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SHAKIR HASSAN AL-SA’ID

1989 COLLAGE ON PAPER 64XT75 cm
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Shakir Hassan Al-Said is one of the principal Iraqi contemporary and innovative artists and unquestionably the most
prominent among them. He had read philosophy and sociology at University prior to studying the art of painting in
Baghdad and Paris respectively. No sooner had his artistic talents become apparent than he joined the art movement and
in 1951 took part in founding the Baghdad Group of Modern Art led by Jawad Salim.

His care in choosing his traditional subjects has singled him out from his colleagues. Indeed, he was the first to tack-
le folk-subjects and myths, as well as stories from “A Thousand and One Nights™ in a style reflecting distinct oriental
features and employing stylized figures. After completing his studies in Paris however, he rejected all manners of figura-
tive representation.

“Ma’arig”(lit. routes of ascent to heaven) was Shakir Hassan Al-Sa’id’s 1969 exhibition and was considered to be a
landmark in both his artistic career and in the modern plastic art movement in Iraq, on account of the spiritual charac-
ter of the works involved. Abstraction led this enterprising artist to the introduction of the Arabic character to his mixed
media paintings, prompting him in turn to rally Arab and Iraqi artists for the purpose of founding the One Dimension
Group, and subsequently organizing their first exhibition which Baghdad witnessed in 1971.

In the mid-nineteen seventies Shakir Hassan Al-Said began to imitate the wall and construct his paintings on board
or canvas of considerable size. With the growth of the experiment, these paintings have come to constitute a record for
history, both general and private. To these paintings he added letters and numbers as well as several significant signs and
symbols.

In his recent works, Shakir Hassan Al-Said reverted to the use of paper and ink and employed signs derived from the
successive Mesopotamian civilizations - signs such as the A'wfaq (a Sumerian accounting system). In addition to the var-
ied technologies he exercises, he chooses to go to the farthest extent possible in creating the required significant effect,
resorting to the use of paper cuttings and different pigments (collage), and introducing light as a constituent element,
particularly in his works involving painting on paper that can be viewed from two sides, by piercing holes, or making
slits in the middle of the painting through which light penetrates. Shakir Hassan Al-Said is a painter for all generations,
the most innovative and modern of painters not only in Irag, but in the Arab homeland too.



ISMAIL FATTAH AL-TURK

1992 AcryLIC ON WooD 60x80 cm
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Upon his return to Baghdad in the mid-nineteen sixties following his graduation from the Rome Academy of Arts,
Ismail Fattah Al-Turk gave his first exhibition: a collection of abstract work which created controversy in the art media.
Nevertheless, it is considered among the most significant of pioneering landmarks in the history of contemporary art in
Iraq. It is noteworthy to mention that Ismail Fattah was twice favoured by fortune: initially when he studied under Jewad
Salim and Faeiq Hassan at the Academy of Fine Arts in Baghdad, and subsequently when he finished his studies at the
Rome Academy of Arts.

Torn between painting and sculpture, Ismail Fattah opted for the latter producing works that are considered among
Baghdad’s striking artistic landmarks. The Martyr’s Monument, with its halved turquoise dome, ranks foremost among
his creative achievements and one described by the celebrated British sculptor, Kenneth Armitage, as “something which
astounds a viewer”

Having completed several monuments and statues that can be found in various places in Baghdad, he felt the urge
to go back to painting in which he has been involved since the mid nineteen eighties producing a collection of draw-
ings and oil paintings.

Distinguished by marked emphasis on men and women, whether by body or face portrayal, Ismail Fattah’s subjects
are reflected through a captivating power of expression, if only on account of the power of the line and its animation
enjoyed by the artist, with drawn forms appearing almost as protrusive as his sculptured works. Even when drawing in
black and white, Ismail Fattah resorts to highly lucid tonal gradation. This has prompted him lately to indulge in the
practice of graphic art and in consequence he has come to produce many works. He currently teaches at the Academy
of Fine Arts in Baghdad. In addition to being the most prominent sculptor after Jawad Salim, it is thanks to Ismail Fattah
that sculptured pottery forms of contemporary Iraqi ceramics are developed.



SA’DI AL-KA'BI

1989 Mixen MeDIA ON WOOD 90x80 cm
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Ka'bi’s brief sojourn in Saudi Arabia, where he worked as a teacher for a few years during the nineteen sixties, left
its impact on the abstract works he is known for, particularly those inspired by desert surroundings to which he is not
alien by virtue of his home town, Najaf, being a place totally encircled by desert sand.

Although Ka’bi is inclined to an austere color economy almost limited to ochre and brown in its tonal degrees, out-
ward-moving, phantom-like figures generate from the depth of his painting, but they are void, and are only given con-
crete form by virtue of their outside lines.



MOHAMMAD MOHRELLDIN

1994 Oi oN Canvas 100x100 cm
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While a student at the Institute of Fine Arts, Baghdad, Mohammad Mohrelldin was, in painting skill, the closest to
Fa’iq Hassan. He had already perfected academic painting when he departed to Poland at the outset of the nineteen six-
ties to complete his studies. It was there that doors flung wide open before him ushering him into a new world of mod-
ernization and innovation in which he soon found himself submerged, benefiting in consequence from the experience
of Polish artists. This became blatantly manifest from his own personal exhibition which he organized at Iea’s Art Gallery,
Baghdad, in 1965. His works won considerable admiration and appreciation from artists and viewers alike.

Mohrelldin was among the six artists who signed the New Vision Manifesto in 1969, and although he did not join
them in their first exhibition, he took part in those subsequently staged. He is certainly among the more prominent of
Iraqi innovators and his marked experience is considered an integral part of the Iraqi contemporary art movement.

His early works are characterized by their abstract nature and rough texture. He is the first Iragi artist to employ this
technique in which he remained unrivaled for a considerable period of time. The following stage in his career proved
to be deeply influenced by the trends of symbolic realism, particularly those widespread in Latin America. He intro-
duced the element of photographs into his innovative compositions mixing them with abstract forms. A human ten-
dency glorifying man, and manifesting his anxiety and crises, is clearly discernible in Mohrelldin’s painting which are
never devoid of ideological thought. His creativity is not limited to painting only, he proved no less creative in poster
artistry, as attested by the wonderful works he produced.

Mobhrelldin taught at the Institute of Fine Arts in Baghdad for many years. He had a marked influence on his stu-
dents, particularly those talented among them. His works have been numerous and confined to drawing on paper, blend-
ing between collage and the use of color pencils, inks, and acrylic. These works are characterized by their artist’s exper-
imentation with color and composition, and they are prone to abstraction with some signs, characters, and parts of the
human form. A long break with graphic arts was followed by a comeback whereupon a collection of etchings was the
result.
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While still a student at the Department of Archeology, Azzawi began to practice art at the College of Arts free stu-
dio, supervised at the time by Hafidh Al-Durubi. After graduation, he attended evening classes at the Institute of Fine
Arts and joined the Impressionist Group, chaired by Al-Durubi. It was during the nineteen sixties that he chose to be
independent and began to organize his own personal exhibitions. In art circles, he began to be known for his realistic
works of art influenced by the style of Fa'iq Hassan: works loaded with popular and historic symbols and unique in
composition and boldness of color.

No sooner had Azzawi discovered the possibility of introducing the Arabic character as an element, both aesthetic
and historic, than he began using it in a manner not only sensitive and charged with emotions, but one reflecting a high
color value. He is deemed the best colorist among all the Iraqi artists.

In 1969, Azzawi, together with a group of his colleagues, drew up and issued the New Vision Manifesto, and began
to take part in group exhibitions organized in Baghdad, and other Arab states. In 1971 he worked painstakingly with
Shakir Hassan Al-Sa’id to bring about the “One Dimension Exhibition.”

In 1975, his personal exhibition in Baghdad comprised works with subjects revolving round man and his struggle
to break out and plunge into the vast expanse of liberty. They were works distinctly marked by a deep graphic sense.
This was what prompted him to enroll in a training course in graphics at the Salzburg Summer Academy. The results
were astonishing: he won the first prize. In consequence, he has turned to graphics, while continuing with his oil paint-
ing work, producing several portfolios among which was a celebrated collection collating poetical texts with painted
works, and comprising such subjects as the seven Mu’allgat (the seven greatest “qassidas” in Arab classical poetry), Al-
Nasheed Al-Jassadi (Lit.the bodily hymn), a Greeting to Baghdad, a Thousand and One Nights, the poems of Jawahri,
etc. In executing these work, Azzawi employed several methods such as etching, lithography, and the silk screen. In 1978,
he organized the Contemporary Arab Graphics Exhibition in both Baghdad and London, and in 1980 he organized the
Third World Graphic Biennial Exhibition.

Azzawi has been residing in London for nearly twenty five years.
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Upon finishing the first stage of his art studies at the Institute of Fine Arts in Baghdad, Al-Nassiri chose China to be
the next venue for the pursuance of his art studies. Having graduated from Beijing’s Central Academy of Art in 1963,
and before returning to Baghdad, he staged a personal exhibition in Hong Kong. In Beijing, Nassiri studied graphics, in
addition to painting, thus becoming the first Iraqi to specialize in that art. His personal exhibitions, which he began to
organize in Baghdad from 1964 onwards, are marked by realistic forms of simplified lines and bear the clear impact of
Chinese art.

A two-year scholarship in Lisbon ushered a new phase in Nassiris experiment with graphic art: it was there that he
abandoned his realistic compositions, turned to abstraction, and found in the Arabic character a means of expression
which has as much intensity as pliability and streamline flow.

In 1974 and 1975 respectively, he joined the Salzburg Summer Academy’s graphics studio, and has continued there-
after to pursue world experiments in the realm of graphics. While in Europe he took every opportunity to work in
graphic studios. He was a member of the New Vision Group and took part in all their group exhibitions. Nassiri’s works
are divided between painting, acrylic on canvas or paper, and graphic works, particularly etching. In 1987, he founded
Al-Muhtarraf (lit. the atelier), a private graphic studio. It has remained operationally active despite Nassiri’s move in 1991
to work at the Faculty of Arts in Jordan’s Yarmuk University prior to being appointed a lecturer at the University of
Bahnin and Head of the Bahrain Center of Fine Arts and Heritage. Al-Muhtarraf is presently run by some of his assis-
tants.

In composing his paintings, Nassiri makes use of the element of duality of heaven and earth, and sets the soft tex-
ture at the upper part against the rough texture of the lower part. Since abandoning the use of the Arabic character in
his paintings, he has chosen to apply greater emphasis on depicting the local environment in an attempt to catch its spir-
it, in addition to the use of symbols, numbers , and indicative signs as an alternative means to the personification of
human existence.
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Another artist from the generation of the nineteen sixties, Al-Dabbagh has been inclined to modernization since the
time he was a student at the Institute of Fine Arts in Baghdad. He was a member of the “Muhwar”(Axis) Group, a set
whose members were marked by their renunciation of traditional styles, and support for the introduction of modern
techniques as well as the use of abstract and symbolic styles imbued with ideological contents.

He was among the first Iraqi artists who specialized in graphics. In 1967, he went to Lisbon for a two-year scholar-
ship to study graphic art. Nevertheless, his production is small in quantity, on account of his activities being predomi-
nated by oil painting.

Al-Dabbagh’s painting is prone to economy in color. In fact, black and white practically dominates the greater part
of the area of his paintings. With the exception of some color touches inter-penetrating that raging engagement. The
general atmosphere expressed in the paintings inspire deep silence, and a sense of gliding across a diverging space inside
distant horizons. It is a silence at once both sensitive and controversial.
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Ali Talib has always been an innovator. This was clear even from his student days at the Academy of Fine Arts in
Baghdad when he and a number of his fellow students founded “The Innovators,” the coterie in whose first group exhi-
bition he participated. This exhibition is considered a point of considerable significance to the modernization move-
ment in Iraqi art.

Returning to his home town, Basrah, in the wake of completing his studies in Baghdad, Ali Talib resolved to play an
active role in the art movement there. He joined Jama’t Al Dhil (lit. the shadow group). In the early seventies he settled
in Baghdad where he organized a number of personal exhibitions, chief among which was staged at the National
Museum of Modern Art. Agni’a (lit.masks) constituted the focal point of that exhibition which spelt success in both
form and content. Agni‘a was a manifest indication of the influence which the dramatization of events had on Ali Talib
in terms of expressing the contemporary man’s problem in a dramatically captivating manner. Ali Talib went to develop
this approach: an event is surreptitiously occurring in the painting, and a glowing glaze forever predominating its fea-
ture, either through sharp color contrast or through highlighting the subject from a black background. And whereas man
was originally one of the main elements of this drama, in the late eighties the artist began to employ other elements to
bring about excitement: a watch symbolizing time; faces or heads occasionally occupying the surface of the painting; or
an empty chair substituting man. After a short voyage into the realm of abstraction, Ali Talib reverted to realistic features,
particularly in his major works which he exhibited under the title of “La Peita: A Tribute to Michelangelo™ In these
works, several techniques were employed including photographs. This collection, to be sure, is deemed among the most
significant of Iraqi artistic output in the decade following the Gulf war.

Ali Talib joined the New Vision Group in a number of their late group exhibitions in Baghdad. He taught at the
Academy of Fine Arts in Baghdad, then in 1991, he taught at the University of Yarmuk, Jordan. His teaching career at
the University of Yarmuk lasted for nearly eight years following which he left for Holland. Presently he resides in
Amsterdam.



NUHA AL RADHI

1996 ETCHING ON ZINC 24X29 CM

ol e

oo YAXYE Wl le yia 124

Aupall oile gl algbioly o yall 215,05 Lasd o yglol Bapie Aueaieds o slas coaldly (8 51 iy coligiand| ke 240al LS pues (ol 11 5 il

LS g inliilett) caumiie 2 5l cuitgs Ll i . Iall (3l Gusdly oo ) 392015 ISHYL Guad Yeal (03 125 Sube e cuniBy Lgasglass

ST Vil Cun g LeS « pugumatl (48 @il )lga e & pail) Loy cuniai] Gutinn dual Jiag - au ) g cogaile (all gy puundll le 35515 wad o 2JlB

252allS Aol clBglat) JISET (A y3 JIKET culD slomal o1 o 6531 & 2 cuslsy . (il 5l ) Aelidally yaodl Lgia slasy (Aaa ) Lgloslasd

Gy byl as o ol 1 g5 Jlaels  @igla Lo VISET Lgie piosi 3501 Lgilgll (o 355 315 2ualy Bl Lale anas (aag¥) lilgusd!
Bt Woliwss el s pomy L L5 a5y cpmgrlal] Bigally

It was in the nineteen sixties that Nuha Al Radhi began her art career in ceramics. She organized several personal
exhibitions in which she displayed marked uniqueness not only in presentation, but in drawing inspiration from folk
subjects and using them wildly. For nearly a quarter of a century or thereabout, Nuha’s works proved creative and exquis-
itely tasteful with a marked oriental sense. However, her activities came to an abrupt end upon her own avowed decla-
ration that she could no longer give expression through this art. In consequence, she turned to painting and began, like
any junior apprentice, to be trained in painting techniques. The highly delicate lines very soon found their outlet in
graphics.

Plunging into yet another experiment, Nuha began to select stones with shapes similar to those of certain beings,
such as birds and domestic animals. Giving these stones bright colors very close to those of her ceramic works, she even-
tually chisels them into colored objects. It must be understood in this context that Nuha Al-Radhi’s works are not only
very closely attached to the natural environment but also reflect its glamour and purity in a very simple manner.
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A German artist, Liza Fattah accompanied her husband, Ismail Fattah Al-Turk, to Baghdad in the nineteen sixties.
They had met while they were studying at the Rome Academy of Arts.

No sooner had Liza arrived in Baghdad than she found herself fully integrated into the surroundings of the Iraqi
artists, and very soon she began to participate in their various exhibitions. She continued her activities and contribu-
tions until her demise in the mid nineteen nineties.

The expressive style of her works, and the human sentiments with which her paintings are charged, had a consider-
able impact on young artists. They reflect the human situation through what is indicative of it. The dark tone of her
paintings betrays isolation and loneliness rife with remonstration and rebellion rather than defeat and disappointment.
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Haimat Mohammad Ali is a self~taught painter, not a graduate of any of the professional institutes. His talent, to be
sure, sprang spontaneously from a soul abounding with feeling, and a mind very rich in imagination. No wonder, thus,
that his early works should bear their own particular features and captivating glamour.Very soon he drew attention to
himself. He has always displayed a marked tendency to details that are not only delicate and abstract, albeit nominal, but
also in full harmony with his own spirit, so constantly moving within a world of beauty combining character-like forms
and oriental embellishments that have become some kind of an alphabet peculiar to him alone.

Haimat’s works are abstract miniatures expressing diverse moods and dispositions defined by the nature of the mate-
rial used, and the integrated colors. They are the result of various techniques comprising painting on board and canvas;
drawings on paper and ink; and water color drawings on paper.

As for his silk screen works, they have come to be concomitant with poetic texts such as the book he co-authored
with Adonis and entitled “Night is Also Dawn”, and another entitled “Absolute Desire” by the French Poet Andre Filtier.

Haimat has been living in Paris for the past several years.
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Rassan belongs to that generation of young artists who managed successfully to be in the limelight during the nine-
teen eighties. It was the generation that witnessed the outbreak of Gulf Wars I and II and fought in one of them at least.
It was an experience that may well have caused Rassan to realize that art is capable of entrenching the soul and giving
it hope and confidence in existence, hence his drive to apply himself assiduously to the task of finding a graphic lan-
guage which would give expression to the spirit of succeeding Mesopotamian civilizations that had enriched human life
with its lofty values. He contrived a language essentially made up of illustrative terminology comprising as much
Sumerian inscriptions as cultural vocabulary of later ages. Nor did the circumstance consequent upon the embargo
imposed on Iraq hinder either the relentless pursuance of his experiment, or his visual search for the required goal. His
artistic contributions are clearly manifested by his ability for continued diversity in expressions, and for charging these
expressions with intensive symbolic content.

Rassan’s painting is at once both old and new, and one in the midst of which time moves to emphasize the bond of
continuity between an eroded past, and an eroding present. It is thus that his painting has rendered a new historical doc-
ument for a culture satiated with grief and sorrow.
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Nadim Mubhsin is one of the most prominent of the nineteen eighties’ artists, and certainly the most forward going
among them in terms of his artistic presentation. He studied at the Institute of Fine Arts in Baghdad where he special-
ized in graphics and displayed a creative potential promising a very bright future.

Circumstance did not avail him of the opportunity to exhibit his talent in Baghdad. However he was able to steal
the limelight when he moved to Jordan in the early nineteen nineties in the wake of the Gulf' War. Indeed, despite hard
living conditions to which he and members of his family were subjected, he managed to bring about a creative output
of a highly sensitive nature prone to be purely abstract in depicting plain objects and giving them concrete form.
Irregular geometric bases underlie the composition of his painting to which body he allows both light and void to infil-
trate appearing thereby as a map depicting time in place.

Nadim’ painting is consciously concerned with time, its movement, and its infinite proliferation. He endeavors to
compose his painting from different materials, with elements that intersect and interlock with one another through the
reoccurrence of irregular geometric units suggesting all the while the successive movement of night and day.

Nadim has an imagination that transcends visual limits, and bursts into outer space to a universally more compre-
hensive vision.
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Mehdi is at once both an unconventional ceramist and a painter who endeavors to make his painted forms an exten-
sion to his ceramics and vice versa. His works are distinguished by the bold manner, and the peculiar nature, of their
presentation, for he draws their inspiration from folk-subjects and beliefs which he transfigures into dolls that he gen-
erally paints black, but occasionally tinges them with white. As for his paintings, whether on board or canvas, they are
also forms arranged against a black background, and their details are made up of ornaments miniaturized sometimes in
red and sometimes in white. It is perhaps paradoxical that with all their apparent adornment, in these linear composi-
tions, and their black background, have enough glamour to make them appear like charms and magic scrolls.



MAHMOUD AL-U’BAIDI

1994 Acrylic on Canvas 95x97 cm

Eg.u.ui_- | 2g-a2xR

(@ AVxA0 Eled Lle uld ST )aas

a9 Ao gl mlaw (5e 35S Sila e lo plolan ol il @ Jubaiass 53 e VIS Hgemit 35y (anl Lo yuaiss Gupuall Sgams cilsgd 215
als Ly Aagac (e doslll dile 3o Lo 53 e dagladl o Angall Gogim ) Gl (e Lgd 3 il nall 2SS Ll Vil yalls 2 450 00 ciliasSS L)
T 52! Jlae¥1 2 38053l de @it 1 Geladl W] 3L e J531 128 2 g Lo e dLgasaiass Gpuamg Lgloluinil (g Ul 365 Ll
ol 3503 a3 y5latie dllee] Cami camg el Losllasy (alalal) LelingSay cnall Clamid 33181 & yuuss 3503 (o dGlagd 2S5 LS sl
(et 5 Laatl gy Jalaly goiall e JISEY)

catlail & pgaattl dllaal ol ;& 5 yuimd 3l cmill usleg sty 2 Aluasdl (siall BuaslST 2 2553 (Ll colilell) Jio (pa Gutasall Sg0xe
LAl 353 5 et Audall i plall cye paal) ad oo U gomle Ll laly «opiall slasl 23 3511 @y LiSi las (e 2351 Lose Gty Lol
ce g il 2 Al i o5 g Mol gie OV @By s IS I algel B D sali 1B .yl

Al-U’baidi’s paintings are almost limited to black and white to portray abstract forms that extend then curve or inter-
sect over a large area of cach painting. Although these forms are apparently abstract compositions, they reveal to a pen-
etrating eye, however, characters disguised between the lines. And despite all the apparent simplicity and spontaneity of
U’baidi’s paintings, they reflect a clear sense of discipline and good layout. With all the apparent contradiction that this
statement may reflect, it is nevertheless the basis of the harmony in all works of pure abstract nature.

U’baidi’s paintings also reflect a captivating power of expression that attracts the eye by their integrated compositions
and dramatic discourse. And when contiguously arranged, these paintings reflect the ability of their form to be infinite-
ly diverse and integrated, and to proliferate infinitely.

Mahmoud Al-U’baidi is from the generation of the nineteen eighties. He graduated from the Institute of Fine Arts
in Baghdad. However, it was in the wake of his taking residence in Amman that his works found a wide appeal, partic-
ularly after undertaking the management of Ab’ad art gallery and displaying great enterprise. Indeed, it was thanks to
his efforts that several exhibitions of considerable quality, displaying works by the créme of Arab artists, were organized.
Presently he resides in Canada, to which he emigrated three years ago, and wherein he carries on with his art experi-
ment in the fields of painting and sculpture.
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Samer Usama has displayed a noticeable creative potential since his student days at the Institute of Fine Arts in
Baghdad from whose Faculty of Graphics he graduated. He was also among the young talented group who maintained
their artistic creativity, particularly in graphic art, in the various capitals of the world after their dispersal as a result of
emigration.

Samer Usama has been living in Amman for nearly ten years now. Although he practices graphic design from time
to tinie, his efforts have been mainly channeled into developing his painting and graphic skill. In composing his paint-
ings. Samer resorts to pure abstraction whereby a color space acts as a background reflecting irregular geometric figures.
His works are characterized by economy of color and lines. At one of its stages, Samer’s painting occasionally bore some-
thing of the gaiety of childhood, particularly with the addition of a cheerful and bright colored background. At a later
stage he tended to the development of a technique which employs a melted alloy of aluminum and lead as an element
of composition instead of color. However, his new painting style has a more profound and sober-minded power of
expression, for the firmness of this material adds a touch of emotional frigidity, a sense if scientific transformation, and
penetration into unknown and misty horizons. It is a space adventure of a time constantly advancing.

Samer’s recent graphic works, on the other hand, suggest precision in expression, and delicate feelings flowing like a
searchlight out of the dark unknown.



“Art in Mesopotamia has always been like its people, who have been the product of the land and climate. They have
never reached decadence and never achieved perfection: for them perfection of craftsmanship has been a limitation on
their self-expression. Their work has been crude and inventive, has had a vigor and boldness which would not have been
possible with a more refined technique. The artist has always been free to express himself, even amid the state of Assyrian
rule, where the true artist spoke freely until recent years, comprising in all about fifty painters and sculptors. As more
and more artists returned from their studies abroad (in London, Paris, Rome, Warsaw, Zagreb, even Peking) or graduat-
ed from Baghdad’s own Fine Arts Institute and Fine Arts Academy (the latter being part of Baghdad University), groups
in the sixties tended to multiply or splinter off, with many artists, of course, preserving their independence. There were
the Academicians, the Innovationists, the New Vision Group, the One Dimensionalists and others. Each group prided
itself on being revolutionary and after its own fashion, ranging in its creed from the intensely political to the intensely
religious or mystic. Actually the ideological lines, political or otherwise, often cut across the groups formations in a
remarkable way. What mattered in the final analysis was individual talent: the brilliant creators were of their own mak-
ing. Each group contributed its valuable share the general discussion and examination of ideas, just as it also made exhi-
bitions easier to hold for the artists themselves.

One fact that has always to be recognized in understanding Arab art today is that however revolutionary Arab artists
may be in concept and in aspiration, a spirit of tradition hangs on to them which they cannot or will not shake off.
However much as they may subscribe to the view of “internationalism” or “cosmopolitanism” in modern art, they will
not give up the notion that their identity can only be shaped by rooting themselves in a tradition of their own, which
helps to give a distinction to their work, marking them as the creators and extenders of a national culture. Iraqi artists,
most of whom have a very good knowledge of other nation’s art history, have from the start attempted to bring into
existence a view of art which might be called Iragj, or Arab. Hence their harking back to Sumerian and Assyrian sculp-
ture, to Arab painting, manuscript illumination and calligraphy, to folk motives found in handicrafts and hand-woven
rugs and to local popular teams. Their achievement in style is the child of this wedding of tradition to present day con-
temporaneity. It is only thus that we may begin to understand the works of Jawad Salim, Shaker Hassan, Kathem Haidar,
Dia' Al Azzawi, Mohammed Ghani, Khaled Rahal, Suad Attar, and may other leading artists. Whatever originality they
may possess is thus connected, in one way or another, with the grass roots of their society, even though the connection
may not always be readily visible.

Similarly, most iraqi artists are deeply concerned with the dilemmas of twentieth century man and their own rele-
vance to their times. They consider their work, basically, as part of the struggle of an arab nation emerging as a new force
in today's world. Much of their symbolism derives its inspiration from the fight for freedom and independence of
Palestinian revolutionaries. However personal the vision or the ultimate style, these are some of the major factors that
make up their work.

From “The Grass Roots of Iraqi Art”
By Jabra Ibrahim Jabra,(1919 - 1997)
Palestinian writer and art critic
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