm just before or right

after a rainstorm, as the elusive sun
occasionally breaks through gaps in
an otherwise moody and dramatic
cloud-filled sky, a sublime but fleeting
moment that the painting allows us
to contemplate at our leisure. Though
ostensibly portraying a similar sub-
ject—a tranquil scene of life on ariver,
in this case most likely the Nile—
Kamel Moustafa’s Untitled (n.d.) is
quite different in execution and effect,
providing some access to the people
who inhabit the landscape. Painted in a
neutral palette of pastels, with brush-
work that is looser and more gestural,
its impressionistic style gives it more
of a slice-of-life quality; we feel like we
have momentarily stumbled upon the
two fishermen on the boat in the near
left as they go about their daily tasks.

Both Georges Sabbagh’s Old Cairo’s
Sycamore Trees (1929) and Mohammed Naghi’s The
Egyptian House in Cavalla (1934), reject the deep perspec-
tive of conventional landscapes by placing a large object,
a tree in the former and the flat exterior wall of a building
in the latter, in the middle ground. Though the path in
Sabbagh’s painting does lead us towards a distant view of
a settlement, both paintings ask us to dwell in the fore to
mid ground, forcing us to admire the virtuoso brushwork
of the artists. The materiality of paint and the process of
applying it to canvas begin to emerge as valid subjects,
and the landscapes depicted merely become the medium
through which such investigations are enacted.

The progression of this tendency is evident in Saliba
Douaihy’s Ehden Village, Lebanese House (1942),
painted almost a decade later. A modest village dwelling

Mohammed Naghy, The Egyptian House in Cavalla

dominates the composition, presenting more of a
vignette of rural life than a vast natural scene. Here,
individual brushstrokes, now thicker and shorter, are
almost structural and are used to literally construct the
building in the foreground. Naturalistic landscapes—
which were being actively exhibited, seen, and collected
in Beirut at the time—emerged as the dominant national
genre in Mandate Lebanon. Kirsten Scheid has persua-
sively argued that the appreciation of painted scenes of
the Lebanese countryside, or al-manazir al-tabi’iyya
al-lubnaniyya as the genre came to be called in Arabic,
allowed for the emergence and public enactment of a
“secular piety” that eventually coalesced into a national
identity that transcended ethnic, religious, and sectar-
ian divisions.® Though Douaihy continued to paint such

3 Kirsten Scheid, “Divinely Imprinting Prints, Or, How Pictures Became Influential Persons in Mandate Lebanon,” in Cyrus Schayegh and Andrew
Arsan (eds.), The Routledge Handbook of the History of the Middle East Mandates (New York: Routledge, 2015), pp. 349-369.



landscapes for many years, he gradually moved away
from realistic or naturalistic representations by exper-
imenting with colour, using it more expressively and
intuitively, like the Fauvists. As modern Arab artists, now
confident with these mediums and genres as modes of
individual expression, began to engage with the formal
provocations of Western modernism, such stylistic shifts
away from convention became increasingly the norm.

*kkkKk

Given its panoramic scope and its related subject mat-
ter, Marguerite Nakhla’s Scene dans le Parc (c. 1940s)
begs comparison to Georges Seurat’s iconic A Sunday
of La Grande Jatte (1884/86). Like Seurat, Nakhla—
one of Egypt’s pioneering women painters—portrays
a scene of urban leisure, a motley crowd enjoying a
leisurely day out in one of Cairo’s public parks, seeking
refuge from the city’s streets. However, unlike Seurat’s
more grounded perspective, Nakhla adopts a distanced
almost bird’s eye view, hovering above as people stroll
languidly along a broad sandy path and relax and play
in intimate groups among the wooden benches and
pyramid-like umbrellas scattered throughout the vast
expanse of lush green grass.

A comparison to two other energetic group scenes
painted by Nakhla, which most likely bracket this work
chronologically, suggests that it might be somewhat of
an anomaly. An earlier work titled 14 Juillet (c. 1930s)
shows a lively Bastille Day celebration on the streets of
Paris, capturing the festive mood of a street party filled
with music and dance.* Similarly, Nakhla’s Turkish Bath
(1947)—a satirical retort to the Orientalist fantasies
with which it shares its title—is packed with a tangled
spectrum of naked female bodies of different shapes,
sizes, and colours, each carefully outlined to articulate

its individual contours.5 Both of these works display an
intimacy, dynamism, and sense of humour—captured
through careful observation of and intimate familiarity
with the space and people being represented—that
appears missing from Scene dans le Parc. In both, like

in the Seurat, we, as viewers, inhabit the same space

as the scene portrayed. However, despite its vibrant
palette, Scene dans le Parc seems somewhat distant
and removed, almost hesitant. Many of the figures lack
distinct facial features. Their bodies are stiff and stylised,
reduced to colourful patterned forms, and their interac-
tions feel staid. While some of these differences may be
attributable to Nakhla’s growing engagement with Coptic
folk art, this distance might indicate the lack of access,
comfort, or acceptance afforded an Egyptian woman
painter in the decades leading up to the 1952 revolution.®

*kkkk

Mitchell argues that, from the very inception of land-
scape as a genre in the West, labour was excluded as
appropriate subject matter.” Images of working bodies
are rare in early examples of landscape painting, their
contaminating presence thought to distract the beholder
from the proper aesthetic and philosophical apprecia-
tion of the landscape pictured. However, by the middle
of the twentieth-century, in many anti-colonial and
post-colonial contexts, land and labour were inextricably
intertwined in images of national pride and resistance
that challenged colonial claims over territory. In the pio-
neering Kuwaiti modernist Abdullah Al-Qassar’s Lawhat
Al-Shouna (1960-61), a quiet misty view of the coastline
includes two fishermen, one repairing a dhow, the other
tending to a black pot on a fire. A gargour, the dome-
shaped wire trap typical of the region, sits atop a nearby

dhow, while a stack of three appear on the bank behind it.

Abdullah Al Qassar, Lawhat Al-Shouna

This impressionistic early work is less audacious than

the more allegorical works Al-Qassar produced in the

late 1960s. For many, the recent discovery of oil and the
hyper-accelerated development it spurred threatened
such traditional modes of living, and elements of this pre-
oil existence began to be cherished as cultural heritage,

serving as cornerstones of newly emerging national
identities. With its timeless and wistful feel, Al-Qassar’s
canvas seems to operate in this mode, memorialising a
particular way of life on and by the sea, which, through
trade, fishing, and pearling, had sustained human pres-
ence in the region for centuries.

18

4 Reproduced at “Lot 90, Sale 1237: Modern & Contemporary Arab, Iranian and Turkish Art, 18 March 2015, Dubai,” CHRISTIES.com, accessed De-
cember 10, 2016. http://www.christies.com/lotfinder/paintings/marguerite-nakhla-14-juillet-5875558-details.aspx
5 Reproduced in Liliane Karnouk, Modern Egyptian Art, 1910-2003 (Cairo: The American University in Cairo Press, 2005), p. 72.

6 Karnouk notes that although Egyptian women were “actively involved in patronizing the arts and promoting new cultural and artistic directions”
before 1950 “it was mainly cosmopolitan women like Amy Nimr, Lucie Carole Rainer, Michaela Buchard-Simeika, and Clea Badaro who were pub-

licly exhibiting their work.” See Ibid., p. 70.
7 Mitchell, op. cit., p. 15.



Labour is the explicit subject of
Ragheb Ayad’s Assouan (1964),
which depicts the construction of
the Aswan High Dam, a monumental
industrialisation project initiated by
Gamal Abdel Nasser’s government in
1960. Ayad, a member of the inau-
gural class of Cairo’s Academy of
Fine Arts in 1908—a group of artists
referred to as the pioneers or al-ru-
wwad—had, by the 1930s, begun to
shed vestiges of his academic train-
ing. Rejecting the classical genres,
he, instead, adopted as subject mat-
ter the folklore, rituals, and labours
of Egyptian peasants, or fellaheen.®
In the decades leading up to the 1952
revolution, the figure of the fellah,
whose life and labour was intimately
linked to the land, emerged as an
important revolutionary and then
nationalist icon, and was elevated by
Egyptian artists, writers, and film-
makers, especially those of a socialist
and/or nationalist bent.

Ayad was one of numerous artists
who travelled to Aswan in the 1960s
to paint scenes of the massive devel-
opment project underway there. In
his painting, numerous toiling figures
wield picks and shovels, hunched
over as they quarry stone. A subdued
stony palette of greys and blues is
used to articulate both figure and ground, with occasional
strokes of light pink and brown used to introduce depth
and contrast. Presented largely in profile, one of many

Ragheb Ayad, Assouan

conventions Ayad adapted from
ancient Egyptian art, the labouring
bodies almost blend into the sur-
rounding landscape suggesting,
visually, both a strong link to the

land they are working, and the all
consuming nature of their labour.
Sitting between wooden uprights,
two troughs, possibly for collecting
and moving the dirt and stone are the
only equipment displayed, emphasis-
ing the extent to which the massive
project was realised largely through
sheer human exertion.

Ayad’s painting is an atypical
landscape. He forgoes the preferred
horizontal format for an unconven-
tional vertical scroll-like canvas.
Echoing conventions of Pharaonic
art, the composition is divided
into horizontal registers. Space is
organised hierarchically rather than
perspectivally. The decreasing size,
and level of detail, of the figures
suggests both height and distance,
with those up high and in the far
background reduced to mere stick
figures, resembling primitive stone
carvings or some kind of alphabet
or code. Ayad used a similar format
for Agriculture (1958), a testament
to Egyptian farming practices, with
ach register picturing a different
stage in the process.? Unlike the Orientalists, who merely
referenced the iconography of ancient Egyptian art, Ayad
adapted its very “mechanics,” its unique representational,

compositional, and perspectival paradigms, to local-
ise the formal provocations of Western modernism.0
Assouan also demonstrates a strong linear quality; only
a few straight brush strokes are used to distinguish the
figures from the ground. Line became an increasingly
important artistic tool for Ayad, the result of his careful
study of the folk arts of the peasant communities he
repeatedly represented.

A deep gaping chasm bisects the painting’s upper
half, providing a glimpse of the landscape behind the
mountain being excavated. This part of the composition
asserts itself visually through its warmer earthy brown
palette, projecting outwards although it is technically
the far background. This curious element disrupts the
painting’s overall structure introducing, through a visual
anomaly, the possibility for critique. Though widely
heralded as a major, much needed step towards mod-
ernisation—along with the 1956 nationalisation of the
Suez Canal, one of Nasser’s early successes—the dam
disrupted traditional life along parts of the Nile, flooding
much of lower Nubia and displacing tens of thousands of
people who lived there.

KkkkK

Though Douaihy’s work from the 1960s is indubita-
bly abstract, it was and continues to be understood as
an extension of, rather than a departure from, his ear-
lier landscapes. These flatly painted, two-dimensional
compositions are read as abstractions of the Eastern
Mediterranean vistas he was renowned for earlier in his
career. And it is easy to read his Untitled (c. 1960s) as
such; the cooling blue expanse at its centre certainly
recalls a bright Mediterranean sky, the fiery yellow and
orange on the right evoking its dazzling sun. However, this
interpretation becomes much trickier with works in which

Saliba Douaihy, Untitled

a similar formal composition is executed using a less
naturalistic palette, in colours that cannot be as easily
related to landscape. Similarly, in City Il (1968), Huguette
Caland succinctly translates some of the key phenom-
enological characteristics of a modern city—density,
variety, and repetition—into a minimal abstraction: a
field of overlapping multicoloured rectangular forms,
with corners teased out like sheets of cloth pulled taut,
of varying heights and colours come together to form an
urban skyline. But both these works beg the question:
Why is landscape even necessary as a referent in these
works? Why did abstraction need to be tempered through
a reference to the real of landscape? It would seem that,
by the late 1960s, the idea of landscape, a genre initially
imported from the West, had become so familiar and
integral to modern Arab artists and their audiences that
it could now be mobilised to normalise and naturalise the
alienating effects of pure abstraction.
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8 Jessica Winegar, Creative Reckonings: The Politics of Art and Culture in Contemporary Egypt (Stanford, CA: Stanford University Press, 2006), p. 316.

9 Reproduced in Ibid., plate 13.

10 |bid., p. 319.
1 1bid., p. 316-318.
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ABDEL HADI EL-GAZZAR

Born in 1925, Alexandria, Egypt
Died in 1965, Cairo, Egypt
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Abdel Hadi El-Gazzar was born in Alexandria in 1925 and
moved with his family to Sayyida Zaynab district in Cairo in
1940. He joined Hussein Youssef Amin’s (1904 - 1984) art
club at the Hilmiya Secondary School where he displayed
his artistic talents, winning prizes in school drawing com-
petitions. Later, El-Gazzar began medical school and six
months later, in 1945, joined the Faculty of Fine Arts in
Cairo from which he graduated in 1950."

Four years later, he earned a scholarship to Rome and
whilst in Italy, he participated in the Bari International
exhibition, winning the silver medal in 1958. In 1964 he was
awarded the Medal of Arts and Sciences and the National
Encouragement Prize from the Egyptian government.?

El-Gazzar rose to fame, becoming not only one of
Egypt’'s most well-known artists but also an influential
one. He practiced during political and social turmoil
in Egypt when social conditions of the people affected
the divisions of social class, living conditions of the
poor, food shortages, and low wages.® A member of the
Contemporary Art Group since 1946, founded by Hussein
Youssef Amin, El-Gazzar focused on images that depicted
the dalily life of the people.* Towards the end of his career,
El-Gazzar portrayed Egyptian politics and the changes
within the country.® Portrait of an Italian Woman (1960),
which was made only five years before the artist’s death,
is an example of El-Gazzar’s stylised approach to portrai-
ture. The background may reference Italian architecture,
pointing to the woman’s identity.

Portrait of an Italian Woman

1960, oil and tempera on canvas, 67 X 49 cm
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Born in 1939, Hama, Syria Y9 0lo ;91914 olc alg
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In 1956, Ahmad Nashaat Alzuaby founded the Circle of
Artists in his hometown, Hama, Syria. He studied at the
Faculty of Fine Arts in Damascus, graduating in 1964.
In 1969, along with fellow artists Naim Ismail (b. 1939),
Elias Zayat (b. 1935), and Nazir Nabaa (b. 1938), he co-
founded the Group of Ten for Modern Art.2

In 1970, Alzuaby’s work was featured in the Alexandria

Biennale, and in 1971, in New Delhi, at the Triennale-India,

the first international art event to take place in South
Asia.2 His work is held in the public collection of the
National Museum of Damascus.?

Alzuaby’s paintings are thoughtful contemplations that
capture the artist’s impression and intuition. His works
depicting daily life as well as urban and rural settings are
painted from memory. The Bathers (1964) is a figurative
oil painting that shows three men reclining together in a
traditional hammam. They lounge comfortably, turned
away from the viewer, as though unaware that someone
may be watching, or recording their quiet pensive world.

The Bathers, 1964, oil on canvas,

217 X150.8 cm
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ELIAS ZAYAT

Born in 1935, Damascus, Syria
Currently lives and works in Damascus, Syria
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Elias Zayat studied art at several academic institutions,
including the Academy of Fine Arts in Budapest, where
he studied arts restoration; the Museum of Applied Arts
in Budapest;! the Academy of Fine Arts in Sofia from
1956 t0 1960; and at the Faculty of Fine Arts in Cairo.2
He is one of the founders of the Faculty of Fine Arts
in Damascus along with Fateh Moudarres (1922 - 1999),
Louay Kayali (1934 - 1978), and Mahmoud Hammad (1923
-1988).2 Zayat is a painter and art restorer and has pub-
lished texts on art criticism, history, and iconography.4
In Zayat’s paintings, religious and popular iconograph-
ical forms render his philosophical and artistic ideas.
His interest in the histories and cultures that inhabit
Syria inform the images he creates.5 Portrait (1962) is
an image of a seated woman with her arms crossed.
The date of the painting, 1962, points to a time that the
artist may have still been studying and living in Europe.

Portrait, 1962, oil on canvas, 71 x 58.5 cm
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ERVAND DEMERDJIAN

Born in 1870, Constantinople (now Istanbul, Turkey)
Died in 1938, Cairo, Egypt
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Ervand Demerdjian studied fine arts in Constantinople
(now Istanbul) until 1890. He moved to Paris in 1893 where
he studied at the Académie Julian in Paris under the
tutelage of Jean Paul Laurens (1838 - 1921) and oriental-
ist Jean-Joseph Benjamin Constant (1845 - 1902). While
in Paris, Demerdjian also worked at the Louvre where

he studied various poets and artists such as Delacroix,
Dante, and Virgil. Upon returning to Constantinople he
found himself, along with an entire Armenian population,
under persecution by the Turks, forcing him to escape in
1896 first to Alexandria and then to Cairo. In 1901 he lec-
tured at the Khorenian Armenian School and later in the
Anathor School in Bulag, a district of Cairo.

He was part of the Cercle Artistique, the first group of
artists in modern Egypt, and exhibited with them annu-
ally. He was the first Armenian-Egyptian painter and
painting instructor in modern Egypt.2

Demerdjian was inspired by his surroundings in Egypt,
producing many drawings and paintings that depicted
daily life. His studio, part of this inspiring environment,
was above a souk in Muhammad Ali Street. He painted
social scenes from nearby Fatimid Cairo and along the
Nile.2 Nubian Girl (undated), depicts the profile of a
young girl wearing the typical headdress and veil, a red
gallabiyah, gold earrings, and necklace. She gazes past
the frame of the picture and in the darkened background
appears the silhouette of what looks like the edge of a
pyramid. Demerdjian’s artistic skills reveal his education
with the orientalists, however, his sensitivity towards his
subject shows his appreciation and elevation of Egyptian
cultural civilisation, in this case, the portrayal of a Nubian
girl who comes from a region where the ancient civilisa-
tions of north-eastern Africa developed.

Nubian Girl, c. 1920s, oil on wood, 40 x 30 cm
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EZEKIEL BAROUKH

Born in 1909, Mansoura, Egypt
Died in 1984, Paris, France
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Ezekiel Baroukh was a Jewish-Egyptian artist. He studied
at the French Lycée in Alexandria and soon after, travelled

to Rome where he studied painting at the Academy of Art.

From 1940 to 1946 he was a member of the Alexandrian
Artistic Group where he organised art events and showed
his own work. His work at this time focused on figurative
imagery. In Egypt, Baroukh was a member of the surreal-
ist Art and Freedom movement but after moving to Paris
in 1946, his work was influenced by cubism and abstrac-
tion.2 Baroukh’s paintings were featured in the Cairo Art
Show of 1941, 1942, and 1943 and at the Studio Art Show
in Alexandria in the years 1940, 1943, 1944, and 1945.
Several of his paintings are in the public collection of the
Musée des Beaux-Arts in Alexandria.?

Throughout his career, Baroukh experimented with
various styles, working with figuration, abstraction,
cubism, and art informel. His paintings ranged from
dense colourful gestural compositions to ones that were
black and white. Untitled (1944) is a modern, stylised,
and simplified representation of a woman, possibly the
artist’s wife Annette. She is depicted sitting on a stool,
holding a basket of red fruit. The soft brushstrokes and
subdued, yet colourful, palette evoke a strange and
surreal atmosphere.

Untitled, 1944, oil on board, 88 x 79.5 cm
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FARAJ ABBO

Born in 1921, Mosul, Iraq
Died in 1984, Baghdad, Iraq
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Faraj Abbo studied painting at the Academy of Fine Arts
in Cairo in 1950 and went on to Rome where he earned
an honours diploma in fine arts in 1954. He taught at the
Institute of Fine Arts in Baghdad and was head of the
Department of Plastic Arts at the Academy of Fine Arts in
Baghdad University.r A member of the Baghdad Group of
Modern Art, which was established in 1951 by the artist
Jewad Selim (1919 - 1961), Abbo, like his contemporaries,
was devoted to creating and promoting Iraqi modernism.2

Abbo began his career painting local churches in Mosul
and exhibited widely in Irag. His works have featured in
exhibitions in Beirut and Cairo, with solo shows in 1963,
1965, 1977, and 1984. The last exhibition of his work was
held at the Baghdad Gallery of Contemporary Art. He is
the author of Elements of Art (1984). Abba’s works are in
the collections of Baghdad University; Baghdad Airport;
and the Jordan National Gallery of Fine Arts, Amman.3

Abbo painted figures in a style that evoked the
Assyrian heritage particular to Irag. In his Untitled (1961)
painting, Abbo depicts a portrait of a woman and child.
The two figures point to the image of Mary and Jesus.
The solid black background evokes a graphic quality. The
work is rendered similarly to the Assyrian depictions of
religious icons, particularly in the portrayal of almond-
shaped eyes.*

Untitled, 1961, oil on panel, 60 x 50 cm
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FAIQ HASSAN

Born in 1914, Baghdad, Iraq
Died in 1991, Paris, France
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Faiq Hassan was awarded government scholarship to
study art, enrolling at the Ecole Nationale Supérieure des
Beaux-Arts in Paris and graduating in 1938." He returned
to Baghdad upon completion of his studies and founded
the Department of Painting at the Institute of Fine Arts. In
1940, he founded the artist group Société Primitive, which
in 1959, was renamed the Pioneers Group. In 1967, he
founded the Zawiya art group.?

Hassan has been the subject of numerous solo exhi-
bitions in Baghdad and in 1965 was part of the Iragi Art
group show in Beirut. He was awarded the Golden Prize of
the Gulbenkian Foundation in Irag. His work is in numer-
ous public collections, including Mathaf: Arab Museum
of Modern Art, Doha; and the Jordan National Gallery of
Fine Arts, Amman.?

While Hassan’s painting style was influenced by his
studies in Europe, he was dedicated to celebrating Iraqi
national pride and worked towards developing a local
visual language. His cubist works relay narratives of daily
life among the Iragi Bedouins and peasants living along
the Tigris and Euphrates. This subject matter appears
in Bedouin Tent (1950) where in a fragmented, cubist
fashion, a male and female figure are represented. The
surrounding tent and objects, including the traditional
finjans and dallah are almost multifaceted, allowing for
various viewpoints into the intimate scene. Hassan’s
graphic paintings evoke the hardship of the people, while
later in his career, his paintings were directed to street
scenes in Baghdad, rendered with a realist and impres-
sionist approach.*

Bedouin Tent, 1950, oil on wood, 58 x 74 cm
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HABIB SROUR

Born in 1860, Beirut, Lebanon
Died in 1938, Beirut, Lebanon
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Habib Srour received his art training from the influential
Lebanese painter Daoud Corm (1852 - 1930) who was also
a mentor to Khalil Gibran (1883 - 1931) and Khalil Saleeby
(1870 - 1928). He studied in Rome at the Institute Regio di
Bel Arte.t After his time in Rome, Srour lived in Egypt and
then returned to Beirut where he taught at the Ottoman
School of Bashoura and worked in his studio at Alfred
Sursock’s home in Beirut.2

Srour won the Silver Medal and Honorary Mention
accolades at exhibits in Italy, the first Lebanese to receive
such foreign distinctions. In Lebanon, he was awarded the
Gold Medal of the Lebanese Republic. He painted over
two thousand paintings during his lifetime.3

Srour inspired newer generations of artists and is
acknowledged for advocating for an expressive kind of
painting by giving attention to essential principles of light,
shadow, and form.4 Nu Academique (circa 1885) demon-
strates this skill and technique as well as his attention
to detail. He was known locally and credited with a large
body of work of nude paintings, which likely influenced
ideas and cultural discourse around gender, urban life,
and modernisation.s

Nu Académique (Academic Nude), c. 1885, oil on canvas, 52 x 60 cm
rouw 1 x of . yblod (e @il j ool IA A polcdl Jiga le yaduin diegalsi dag)



Born in 1918, Jakarta, Indonesia
Died in 2003, Carthage, Tunisia
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Hatim Elmekki was born in Jakarta, Indonesia to an
Indonesian mother and Tunisian Father. He moved to
Tunisia in 1924 and attended the Lycée Carnot, receiv-
ing a travel grant from the Tunisian government to live in
Paris where he stayed at the City of the Arts.2

While in Paris he produced illustrations and worked in
film and advertising and collaborated with the French
magazine “Marianne.” He returned to Tunis in 1939 where
he had his first solo exhibitions, held in both Algiers and
Tunis. Elmekki returned to Paris in 1947 after World War
Il where he exhibited in various galleries and met the
author Albert Camus, philosopher Gaston Bachelard, and
collector Gertrude Stein. When he returned to Tunis in
1951 he created a series of murals. Elmekki held exhibi-
tions in Cairo, London, Bonn, Berlin, and Seoul. In 1957,
he designed over 450 Tunisian postal stamps and later,
between 1961 and 1964, the Tunisian currency.?

Inspired by the aesthetics of Asian art, he was devoted
to painting and portraying daily life. La Femme et le Coq
(c.1950) is a portrait, depicting a stylised female figure
cradling a rooster in her arms. Layers of colour, highlight-
ing the woman and rooster, emerge beneath dark low-key
tones of black. The shape of the woman and rooster are
outlined with quick, assertive scrapes that reveal the
whiteness of the canvas below the paint.

gl jAla L8 19IA role 2Jg
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The Woman and the Cockerel
€. 19508, oil on canvas

64.7 X 50 cm
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IBRAHIM EL-SALAHI

Born in 1930, Omdurman, Sudan
Currently lives and works in Oxford, United Kingdom
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A cosmopolitan and internationally recognised artist,
Ibrahim El-Salahi studied art in Khartoum; the Slade
School, London; and Columbia University, New York. He
was the first artist to bring together various sources from
African, Arabic, and Western cultures, blending both
concepts of naturalism and abstraction. He borrowed
from Islamic calligraphy as well as decorative patterns,
becoming an important figure in both Arab and African
modernism. El-Salahi taught and worked at the Ministry
of Culture in Khartoum.*

A founder of the modernist art movement, the
Khartoum School (1960), he and his contemporaries -
Ahmed Shibrain (b. 1931); and Kamala Ishag (b. 1939) -
intended on creating a distinct visual vocabulary. He has
been featured in many solo and group exhibitions, most
notably Ibrahim El-Salahi: A Visionary Modernist (2013)
at the Tate Modern, which spanned over 50 years of the
artist’s career.?

A spiritual Muslim of a Sufi sect, El-Salahi believes
that prayer for him is essential in the painting process.
He states that he is a tool in which the creativity passes
through to make a work of art on the canvas. Having
had various periods and diverse styles during his artis-
tic career, El-Salahi’s early work is distinguished by the
natural, earthy tones and linear style as seen in Portrait
of a Sudanese Gentleman (1951).2 In this portrait, made
during his early years of artistic training in Sudan, the
focus is not only on direct representation, here he shows
a great awareness and interest in the human portrayal of
his subject.

Portrait of a Sudanese Gentleman, 1951
N oil on board, 52.5 x 36 cm
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KHALIL GIBRAN

Born in 1883, Bsharri, Lebanon
Died in 1931, New York, USA
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Khalil Gibran was 11 years old when he immigrated to

the USA in 1894 with his mother and siblings, settling in
the neighbourhood of Chinatown in Boston. There, he
learned about romantic literature, the Pre-Raphaelites,
and Symbolism from his friend and mentor, the photogra-
pher Fred Holland Day (1864-1933), who was also the
leader of the avant-garde group, the Visionists.

Gibran’s first exhibition was in 1903 at Day’s photogra-
phy studio in Boston, giving him the opportunity to meet
with his future patron, Mary Haskell who provided him
with the financial support to study art in Paris. Upon his
return to the USA, Gibran immersed himself in writing,
becoming an acclaimed literary figure in both Arabic and
English and creating his own illustrations for his books.2
Gibran’s finest work, The Prophet (1923) is also illustrated
with the artist’s drawings.3

Creating hundreds of drawings and paintings, Gibran
followed a romantic and symbolist style rather than the
realism of the time. Standing Figure and Child (undated)
exhibits Gibran’s mastery of line and form. He was always
drawn to depicting the nude, which to him is a symbol of
life and its continuous renewal.*

Three Standing Figures, c. 1920s
pencil on paper, 24 x 20.3 cm
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Standing Figure and Child, c. 1920s

pencil and watercolour on paper, 28 X 17.8 cm
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LOUAY KAYYALI

Born in 1934, Aleppo, Syria
Died in 1978, Aleppo, Syria
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Louay Kayyali received a scholarship from the Ministry of
Education to study painting at the Accademia di Belle Arti
in Rome, earning his degree in 1961. Returning to Syria,
he became professor at the Damascus Higher Institute
of Fine Arts (now the Faculty of Fine Arts), until 1968.1

Kayyali, along with Fateh Moudaress, represented Syria
in the Venice Biennale in 1960. He had several exhibi-
tions in Italy and Syria between 1961 - 1965 and in 1967.2
Portraying the struggle of the Arab people, Kayyali created
a series of charcoal drawings that depicted sombre fig-
ures, embodying the turmoil, showing the works together
in a show titled For the Sake of the Arab Cause (fi sabil
al gadiyyah) (1967), which toured throughout Syria.?

A leading figure in the Arab modern art movement,
he garnered much success during his lifetime. He was
devoted to conveying subjects dealing with the struggle
of the disenfranchised. Battling with depression through-
out his life, he ceased to paint until the early 1970s when
he began creating portraits that depicted marginalized
subjects from everyday life. Fishermen and newspaper
sellers were his protagonists, and using oil paints on
Masonite chipboard, he painted with confidence and
clarity that highlighted his subject’s form.# In Woman
Sewing (1974), a middle-aged woman sits in an armchair
with a knitting needle and fabric draped on her lap. The
lines outlining her frame call attention to her immediate
task. With only the woman and her work represented in
the frame, time is boundless and her work never-ending.

Woman Sewing, 1974, oil on engineered wood, 94.5 X 94.5 cm
oW 9€.0 x 9€.0 Jngrro Liuith L dudyj olgdl 19VE dalall



MONA SAUDI

Born in 1945, Amman, Jordan
Currently lives and works in Beirut, Lebanon
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Mona Saudi studied at the Ecole des Beaux Arts, Paris
(1964). During her time there she met and befriended
artists, including Adonis (b. 1930, Ali Ahmad Said Esber),
who inspired her work with his poetry. In Paris she
became interested in diverse forms of art, from the art of
ancient civilisations to the work of Constantin Brancusi
(1876 - 1957).

Saudi had her first exhibition in Beirut in 1963 at Café
de la Presse where she showed a series of drawings. She
has been the subject of many solo exhibitions, including
Poetry in Stone, Lawrie Shabibi, Dubai (2015); and Poetic
Inspirations, The Mosaic Rooms, AM Qattan Foundation,
London (2010). Her work has featured in group exhibi-
tions, including Le Corps Découvert, Institut du Monde
Arabe, Paris; and Salon d’Automne, Sursock Museum,
Beirut (2011). Saudi’s works are held in the public col-
lections of the National Gallery of Fine Arts, Amman;
Institut du Monde Arabe, Paris; the British Museum,
London; and the Sharjah Art Foundation.2

As a sculptor, she smooths marble, stone, granite, or
limestone into elongated, rounded and dynamic undu-
lations. The shapes she moulds symbolise fertility and
lush growth inspired by Middle Eastern symbolism and
Arabic text, abstracted to their purest form.2 Lovers
(1962) is an early painting by Saudi that was shown in
her first exhibition at Café de la Presse when she was
18 years old. The loving scene of two figures embracing
is evocative of Picasso’s Blue Period. From this point
forward, Saudi would travel to Paris where she worked in
stone, exploring themes of birth and motherhood.4

Lovers, 1963, oil on panel, 89 x 56 cm
ouw 01 x AQ.Cuith G U j olgdi 19 lawile
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PAUL GUIRAGOSSIAN

Born in 1926, Jerusalem, Palestine
Died in 1993, Beirut, Lebanon
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Paul Guiragossian was a talented and awarded artist from
a very young age. Having won first prize at the Italian
Biennale in 1956, he earned a scholarship to study at the
Academia di Belle Arti di Firenze. Between 1961 and 1962
he won a second scholarship from the French government
to study at Les Ateliers des Maitres de 'Ecole de Paris.?

In 1985, he was honoured with the Chevalier de 'Ordre
of St. Silvester, Vatican and after his passing he was
knighted by the Lebanese government with the Medal
of Honour of the Cedar (1993).2 His work has featured in
many international exhibitions in Lebanon, Egypt, Jordan,
Iraq, Germany, France, Italy, Brazil, Japan, and the USA.3

Guiragossian’s style moved from figurative to abstract,
reducing details of the body with powerful long brush-
strokes.* Groupings of human figures reappear in
Guiragossian’s oeuvre. The vertical, elongated forms are
vividly coloured and built up with thick layers of paint.5
Group With Flowers (1963) depicts four female figures,
huddled together, their heads tilted downwards as though
performing a sorrowful ceremony. Strongly affected by
the Armenian genocide and the wars during his lifetime,
both in Palestine and Lebanon, he depicts the plight of
the people, especially that of the mother figure.¢

Group with Flowers, 1963, oil on canvas, 55 X 45 cm
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ABDUL QADER AL-RASSAM

Born in 1882, Baghdad, Iraq
Died in 1952, Baghdad, Iraq

ol jaldiaie

8lcdl alagy L8 INAT ole alg
8lecdl alaéy L8 190r ole (99

ool gl o Joll Jue il Jl ol jalddace ol odly
Jorihul (9 Glallawjal (alas ylb .guoleod gusicl
Plg.@la ajAuc)iogladl yujay A Lodw 19.€ olcdl 9
Wiage Ldeg. @Al astudl g gl oual Al no iU asg Ll
o Al auiol as)leo aA)bitos ol iy o )
Al 8 auwad Wl dwublod)l cilagl (o asactl el
CUlAg F gl el8anl ducon L8 W pb gAc 16al aunlg
oo ynlig yoll droal ool soiuto 68 aloao
lawdy Aol adh gA)lilly cpall (ilial o

Loduuw 920 e doAndldujlandl allocl Jgl ol Pl el
Wiliny 1jg WikoJlg iy 6g Wlinyl J g8liug olady 6 Jugy’
alg Il il @A io” dllocl o janig auidll aila) clic )
Loaic M poledl Lo uanl yol gl enio’g alady (8
28l Aypolligjillibie yionioll cumig Jroai o]

ralocllg)a (pall e digl gulial (o plw Placy
ay il wlag) JUA o Glied 8 duog i ol gl
(191€) *6Una) JAie’ aing) padig auciinll jhlioig
6Jo0 1injlaigh w8 (élglianm (e b bhigos
Lo legago JALD Al Ayl alaa yal) duolgil
ool aauii ol adnglioaa 6 ol Pl drug .alocl
3lay jUlol LU 591 jgiloJl duisiloadinio jmiligalal

Abdul Qader al-Rassam was among the first generation of
modern painters from Irag. He received his artistic training
in Istanbul in 1904 while studying military science. His
artistic training complied with the European academic
style of the time and, upon his return to Irag, he began
sharing his newfound artistic knowledge, introducing can-
vas painting while teaching in Baghdad. He later became
an honorary member of the Society of the Friends of Art,
raising interest in the arts and creating a community of
like-minded artists.t

Al-Rassam created the first large scale public work
in Baghdad, which was a mural at the entrance of The
Royal Cinema. He travelled to Italy, France, Germany,
and England with a desire to grow his knowledge of art.
Al-Rassam’s paintings were held at the Museum of Iraqi
Pioneers in Baghdad and the Iragi Museum of Modern
Art until 2003 when both museums were looted and
destroyed during the US military invasion.2

Al-Rassam was a realist painter who was dedicated to
portraying daily life in Iraq through portraits and land-
scapes. View of the Tigris (1934) is an exemplary painting
of his realism, capturing a panoramic view of the historic
Tigris river. The river was an essential theme in the artist’s
oeuvre and here he depicts the tranquil landscape, using
his signature atmospheric perspective.?

View of the Tigris, 1934, oil on canvas, 35 x 53 cm
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ABDULLAH AL-QASSAR

Born in 1941, Kuwait City, Kuwait
Died in 2003, Kuwait City, Kuwait
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Abdullah al-Qassar received a scholarship from the
Kuwaiti government and attended the College of Fine
Arts, Cairo in 1962 where he lived and worked for several
years before he returned to Kuwait where he was treas-
urer of the Free Atelier from 1971 t0 1982.1

Among the first generations of painters that created
Kuwait’s modern art movement, al-Qassar began exhibit-
ing in the late 1950s and has shown his work throughout
the Arab world and Europe.2 He was awarded several art
prizes in Egypt.3

Known for painting landscapes and portraits, especially
the tradition and heritage of fishermen on the Arabian
Gulf, his paintings evoke an effortless accessibility in both
their execution and presentation. In Lawhat Al-Shouna
(1960-61), a scene with two fishermen, one man tending
to a dhow as the other watches a burning fire, unfolds.
The colours of al-Qassar’s palette evoke a still morning,
possibly the calm of an early dawn, just before the sun
has risen.

Lawhat Al-Shouna, 1960-61, oil on canvas, 50 x 80 cm
ouw A x 0 blod e 6uiUj oloi 1971197, digaill dagJ
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CLEA BADARO

Born in 1913, Alexandria, Egypt
Died in 1968, Alexandria, Egypt
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Cléa Badaro moved from Egypt to Switzerland at a young
age. She studied at the School of Fine Arts in Lausanne. In
1936, she moved back to Egypt and continued painting. *

Badaro participated in several solo and group exhibi-
tions in Egypt, namely at the Cairo Salon (since 1938);
Greek community club, Alexandria (1947); and Lehmann
Gallery, Cairo (1952). She exhibited her work at the Venice
Biennale in 1950 and 1952; and at the Sao Paulo Biennale
in 1953. Her works are in public collections, including the
Museum of Modern Art, Cairo; and the Alexandria Modern
Art Museum.?

Badaro painted portraits and daily life in Egypt. She also
painted a number of landscapes that were produced in
north-eastern Italy’s Dolomites mountain range.? Untitled
Paysage (1950) is an expressive painting of a verdant,
mountainous, landscape. Its rich colours, applied in thick
strokes, depict the rich and expansive landscape of the
Dolomites, where Badaro spent a summer in 1948.4

Landscape, 1950, oil on canvas, 54 x 68 cm
o A x 0€ . Dlod e duyj ojlgdi190. (_,.('.LUD_JJQ.LD
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GEORGES SABBAGH

Born in 1887, Alexandria, Egypt
Died in 1951, Paris, France
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Georges Sabbagh attended the Collége des Peres Jésuites
in Cairo before being sent by his father to Paris to study
law in 1906. While in Paris, Sabbagh preferred taking
painting lessons and in 1910 began his practice at the
Académie Ranson. He trained with Paul Sérusier (1864-
1927), Félix Vallotton (1865-1925), and Maurice Denis
(1870-1943)* who were part of the artist group Les Nabis
- “the prophets”- active between 1880-1920. A sym-
bolist group and a secret society, they were devoted to
seeking out the purest sources of art and beauty beyond
that of nature.2

Sabbagh returned to France after enrolling in the British
army to serve during the start of World War | (1914-1915).
His first solo exhibition at the Galerie Chéron won him
critical acclaim, establishing him as an artist in France with
numerous solo exhibitions and group shows to follow.?

Traveling between France and Egypt, Sabbagh was
immersed in still-life and landscape painting, producing
over a thousand paintings and engravings in his life time.
While early paintings show the influence of the Nabis,
he also attempted to merge his knowledge of Cubism
and Fauvism in search of a new kind of realist imagery.
Old Cairo's Sycamore Trees (1929) portrays the artist’s
attention to colour, shadow, light, and movement in an
expressionistic style.

Old Cairo's Sycamore Trees, 1929, oil on canvas, 54 x 81.5 cm
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HUGUETTE CALAND

Born in 1931, Beirut, Lebanon
Currently lives and works in Venice, California
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Huguette Caland studied at the American University in
Beirut and in the 1970s moved to Paris, leaving behind
her husband and three children to pursue a career in art
and fashion. While in Paris she worked with the fashion
designer Pierre Cardin, designing kaftans and embarking
on an artistic journey of figurative abstraction.t

She has exhibited locally and internationally in sev-
eral solo and group exhibitions. Most recently her work
was featured in the Prospect 3 New Orleans Biennial
(2014); and Modernités Plurielles 1905-1970 at the Centre
Georges Pompidou, Paris (2013). Solo presentations
of her work include Early Works: 1970-85 at Lombard
Freid Gallery, New York (2014); and Huguette Caland:
1964-2012, Beirut Exhibition Center (2012). Her work
is presented in various public collections, including
Los Angeles County Museum of Art; Centre Georges
Pompidou; Bibliotheque National, Paris; and Museum of
Fine Arts, Houston.?

Caland works intuitively and is inspired by the culture
of Lebanon as well as Byzantine mosaics and patterns.3
A blend of techniques borrowed from minimalism and
colour field painting, City Il (1968) depicts overlapping
rectangular forms, somewhat like an urban skyline,
spreading across the canvas. The work exhibits Caland’s
dynamic style, which straddles various artistic move-
ments that morph into her own visual vocabulary.

City 11,1968, oil on canvas, 80 x 100 cm
ol x A ilod Gle uiyj gl I9A [ diyao
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Kamel Mustafa studied painting at the Faculty of Fine Art
in Alexandria, Egypt. Between 1946 and 1950, Mustafa
went to Rome on a government scholarship, studying
both decorative arts and preservation.t In 1958, Mustafa
became professor and head of the painting department
at the Faculty of Fine Arts in Alexandria, and in 1969 was
appointed Dean. He remained in that post until 1977.2

Mustafa participated in numerous exhibitions, among
them the Alexandria Biennale and Venice Biennale. His
works are in the public collections of the Museum of
Modern Egyptian Art and Museum of Fine Arts in Egypt.3

An impressionist painter who painted daily life in Cairo
and the Alexandrian coastal landscape and countryside,
he was among the founders of the modern art scene in
Egypt. Mustafa also depicted important historical events
in Egypt’s history; triumphs such as the nationalisation
of the Suez Canal as well as attacks by British and French
troops on Port Said in 1956.4 Untitled (date unknown)
softly renders a scene of fishermen on the Nile with the
agricultural landscape in the background. Gentle brush-
strokes and a delicate palette capture the highlights and
shadows reflected in the water. This tranquil everyday
moment emphasises the style in which the artist prac-
ticed painting during this time, fore fronting the worker’s
role in quotidian life on the Nile.

Untitled, c. late 1940s, oil on panel, 20.5x 31.5 cm
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MARGUERITE NAKHLA

Born in 1908, Alexandria, Egypt
Died in 1977, Alexandria, Egypt
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Marguerite Nakhla attended the School of Fine Arts in
Cairo, graduating in 1934. She received a scholarship to
Paris where she attended the Ecole Nationale Supérieure
des Beaux-Arts, studying under the tutelage of Professor
Sabatté. In the 1940s, Nakhla taught at the Women’s
Higher Institute for Pedagogy in Arts, Cairo.2

Considered a leading female artist of the modern art
movement in Egypt, Nakhla’s paintings have been exhib-
ited in Egypt, France, Lebanon, Italy, USA, Canada and
the UK. In 1938 and 1951 her paintings were shown at the
Salon d’Automne and Femmes Peintres in Paris.?

Nakhla depicted historical and social life among
Egyptian communities and is considered among the first
Egyptian women impressionist painters.# Scene dans le
parc (c.1940s), depicts a crowd of people enjoying a day
at the park. Women, men, and children are portrayed as
they walk, play, and sit together on the grass and wooden
benches. The colourful scene, painted in an impres-
sionist style, is reminiscent of Georges-Pierre Seurat’s
Un dimanche aprés-midi d lile de la Grande Jatte (1884 -
1886). However, in Nakhla’s painting it is the Egyptian
community in all its traditional differences and similarities
that is beautifully captured.

Scene dans le Parc (Scene in the Park), c. 1940s, oil on canvas, 50 x 70 cm
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MOHAMMED NAGHY

Born in 1888, Alexandria, Egypt
Died in 1956, Cairo, Egypt
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Mohammed Naghy studied art at the Academic School
of Plastic Arts in Florence. From 1937 to 1939 Naghy was
dean of the University of Fine Arts in Zamalek, Cairo. In
1939, he became the director of the Museum of Modern
Egyptian Art in Cairo until 1947. Moving to Rome, he
became the director of the Egyptian Academy from 1947
to 1950. A cosmopolitan artist, he lived in Greece, Brazil,
and travelled throughout Europe, befriending, and learn-
ing from, Claude Monet (1840 - 1926) whom he met while
in Giverny, France.?

Considered one of the founders of modern art in Egypt,
he established his studio in Alexandria and began creat-
ing monumental paintings.2 He believed in the social and
educational value of art and this propelled him to create
many mural paintings such as the Renaissance of Egypt
(1935), which is displayed at the Senate in Cairo.?

The Egyptian House in Cavalla (1934) is a painting
of a Sufi style architecture in Cavalla (Kavala), Greece.
The painting could have been made during Naghy’s stay
in Greece or on one of his travels. Composed of thick,
loose brushstrokes that capture natural light and create
reflected colours that bounce throughout the surfaces
of the composition, the painting exhibits one of Naghy’s
styles of painting, having been interested in impression-
ism, which he learned from Monet.

The Egyptian House in Cavalla, 1934, oil on panel, 50 x 72.5 cm
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RAGHEB AYAD

Born in 1892, Cairo, Egypt
Died in 1982, Cairo, Egypt
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Ragheb Ayad studied painting at the School of Fine Arts
in Cairo and was among the first generations of students
to enroll there after its founding in 1908. He received a
government scholarship to study in Rome at the Superior
Institute of Fine Arts. In 1930, he was director of the dec-
orative arts program at the School of Applied Arts in Giza,
and in 1937 he became professor at the Faculty of Fine
Arts in Zamalek, Cairo. Ayad became head of the Museum
of Modern Egyptian Art in 1950.

Ayad is recognised as one of the founders of 20th
century Egyptian art, creating a folklorist visual language,
which set him apart from his contemporaries. He partic-
ipated in several of the Cairo Salon exhibitions. In 1965,
he was decorated with the highest honour of the Egyptian
state as well as awarded in Italy. His works are held in the
public collections of the Museum of Egyptian Modern
Art, Cairo; the Agricultural Museum, Cairo; the Museum
of Fine Arts, Alexandria; and Mathaf: Arab Museum of
Modern Art, Doha.

Throughout his career he was dedicated to portraying
the lives of the Egyptian people, the urbanisation of the
country - both in rural settings and city centres - while
capturing the vibrancy of Egypt’s souks, cafés, as well
as Nubian culture. Assouan (1964) is painted in Ayad’s
expressive painterly style, most likely depicting the
labourers who built the Aswan High Dam between 1960
and 1970. The expressive brushstrokes convey constant
movement, and both the perspective and horizontal
layering of forms direct the viewer both upward and deep
into the painting.

Assouan, 1964, oil on board, 155 x 55 cm
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SAAD EL-KHADEM

Born in 1913, Cairo, Egypt
Died in 1987, Cairo, Egypt
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Saad El-Khadem came from an upper class family in
Cairo. He studied in Egypt and was then sent to England
in 1936 to study painting. In 1939, with the rise of World
War 11, El-Khadem was required to return to Egypt. Upon
his return, he completed his studies and immersed him-
self in anthropology, heritage, the arts and mythology.
From 1954 to 1961, he was the director of the Modern Art
Museum in Cairo.2

El-Khadem is the author of several texts, namely on
subjects such as pottery, social education, Egyptian
folklore, Arab marionettes, and mythology.® He was the
founder of “Al-Mousawar,” a periodical that featured art
reviews and which nurtured his desire to raise awareness
on the arts. Together with his wife, Effat Nagy who was
also a painter and his longtime collaborator, they donated
their home as a museum to the Ministry of Culture.4

El-Khadem used vibrant colours, painting in an impres-
sionist style, using short and expressive brushstrokes.
On the Nile (1949) conveys these dynamic colours and
brushstrokes. Likely painted en plein air, the sky and
water reflect and bounce back on each other and the
thick strokes of paint portray the movement of the water
and the clouds, evoking the passage of time.

On the Nile, 1949, oil on canvas, 32 x 50 cm
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SALIBA DOUAIHY

Born in 1915, Ehden, Lebanon
Died in 1994, New York, USA
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Saliba Douaihy began painting as an apprentice to the
Lebanese painter Habib Srour. In 1932, he went to Paris
to study at the Ecole Nationale Supérieure des Beaux-
Arts de Paris. In 1950, Douaihy immigrated to New York
where he met the artists Mark Rothko (1903-1970), Hans
Hofmann (1880-1966), and Ad Reinhardt (1913-1967),
whose works would develop his style further.?

Douaihy’s paintings are part of museum collections,
including the Solomon R. Guggenheim Museum, New York;
Herbert F. Johnson Museum of Art, Cornell University,
Ithaca; and the Museum of Modern Art, New York. He has
exhibited in Beirut, New York, and Paris, with select group
shows including Lebanon Pavilion, World’s Fair, New York
(1938); Philadelphia Museum of Art, Pennsylvania (1952);
and Seven Decades at the Solomon R. Guggenheim
Museum (1967).2

His early works such as Ehden Village, Lebanese House
(1942) depict the place he was born and his love for the
Lebanese life and landscape in a colourful impression-
ist style. However, his paintings from the 1960s reveal
colour and form painted in a hard-edged style that is
executed with a minimalist rigour. Inspired by the works
of Josef Albers (1888 - 1976), Douaihy’s canvases contain
a depth of space with primary colours that are both har-
monious and vivid. He sought to find the sublime through
the most basic elemental forms. Untitled (circa 1960s) is
exemplary of his work at this time. Vast swathes of blue
take over most of the canvas and are spliced with brilliant
tones of red, yellow, and green. The shapes are asymmet-
rical, laying on a single plane, producing a flat quality to
the composition.3

Ehden Village, Lebanese House

1942, oil on canvas, 43.2 X 53.5 cmM

G awyaal ayys

fouw o0 x €PNy ilod LLe dulj gl 19Er

Untitled, c. 1960s

oil on canvas board, 49.3 x 59.6 cm
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1 1bid., p. 316-318.

8 Jessica Winegar, Creative Reckonings: The Politics of Art and Culture in Contemporary Egypt (Stanford, CA: Stanford University Press, 2006), p. 316.

9 Reproduced in Ibid., plate 13.
10 |bid., p. 319.
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6 Karnouk notes that although Egyptian women were “actively involved in patronizing the arts and promoting new cultural and artistic directions”
before 1950 “it was mainly cosmopolitan women like Amy Nimr, Lucie Carole Rainer, Michaela Buchard-Simeika, and Clea Badaro who were pub-

licly exhibiting their work.” See Ibid., p. 70.
7 Mitchell, op. cit., p. 15.

4 Reproduced at “Lot 90, Sale 1237: Modern & Contemporary Arab, Iranian and Turkish Art, 18 March 2015, Dubai,” CHRISTIES.com, accessed
December 10, 2016. http://www.christies.com/lotfinder/paintings/marguerite-nakhla-14-juillet-5875558-details.aspx
5 Reproduced in Liliane Karnouk, Modern Egyptian Art, 1910-2003 (Cairo: The American University in Cairo Press, 2005), p. 72.
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3 Kirsten Scheid, “Divinely Imprinting Prints, Or, How Pictures Became Influential Persons in Mandate Lebanon,” in Cyrus Schayegh and Andrew
Arsan (eds.), The Routledge Handbook of the History of the Middle East Mandates (New York: Routledge, 2015), pp. 349-3609.
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1W. J. T. Mitchell, “Introduction,” in W. J. T. Mitchell (ed.), Landscape and
Power (Chicago: University of Chicago Press, 2002), p. 1.

2W. J. T. Mitchell, “Imperial Landscape,” in W. J. T. Mitchell (ed.), Landscape
and Power (Chicago: University of Chicago Press, 2002), p. 5.
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