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Galilee Spring, 2012, acrylic & jift on canvas, 100x8ocm
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Galilee Spring, 2012, acrylic & jift on canvas, 80 cm x 80 cm
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Galilee Spring, 2012, oil on canvas, .20 m x 1m
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Galilee Spring, 2012, oil on canvas, 80x100 cm
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Galilee Spring, 2012, oil on canvas, 70x100 cm
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Galilee Spring, 2012, oil on canvas,1m x 1.40 m
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Galilee Spring, 2012, oil on canvas, .25 m x 1m
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Almond Trees, 2012, oil on canvas, 1.35 m x 1.35 m
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Almond Trees, 2012, oil on canvas, 50 x 60 cm
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Almond Trees, 2012, oil on canvas, 8o cm x 1m
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Mother & Son, 2010, il on canvas,1.20n x 1m
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The Farmer's Dream, 2010, ash & oil on canvas, .20 m x 1m
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The Old Farmer & the Felled Tree, 2012, oil on canvas, .70 m x 2m
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The Felled Trees, 1989-90, oil on canvas, 30x40 cm
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Stones in the Galilee, acrylic & jift on canvas, 8o cm x 1m
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Stones in the Galilee, 2012, acrylic & jift on canvas, 8o cm x 1m
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Stones in the Galilee, 2012, acrylic & jift on canvas, 40 x 50 cm
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Stones in the Galilee, 2012, jift & oil on
canvas, 60 x 80 cm
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Stones in the Galilee, 2012, jift & oil on canvas, 60 x 80 cm
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Stones in the Galilee, 2012, jift & oil on
canvas, 60 cm x 80 cm
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Stones in the Galilee, 2012, jift &
acrylic on canvas, 8o cm x 1m
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Stones in the Galilee, 2012, oil on canvas, 50x70 cm
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The Face of the Earth, 2012, oil on canvas, 70 cm x 1m
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Stones in the Galilee, 2012, 0il on canvas, 50 cm x 70 cm
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Face, 2012, oil on canvas, 9o cm x .20 m
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Face, 2012, oil on canvas, 9o cm x1.20 m
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Face, 2012, oil on canvas, 1mx1.40 m
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Face, 2012, oil on canvas, 1.60 cm x .90 m
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Face, 2012, oil on canvas, 100x120 cm
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Face, 2012, oil on canvas, go cm x1.20 m
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The Stranger, 2012, acrylic & jift on canvas, 1.35x1.35 m
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The Stranger 2, 2012, acrylic & jift

on canvas, 60x 80 cm
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Witness to Erasure, 2012, 0il on canvas, 1.70 cm x 2.10 cm
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Refugees, 2012, oil on canvas, .60 mx2m
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The City of Salt, 2012, acrylic & jift on canvas, 1.35x 1.35 m

76



em.Ll .35
n

<

3)

<

VY @xV,) o) Ve (3 e

7mn

’

~
o
N
>
=}
=
n
o
[
o
~
X
o
~N
b
[«

1.70x 2,10 M

Erasure, 2012, oil on canvas
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Erasure, 2012, oil on canvas, 1.70x 210 m
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The City of Salt, 2012, acrylic & jift on canvas, 1.35x 1.35 m
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The City of Salt, 2012, oil on canvas, 8o cm x1m
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The City of Salt, 2012, acrylic & jift on canvas, 1.35%x1.35 m
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Citizen, 2012, acrylic on canvas, 8o cm x 1m
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The City of Rust, 2012, oil on canvas, 80 cm x .20 m
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The City of Salt, 2012, oil on canvas, 8o cm x 1m
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Time of Gold, 2012, oil on canvas, 70 cm x .20 m
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Arab Spring, 2012, oil on canvas,1x 2 m
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Citizen, 2012, acrylic on canvas, 80 cm x 1m
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The Dictator, 2012, acrylic on canvas, 80 cm x 1m
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The Dictator, 2012, acrylic on canvas, 8o cm x 1m
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The Dictator, 2012, acrylic on canvas, 8o cm x 1m
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Truncated Figure, 1010, oil on canvas, 90 cm x 1.20 m
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The Dictator, 2012, acrylic on canvas, 8o cm x 1m
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Hanging Image, 2011, acrylic on canvas, 80 cm x 1m
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Image of a Stainless Steel Kitchen, 2012, oil on canvas, 60 x 80 cm
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Hanging Image, 2012, oil on canvas, 65 cm x 110 m




VoO) ) o iled e elly ST o dileh deased .54
n”0 100x80 ,72 7Y 777N ,2012 ,7aN2 NN N7

Image Hanged by a Rope, 2011, acrylic on canvas, 80 cm x 1m
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Meat on the Table, 2011, acrylic on canvas, 80 cm x 1m
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Image of a Stainless Steel Kitchen, 2012, oil on canvas, 60 x 8o cm




ERALY i

=

WGbd e Ca) d$y2) pald § Oluasd .59

Nn"0U 100x80,72 7y 11Vv ,2012 ,(N87W) 21731 M 0T

Yoy ‘f\ X\“’“'A'

Images in a Cage (Fire), 2011, oil on canvas, 80 cm x 1m
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Meat Tied with a Rope, 2012, oil on canvas, 80 cm x 1m
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Run, Rabbit, Run, 2012, acrylic on canvas, 8o cm x 1m
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n"U 100x80 ;71 7Y 1Y ,2012 ,0MY

Sky, 2012, oil on canvas, 8o cm x 1m
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Exalted Energy, 2012, oil on canvas, 80 cm x 60 cm
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Run, Rabbit, Run, 2012, acrylic on canvas, 8o cm x 1m
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The Face of the Sky, 2012, oil on canvas, 1.40 x 1.60 Run, Rabbit, Run, 2012, acrylic on canvas, 8o cm x 1m
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Sky, 2012, oil on canvas, 80 cm x 1m
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The Eternal Good, 2012, acrylic & jift on canvas, 135 m x 1.35 m



- /
o £
E m
- ’ ——— e e ———
—_—-

o VoxVe O3S e elly ST lgie 99
n"" 10070 11077 7Y 77PN, 1988 ,NIN1J XT77

Untitled, 1988, acrylic on carton, 70x100 cm
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Sketches from the First Intifada Series, 1988, acrylic on carton, 70 x 100 cm
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Untitled, 1988, acrylic on carton, 70 x 100 cm
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1"0U 100 x 70,1107 7Y 77N, 1988 ,N1MD X7

Untitled, 1988, acrylic on carton, 70 x 100 cm
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Sketch for “Faces,” 2012, charcoal on paper, 50 x 30 cm

105



o Voe X Ve 03,8 e el ST (Glgie Gguy o Vo ox Ve 085S e el STAIM (lgie D9y
1T 100 x 70 NMUI7 TV 77PN ,1988 ,N1MI K77 N"U 100 X 70 NMU7 TV 777N, 1988 ,N1MI K77

Untitled, 1988, acrylic on carton, 70 x 100 cm Untitled, 1988, acrylic on carton, 70 x 100 cm
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Sketch for “Faces,” 2012, charcoal on paper, 30 x 40 cm
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“Knots," 2013, charcoal on paper, 60 x 80 cm.
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“Knot,” 2013, charcoal on paper. 50 x 9o cm “Knots," charcoal on paper, 60 x 9o cm.
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“Knot," 2013, charcoal on paper, 50 x 9o cm
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Abstract sketch, 2013, charcoal on brown paper, 60x100 cm
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Abstract sketch, 2013, charcoal on brown paper, 50 x 70 cm
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“Knot," 2013, charcoal on paper, 50x90 cm
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“Knot," 2013, charcoal on paper, 50x90 cm
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“Knot,” 2013, charcoal on paper, 50x90 cm
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Abstract sketch, 2013, charcoal on brown paper, 60x100 cm
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Abstract, 2011, plaster, 30x40x84 cm
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Abstract, 2011, plaster, 40 x 40 x 60 cm
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Abstract, 2011, plaster, 30 x 40 x 70 cm
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Abstract, 2011, plaster, 30 x 40 x 70 cm
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Abstract, 2011, plaster, 30 x 40 x 70 cm
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Abstract, 2011, plaster, 30 x 40 x 70 cm
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Abstract, 2011, plaster, 40 x 40 x 9o cm



o VO X Yox T Jlalo VA4 duatd

1”0 20 x 15 X 30 11N ,1990,mMnN7T

Image, 1990, clay, 30 x 15 x 20 cm
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Image, bronze, 30x15x20 cm



Sketches & Sculpture

Usama Said's sketches, characterized by a quality of expression that is no less powerful than the
application of color in his large-scale canvases, are an integral part of his body of artistic work.
It even seems at times that the delicate lyric dimension emerging from Said’s twisted pencil line,
strums on the chords of emotion with electrifying intensity.

Some of the sketches are figurative, others abstract. The former focus on depicting human suffer-
ing and were inspired by events related to the Arab Spring. The German influence can be seen in
these works, as evident in the emphatic outlines and the clarity of composition.

Hatching is the dominant mode of expression in the sketches in which human figures appear,
coming in place of working with colwce of pain.

Said's images of ropes are scribbled with a light touch, one alongside another at times, tied in a
knot that has yet to be tightened, or as a type of Gordian Knot. The convoluted flexibility of these
knots pleasure the eye, bringing to mind nostalgic thoughts of the glorious history of the art of
sketching in the annals of art. In Said's sculptures, it is as though the knots had been frozen,
transformed into pillars of salt. In this way, they serve as a metaphor for human relationships,
and thoughts of a different type come in place of nostalgia, on “knots" (connections) formed in a
real place and time: how were they made; are they no more than transient; will they become ever
mare complex? Can they be unraveled, will this ever happen?!
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painter, another member of the Der Blaue Reiter” group.2In the painting “The Face of the Sky" (illus.
59), the red blots disappear, to be replaced by some sort of glittering fireworks shooting upward, as
though toward a different level of consciousness, fluid and metaphysical. This work is reminiscent
of the fiercely expressive images of spring with which this discussion opened, bearing witness to
Said's intense desire to stick to one place, transcendentally, and perhaps, in the words of Amal
Jamal: “a return to the train of time and history, as a legitimate passenger,"- a return to the free,
timeless, wide open spaces in which to exist, expanses of a different spring, pure and eternal.

32 Wassily Kandinsky, Concerning the spiritual in art and painting in particular 1912, G. Wittenborn, New
York, 1947. The concept of the color blue symbolizing spirituality and the color red symbolizing worldli-
ness and materialism has been part of our culture from as early as the Christian tradition of the Middle
Ages.

33 Jamal, Men in the Sun, p. 054.



as well as the meat hanging on hooks by Rembrandt van Rijn. In Said's painting “Figures in the
Cage (Conflagration)” (illus. 52), a strong flow of colors of fire fills the canvas. Abstract language
returns in this work, in a way that enables the artist to express his feelings regarding reality. In
“Exalted Energy” (illus. 53), blue spots penetrate orange flames from behind, as though to pacify
and relax and to turn attention in a different direction, lofty and spiritual.

The vertical nature of the composition in Said's abstract works, gives way to a horizontal com-
position in a series of three paintings under the heading of “Run, Rabbit, Run." The first depicts a
rabbit fleeing from some catastrophic scene of fire and bleeding (illus. 54), towards a green area;
in the second work (illus. 55) the canvas appears to be depleted gradually of the blood spots that
appear in the first. Blots of bright light take the place of the bleeding, in the third work (illus. 56),
where blinding blue and green light emerges from the artist's bold brush strokes, with only a
thin red line remaining on the lower half, to remind us, perhaps, of the reason for flight. The first
association coming to mind is “Animal Destinies” (1913), the monumental masterpiece by Franz
Marc, who belonged to the group known as “Der Blaue Reiter” (The Blue Rider - 1911-1912), where
he wished to express the human misery that will follow in the wake of an apocalyptic catastrophe,
by means of helpless animals.? In “Run, Rabbit, Run,” Said expresses a sense of constant pursuit
and the eternal temporality of man’s life, specifically the life of a refugee, and as Amal Jamal has
written: “The fluidity of the order of time and the disappearance of rigid framewaorks of time built
on clear-cut distinctions of past, present and future, have become a deep-seated trait in many
Palestinians.™® The helpless animal symbolizes the eternal human condition for both Marc and
Said, the man attempting to escape incessantly to the eternal good. A work titled “The Eternal
Good" (illus. 57), where the abstract coloration has been applied horizontally, raises the issue of
what good is, and through what prisms of relativity it should be viewed. Is good the vague stains
that peek out from between the unbounded darkness, as conceptualized in this work? It is the
exalted, in fact, that is perceived as abstract and unbounded in the discourse of philosophers like
Immanuel Kant and Jacques Derrida.®

The series of works headlined “Sky” may offer a key to the conception of good as reflected in
Said's vision. In one of these paintings (illus. 58), the vivid light blue of the sky is mixed with reddish
blots, like the reflection of materialism and the mundane world mixed in with spirituality, and with
ramifications to the way such colors are perceived in the bady of works of Wassily Kandinsky, the

29 Franz Marc, “Fate of the Animals,” 1913, oil on canvas, from the collection of the Kunstmuseum, Basel,
Switzerland. Vide: Frederick S. Levine, “The Iconography of Franz Marc’s Fate of the Animals,” The Art
Bulletin, Vol. 58, No. 2, pp. 269-277.

30 Jamal, Men in the Sun, p.o54.

31 For a discussion of the Sublime, Vide: Immanuel Kant, Critique of Judgment, trans. Werner S. Pluhar,
Hackett Pub. Co., Indianapolis, 1987, p. 25. Philip Shaw, The Sublime, Routledge, New York, 2006, 115-117.



attempts to find refuge from their situation. It may be that this can help explain Usama Said's
works and the compassion they express baoth for the Arab Israelis displaced from their lands and
the despondent Arab masses in the wake of the events of the Arab Spring that started in 2010.
This distress finds expression in a series of works in which Said reverts to a purely figurative
style. The works are violent and hard to stomach, dealing with the inferiority of the citizen facing
the horrors of the regime (illus. 41, 42, 43, 44, 45).> The artistic language Said uses is strongly
influenced by German Expressionism: drawing thick outlines; flattening the paint and consciously
distorting the perspective. This form of expression has served artists like Ernst Ludwig Kirchner,
and Karl Schmidt-Rotluff from Berlin's “Die Bricke" (The Bridge) group (1905-1913). By compressing
theirimages into a uniangular composition, distorting the conception of space while stretching the
figures and background in different directions, emphasizing the thick outlines and intense colors,
the artists created a menacing sense of tension, suffocation, disquiet and nervousness to express
the atmosphere of the individual's sense of alienation and loneliness in the large city and the sense
of angst brought about by the eruption of World War I. It is important to note that this influence
is not by chance, and it appears that chose it consciously, since this artistic language is quite a
faithful reflection of the full range and complement of the feelings of alienation and estrangement
that accompany him in the land of his birth and, obviously too, as an alien resident in Germany,
the country he chose to live in as an adult and raise a family. Kirchner's work “Self-portrait as a
Soldier” (1915), is worthy of special mention with regard to Said's series of works on the topic of
the Arab Spring. The artist depicts himself there as a soldier waving the blood-flowing stump of
his right hand. This image represents the artist's worst fear - the loss of his ability to create, due
to the war. A nude female figure appears in the background, her arms hanging down at her sides,
like an anxiety-stricken model standing in a “non-artistic” pose. “The Night,"®* a work in oil on
canvas by Max Beckmann - engraver, sculptor and German Expressionist poet - is another pos-
sible source of inspiration. There, all the dimensions of violence, evil, domination and cruelty seem
to have found a focus, by means of the sharp angular line, the compacted composition and the
suffocating concept of space. Another reference to the history of art can be found in Said's works
that focus on images of ripped bodily parts (illus. 46, 47, 48, 49, 50, 51), which immediately call to
memory the series of sketches titled “The Horrors of War" (1810-1815) by Francisco José de Goya,

25 Kanafani, Men in the Sun, Vide note 22.

26 Khader Washakh’s exhibition “The Arab Spring,” shown recently at the Umm El Fahem Art Gallery, cura-
tor: Haim Maor, December 2012, should be mentioned in this context.

27 Ernst Ludwig Kirchner, “Self-portrait as a Soldier,” oil on canvas, 1915, from the collection of the Allen
Memorial Art Museum, Oberlin College, Ohio, Charles F. Olney Fund. Vide: Jill Lloyd and Magdalena
M. Moeller (eds.), Ernst Ludwig Kirchner: the Dresden and Berlin Years, Royal Academy of Arts, London,
2003, Pl. 159.

28 Max Beckmann, “The Night,” 1918-19, in the collection of the Kunstsammlung Nordrhein-Westfalen,
Dusseldorf. Vide: Donald E. Gordon, Expressionism Art and Idea, Yale University Press, New Haven and
London, 1987. Pl. 9, pp. 59-60.



brush strokes in shades of red-bordeaux that erupt and seem to be whistling with fury, as sliv-
ers of gold shoot out from them. This work calls to mind to some small degree, the drip painting
technique of American Action Painter Jackson Pollock, another one of Said's sources of inspiration.
Pollock's works seem to force the viewer to sink into the layers of paint and piles of lines and into
a state of meditative observation that becomes a deep emotional experience, especially in works
like “Cathedral” (1947). However, beyond the visual aspect, Pollock and Said meet in the tempest
of emotions that characterized Pollock's artistic activity and lies at the heart of Said's work. Here,
itis a sharp, stinging expression of the shock and awe Said feels in the face of human suffering,
which is beyond man's comprehension. The philosopher Edmund Burke defined awe as a situa-
tion in which the soul is in a state of terror that paralyzes and delays its movement.® It appears
that the abstract imagery in Said's work is an expression of delayed awe or an experience of the
sublime, and only by means of abstraction can the inability of man to capture the sublime, the
infinite and that which transcends his intelligence, be represented. By its very subject matter, the
aforementioned composition, boundless and dramatic, invites the viewer to examine it in a manner
that is pensive and deep and that revolves around the limitless distress and suffering in the Arab
world. The work is seen from a dual perspective - on the national level, on the one hand, where the
colars are a generalized symbol for blood and suffering and on the spiritual level on the other, with
the composition and the abstraction elevating symbolism to infinite dimensions in time and space.
Thus, a unique confluence is created in Said's works, of the social and critical dimension charac-
teristic of Israeli art in general and Palestinian art in particular, and the universal-transcendental
dimension, especially as it relates to the significance of time and its worth in daily life.

The breaking of boundaries, the sense of terror in the face of the infinite and the loss of time in the
life of the displaced person expelled from his land and oppressed by the ruling government, are
all the same, as AmalJamal has phrased it: “Delaying time, or depleting it of value and content,
disenfranchises those being ruled, from one of the characteristics of their humaneness, and harms
their lives - so believe those that rule them, and often they themselves."

Thus, “Men in the Sun” a story by Ghassan Kanafani, binds the suffering of the Palestinian
refugees - their fragility and the extreme instability of their lives - with the culture of bribery and
corruption among the Arab clerks the book’s protagonists are forced to cope with in their tragic

23 Edmund Burke, A Philosophical Enquiry into the Origin of Our Ideas of the Sublime and Beautiful, ed.]. T.
Boulton, London, 1958, p. 53.

24 Amal Jamal, “The Struggle for Time and the Power of Temporariness: Jews and Palestinians in the Laby-
rinth of History”, in: Men in the Sun (exhibition catalogue), curators: Tal Ben Zvi and Hanna Farah, Her-
zliya Museum of Contemporary Art, Herzliya, 2009. p. 46 (Hebrew).



Spring Time: Eternal Spring

Abu Khizran drove his huge car for six hours straight, on that delusory land, which
appears white and firm because of the thin layer salt that solidified on it*

A canvas surface covered with layer on layer of heavy murky light-colored paint, characterizes
“The City of Salt,” (illus. 36). Layers of salt, defined by a charred, broken outline over which
a grey snippet of sky, charred as well, appear to blanket a hallucinatory city. “The City of
Salt” is a series of works in which Said expressed his feelings about the recent events taking
place in the Arab world known collectively as the “Arab Spring.” The salt serves as “El-Fasd,”
symbolizing a cloak, so to speak, covering something with a broken and rotten interior with
an apparently beautiful exterior. The cover of salt for Said is an image representing the cor-
ruption and deceptive rule in Arab countries that led to uprisings and unprecedented violence
starting in December 2010.

Vertical bright red splotches fill the canvas in another, very expressive work, also titled “City of
Salt” (illus. 37). The blots resemble clods of earth flowing with bload, with many salt crystals
interspersed amang them. A blurry, though three-dimensional image of multiple faces can be
seen through the splotches, breaking through from behind the salt crystals. Itis as though the
bleeding faces are asking for the scorched mantle of salt to be removed, which appears to be
an endlessly difficult and Sisyphean endeavor.

The salt covering is replaced by rust in the work titled “The City of Rust” (illus. 38). Rust is another
material Said employs as a metaphor for the oppression that can be said to have coagulated
above the city and is digesting it. Rust is replaced by gold, a more precious metal, in “Time
of Gold (The Arab Spring)” (illus. 39), an oil paint canvas. Said sees the leaders of the Arab
countries, the kings and princes, as though covered in gold dresses while their subjects live in
dirt and mire. In the recent uprisings, the nations started to rip off the golden dresses and the
deceptive gleaming covering. This blood-filled act of tearing finds expression in a large-scale
work simply named “Arab Spring” (illus. 40, an abstract work painted with intense, horizontal

22 Ghassan Kanafani, Men in the Sun. trans. Daniela Brafman and Yani Dimianus, Mifras, Jerusalem,
1978, p. 51 (Hebrew). In this context, mention needs to be made of the exhibition Men in the Sun (cura-
tors: Tal Ben Zvi and Hanna Farah), Herzliya Museum of Contemporary Art, June-September 2009,
which chose the refugee and displacement experience in the wake of the 1948 “nakhba,” as its focus.
Vide: Tal Ben Zvi and Hanna Farah (editors), Men in the Sun (exhibition catalogue), Herzliya Museum
of Contemporary Art, 2009.



A similar composition with a vertical orientation as well can be seen in the work “Refugees” by
Nasreen Abu Bakr, which was shown recently as part of The One Who is Present, is Absent, an
exhibition at the Umm El Fahem Gallery.> The difference is that the vertical images in Said's work
are inexplicable human shapes, their identity seemingly erased, making them present-absent.
Deportation, exile, alienation, displacement and expatriation are terms that appear to be taken
from the Jewish world of ideas, creating a unique sense of identification between the alleged
stranger, the Arab, living on his land in the midst of a Jewish majority. In this context, an interest-
ing similarity is evident to the artist Anselm Kiefer, another primary source of influence for Said
from his studies in Germany. The endless rows of ash mounds and the destroyed land in Kiefer's
huge-scale abstract landscapes are a reflection of the loneliness and suffering associated with
the history of the Jewish people.21 This proximity transforms Said's work “The Effacement * (illus.
35), where drippings of paint leak down a light background as though screaming remnants of a
violent catastrophe, into a highly charged work. Layers of light paint serve Said as an image for a
different text of human suffering.

20 Salim Abu Jebal (curator), “On the exhibition The One Who is Present is Absent”, Nasreen Abu Bakr (exhi-
bition catalogue), The Umm El Fahem Art Gallery, December 2012. Photo of the work “Refugees” on p. 20.

21 Vide the discussion on the charred landscapes in Kiefer’s works in: Avraham Shapira, “Flowers of Ash,
Feeling of Guilt and Seeds of Hope”, in: Shevirat Ha-Kelim (Breaking of the Vessels) (exhibition catalogue),
curator: Mordechai Omer, Tel Aviv Museum of Art, 2011, pp. 11-18



opposite the other highlights and reinforces its separation and alienation.** This is what Mahmoud
Darwish writes about alienation and otherness:

I don't know the stranger and not his misdeeds...

I saw a funeral and | followed the casket,

Like the others, with bent head as a sign of honor.

I saw no reason to ask: who is this stranger?

Where did he live and how did he die? [The causes of death were many, including the pain
of life).”

The feeling of alienation will find dramatic expression in Said's works. One large canvas, entitled
“The Stranger” (see illus. 31), painted in acrylic with jift, depicts a dark image - perhaps animmense
wave, or a bird of prey spreading its enormous wings - rising up and threatening to swallow a
thin, fragile figure illuminated from behind by an image that bears some resemblance to a white
halo. This work recalls the painting “The Monk by the Sea” (1809) by German artist Caspar David
Friedrich, where the monk symbolizes the loneliness of an individual in the universe. In Friedrich's
painting the monk stands and gazes beyond the sea, turning to as though in acceptance and
acquiescence; Said's stranger, by way of comparison, turns his back, helpless, and flees from the
gigantic image moving towards him and threatening to devour him. This image parallels the feelings
of loneliness, alienation and separateness described by Edward Said in his autobiography Out of
Place.18 In “The Stranger 2" (illus. 32), the human image has disappeared, and nothing remains
but a large black blot on a greyish background into which the stranger might have been totally
swallowed up. The violent dimension is present all the more forcefully now, and as Gideon Ofrat
has written: “The basis for violence is present in every denial of otherness in look and speech,
in every coercion towards unified abstraction on the face of things, in every attempt to put into
words what is hidden and distant - infinitely distant. The basis for violence in every tendency to
transform the absence of the Other, to presence™® The stranger returns in Said's large-scale work
“Shahad Ala Mokho" (*Witness ta Erasure” - illus. 33). The faces, created of white blots floating on
ared-bordeaux background on which black blots are strewn, melting into it also, in the same way
the stranger exists yet doesn't exist, and begins little by little to be effaced in the place where he
lives. “Refugees” (illus. 34) is an abstract image of vertical splotches dripping onto an endless red
sea, which reflects the sense of expatriation and alienation.

16 Vide: Gideon Ofrat, L'autre Derrida, HaKibbutz Hameuchad, Tel Aviv, 2008, p. 176 (Hebrew).
17 Darwish, Like the Almond Blossom or Farther. From: “I Do Not Know the Strange Man, p. 40.
18 Edward Said, Out of Place: A Memoir.

19 Ofrat, Lautre Derrida, pp. 176-177.



with their frank, direct gaze, appear to have been translated into real life in Amar Younis' boldly
expressive photographs of the elders of Wadi Ara, exhibited recently as part of The Shadows of
Time exhibition. (Umm El Fahem Gallery, December 2012).”°

What is contained in these faces, which return the look of the viewer and even gaze into his or her
eyes? According to the philosopher Emmanuel Levinas, the face is like the opening of a window,
upan which the Other appears as though it were two-dimensional.”

Levinas stresses that the face is the most naked bodily organ, devoid of both garment and
covering, and this is what makes it the embodiment of vulnerability and fragility: “I am unable
to avoid the Other's face; it is naked and helpless. The nakedness of an abandoned person
shines through the cracks on his or her image's face or wrinkled skin.? These words take on
special meaning within the context of the images of wrinkled faces in Said's paintings, which
arouse the feelings of whoever looks at them. Ze'ev Levy's comments on Levinas' theory inten-
sify these emotions: The Other's face reveals his fragility, his vulnerability, which is why it urges
us to respect this fragility and not behave toward it with violence.... The encounter with the face
of the Other is not a matter of cognitive or conceptual import, but of moralistic significance.”
The face is the landscape of the Other's revelation, as Levinas says, and the landscape becomes
the most direct indication of both the otherness and presence on the landscape of that person's
life. In being the Other's first presence, the face calls out for a response by whoever is looking at
it, arousing the spectator's feelings and obliging him.* The series of Galilee Stones and the Faces
series are, in fact, a development and exposition of the landscape motif in Said’s artistic creations,
which confront the viewer as he stands face-to-face, in more ways than one, with indicants of the
land and of otherness. Thus, the Other living in us becomes a stranger and the stance face to face

10 Vide: Guy Raz (curator), The Shadows of Time - a Photographic Documentation of the Elders of Wadi Ara
2007-2012 (exhibition catalogue), editors: Mustapha Kabha and Guy Raz, photographers: Shai Aloni; Amar
Younis; Waidjan and Khaled Fa’our, The Umm El Fahem Art Gallery, December 2012. Amar Younis’ pho-
tographs of faces, pp. 116-125.

11 Hagai Knaan, Interior-talk: Seeing Differently in the Footsteps of Emanuel Levinas, Kibbutz Ha’Meuchad,
Tel Aviv, 2008, pp. 68-69 (Hebrew).

12 Emanuel Levinas, God and Philosophy, trans Daniel Epstein and Amit Asis, Resling, Tel-Aviv, 2004, p. 70.
Emanuel Levinas, Ethics and Infinity: Conversations with Philippe Nemo, trans. Ephraim Meir, Magnes,
Jerusalem, 1995, pp. 67-69 (Hebrew).

13 Ze’ev Levy, The Other and Otherness - Studies in the Philosophy of Emanuel Levinas, Magnes, Jerusalem,
1997, pp. 88-89, 105.

14 Knaan, Interior-talk, p. 67.

15 Levinas, Ethics and Infinity, p. 73.



white and are tilted diagonally (illus. 15). The diagonal composition becomes clearer in a differ-
ent series, where the colors sometimes tilt in the direction of ocher-brown and even red, like the
color of earth, and the image of the stones/wall turns into a steep incline that may be interpreted
metaphorically (illus. 16" 1718 19).

The Galilee stones as elements of a scattered composition in grey tones (illus. 20, 21). This form
of expression calls the Simultaneous Cubism period (1911-1912) into mind, when it was impossible
to make out any figurative objects, since they blended in totally with the background to create a
sense of chaos.

The Galilee stones as a totally abstractimage. The images of the stones in these works have lost
their realistic appearance. The grey hues dissolve in one of them (illus. 22); reddish, somewhat
yellow shades are under them, and a bold, extremely dramatic blot appears on the side - an
expressive image conveying the sense of dissolution and tragic loss. In yet another (illus. 23), the
abstract image dissolves into shades of red, like blood that spouts from the land.

In autumn, the bounty of colors pleases me, there is no throne for the humble gold on the
trees’ humble leaves, like equality in the thirst for love.?

Screaming colors characterize the abstract composition titled “The Face of the Earth”
(illus. 24). The hurling of bold colors in shades of yellow and red create a tempestuous
look reminiscent of the colors of fall. The face of the earth is seen as agitated and
furious, transmuting into the faces of humans in another one of Said's series, “The
Face Series” (illus. 25, 26, 27, 28, 29, 30). The facial images Said creates fill large-scale
canvases that empower their presence, as they protest at the same time, so to speak,
against being ignored.

This presence may be compared to the face image in “Faces,” the 2003 installation by Taysir Bara-
kat, which was exhibited in “Five Stories"(Umm El Fahem, 2006).2 However, while Barakat's faces
are anonymous, locked up within restrictive buildings, those of Said are mare realistic: serious
expressions; wrinkles ploughed into them like lumps of earth. These wrinkles/clods, applied by
flickering strokes of his brush, appear to be melting, a dynamic that creates them and rips them
apart simultaneously. The faces may appear ripped to shreds, but they exist and have a pres-
ence, as they return the stare of those looking at them. The furrow-lined faces in Said's paintings,

8 Darwish, Like the Almond Blossoms or Farther. From: “I Love the Fall, & the Shadow of Significances”, p.
34.

9 Vide: Hanna Farah and Khaled Khourani (curators), Five Stories (exhibition catalogue), The Umm EI Fa-
hem Art Gallery, 2006, Photo of the work “Faces”on p. 42.



freedom and liberty that is the result of man's blending with nature. They drew images of nude
men and women stretched out in total enjoyment in the lap of nature, and communal life influ-
enced them to develop a style of painting characterized by free-flowing lines, as though scribbled
with negligence, though still featuring a sharp angular character, and splotchy, spontaneous
coloration.6 This particular influence on Said is connected to the entirety of impressions German
Expressionism has on his works. Nevertheless, while the return to Primitivism in the works of the
German artists had been meant to express the harmony of man's living with nature and the free
and pleasurable ambience this harmony generates, it expresses the separation of man from his
land and the torment and pain that results from this rift. The colors, the emphatic outlines and the
compressed composition in Said's paintings are artistic means that are a reflection of a strong
flurry of feelings that seem to be bursting from the old farmer’s tortured soul and which influence
the landscape. The flowering trees Said's grandfather planted in the olive grove and the other
fruit trees near Carmiel, trees he watered and nurtured for so many years as though they were
his sons, were uprooted in the 1970s, part of the land in the Galilee that was expropriated by the
Israeli government. When he tried to picking the fruit, he was arrested and charged with robbery.
The uprooting of trees was the continuation of the personal tragedy of Said's grandfather, who
smuggled three of his six children to Syria when the State of Israel was founded, in the thought of
protecting them. They became refugees in Syria and he never was fortunate enough to see them
again. This sense of heavy guilt, which his wife - their mother - never let him forget, weighed down
on him, and he lived a life filled with sorrow until he died in 1992, at the age of about 100. Usama's
father was one of the children that had remained in the village, and his grandmother, who raised
him, never ceased crying over her lost sons. This harsh atmosphere is what stands at the heart of
Usama Said's Expressionistic spring imagery. In “The Felled Trees" (illus. 14) the abstractimage of
the flowering foliage and the colorful blooms are totally absent, replaced by figurative images of
black trunks scattered about like abandoned tombstones, standing straight and extending their
truncated branches, as though screaming a human scream.7 The land in the Galilee is compared
to tombstones in a series of works headlined “Stones in the Galilee.” These works are in oil, on
canvas, with added “jift" - olive pit waste mixed with glue, which Said smears on canvases. The
fruit of the earth serves as raw material in this way, to depict itself.

A number of expressive forms are evident in the series:

The Galilee stones as a wall of sorts that takes up the entire canvas. The stones are gleaming in

6 Vide: Robert Goldwater, Primitivism in Modern Art, Vintage, New York, 1967.

7 Tal Ben Zvi compares the stumps to human figures that seem as though they are advancing all in a group,
towards the horizon. Vide: Tal Ben Zvi, Men in the Sun (exhibition catalogue), curators: Tal Ben Zvi; Han-
na Farah, Herzliya Museum of Contemporary Art, Herzliya, 2009, p. 67 (Hebtew).
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poses the question: what s the significance of spring in the Galilee, or perhaps the winter spring, in
Usama Said’s works, and why does it deserve to be painted in such bold, raging colors, as though
it were a burst of emotion created by the flick of his brush? 4

If a rose withers, spring will not feel the need to weep over it

The almond tree landscape in “The Olive Trees" (illus. 10), an oil painting saturated with viscous
layers in reddish and ocher shades, is lighthearted and spring-like no longer. Rather, this abstract
landscape is heavy and dense exuding a gloomy expression. In fact, Said's works are character-
ized by the duality between the desire to depict innocence and blossoming and his duty to give
expression to the tragic and gloomy dimension that is inseparable from his life. Thus, the image of
a mother holding an infant in her arms as she leans on a tree in *“Mother & Son” (illus. 11), is in the
heart of a blossoming grove. She seems to be dreaming, and the environment around her exudes
a pastoral atmosphere. Innocence and simplicity, and an ambience of detachment and loneliness
that finds expression in an artistic language that is rigid to some degree, are combined: the thick
outlines; the clarity of the shapes, and the flat paint. This ambience hints at what is to transpire,
so to speak. Another dreaming image is presented in “The Farmer's Dream” (illus. 12), painted in
oils on a black-white-grey canvas, with ash added. Said is accustomed to using leftover ash from
baking pitas, in his works, and often pieces of leftover nails are added, as blatant evidence of the
experience of detachment and displacement. The work depicts a farmer wearing a gleaming white
shirt, spread out on the ground, against the black shady background surrounding him. The shirt’s
whiteness recalls the way the Spanish painter Francisco Goya sanctified the memory of the rebel
executed in a clean white shirt, in his painting “The Third of May 1808."

Two birds, symbolizing a dream that due to circumstances has turned tragic, are juxtaposed against
the darkness, alongside the farmer. The farmer, dressed in white once again, appears in “The Old
Farmer & the Felled Tree” (illus. 13), where he is shown leaning on the tree stump and holding onto
it tightly. A dense forest - a compressed composition executed in expressive color - surrounds
him. This artistic language clearly shows German influence, reminiscent of the stage when the
Expressionist artists - and Ernst Ludwig Kirchner and Erich Keckel in particular - discovered primi-
tive art and were extremely influenced by it. The impression left by primitive art on these artists,
found expression in the connection between man and nature. They emphasized the primordial
and primeval nature of this connection by rejecting an urban lifestyle and returning to a life of

4 Most of the works are from 2011-2012. Some of the works have been shown in the exhibit Spreading His
Shadow from Far Away, curators: Tal Ben Zvi; Yaniv Shapiro, Kibbutz Gallery, September-October 2008.

5 Darwish, Like the Almond Blossoms, or Farther. From: “There is a Wedding”, p.25.



is executed in a totally abstract way (illus. 4, 5). The works are based on boldly expressive random
brushstrokes that have been hurled with intensity onto the canvas, and no figurative images are
discernible in them. The spring flowers become pink, red and pale blue smudges at times - almost
decorative - on a bed of smudges and drippings in yellow and green, as seen in another spring
in the Galilee work (illus. 6); sometimes they are transformed into flames, flashes of light or some
type of pyrotechnics, through shades of green sprayed assertively on the canvas (illus. 7). Said
paints spring, a seemingly innocent theme, with raging and emotional intensity. The blotches of
yellow paint seem to explode, as though they were petals, stamens, leaves and blinding sunlight
mixed all together and blended as though wine-bludgeoned while in a state of sensual inebriety,
or perhaps during a burst of emotions - winter emotions. This style brings to mind certain Ger-
man Expressionist artists that were active during the beginning and mid-2oth century. This is
not surprising; since Said received his artistic training in Germany, where he lived for about 20
years. While studying and acclimating himself to the German cultural world, he appended many
influences emanating from the various branches of Expressionism, to his works of art. Artists as-
sociated with the CoBrA movement (1948-1952), made a particular impression on him, especially
the Dutch artist Karel Appel and the Danish artist Asger Jorn, Said attests. The influence of the
German artist Gerhard Richter, is also worthy of noted, as evidenced in Said's large-scale abstract
compositions and the bold, screaming multi-layered colors that are applied, rife with emotional
significances, as will be presented below.2

He even transforms the purple almond blossom landscape decorating the hills on the road to
Safed, which he has described to me as “breathtaking,” into abstract images on his canvas. These
landscape images are also rich with an abundance of layers and hues, as though the only way
to translate his impression of them is via an abstract composition of color and blots (illus. 8, 9). A
line of poetry by the poet Mahmoud Darwish best expresses this feeling:

No flower compendium will be my salvation in describing the almond blossom, and no dictionary will
fulfill my wish.?

Said's brush paints images of almond trees as a way of expressing a feeling or sensual experience,
an objective correlative to a fading memory, an object of longing and yearning. This Expressionistic
style testifies to the Galilee spring’s having been a life-altering experience for Usama Said.

This subjective blooming of spring is the topic that stands at the heart of this exhibition, which

2 Richter was considered an artist that dealt with all types of abstraction. Vide: Mark Godfrey, Dorothee
Brill and Camille Morineau, Gerhard Richter: Panorama, Mark Godfrey and Nicholas Serota (eds.), New
York: D.A.P., Distributed Art Publishers, 2011, p.12, pp. 123-136.

3 Darwish, Like the Almond Blossoms or Farther. From: “In Describing the Almond Blossom”, p. 30.



The Blooming of Spring

Nava Sevilla Sadeh

And as to spring, it is, in fact, what wine-bludgeoned poets write

If they can hoist hurried time with a word-reel ... and return to sobriety healthy and sound.

Spring's Other Faces

Ahill budding with a plethora of yellow spring flowers was transformed into a shining and abstract
splotched image on canvas by the artist Usama Said, in his work “spring” (illus. 1). The blooming
of spring in the Galilee, the reflections of light and the beauty of nature, were sources of inspira-
tion for Said (1957), who was born and still lives in the village of Nahaf in the Western Galilee. An
examination of the works comprising his Galilee Spring series brings artistic associations from
the close of the 19th century and the Modernism of the start of the 2oth century into mind. At
first glance, one of these works, titled “Spring in the Galilee,” makes reference to the reflections
of light in Claude Monet's “Water Lilies” series (illus. 2). Could it be that Said wanted to deal with
the same perceptual problems that stood at the heart of the Impressionists’ warks of art? While
Monet's splashes of paint where designed to serve as an image of a continuum of reflections of
light that are a visual expression in themselves of the principal of continuity and to express peace
and serenity, Said’s paint work is bold and screaming: an amorphous yellow blotch rises and
floats against a dark background created of bold, random brushstrokes in shades of green, while
red squirts of paint drip as though randomly on the canvas. There can be no doubt that this is not
the most likeable image of spring flowers, but a fierce expressive image of feelings that explicate
spring’s significance. In fact, Said's creations express some sort of time continuum - different and
subjective. In a different painting, also named “Spring in the Galilee,” (illus. 3) a figurative image
of atreeis discernible, its slightly quivering branches, like hands outstretched in prayer supplica-
tion, from behind vague splotches of paint. This work refers to the artist Piet Mondrian's painting
“The Red Tree" (1909-1910), to some small degree, one of the first stages on this artist's journey to
abstraction. Indeed, the blooming of spring in Said’s series on the subject of spring in the Galilee

1 Mahmoud, Darwish, Like the Almond Blossoms or Farther. Trans. Ofra Banjo and Shmuel Regulant, Pi-
tom Tel-Aviv, 2008. From: “And as to Spring”, P. 35 (Hebrew).



llus. 46: Here it is, the male body, planting its four corners into his land - despite the blood, de-
spite the destruction. Will he sink beyond the abyss, or perhaps this body will remain as the first
document - the birth certificate - by being a part of the land, a body planting its legs to remain
involved in it forever more.

Originally there was the body
The body became a land

And originally the land became love - and love became the land

The Beginning of Closure

The artist Usama Said uses color and form in his collection of paintings, to transmit images and
expressions of conscience and gateways to declining memory. He loads his works with intention
and imagination, in order to address the heart’s hidden depths. He writes the story of a people for
us, one different from all the others, with a coerced history whose form is sketched by the brush
over and over again, to recreate the moment of primordial creation, along with other tempestuous
moments.

When the rules of the game had changed and the moment of loss had begun, the artist grabbed
hold of his collections of words and flung them behind the back of primeval time, to begin to work
with new laws that create unlimited spaces for art, unfettered by either language or place. This
is the new language of creativity, which begins with nothingness, the same strange memory of
some strange emigration that trespasses on humanity, to formulate the creative soul once again.

The artist, on rare occasions, sketches a form in textured color bearing the endearments of morn-
ing and the twitter of birds. He calls this "The Blooming of Spring,” to add to the strangeness of
names - who of us does not love the spring; who does not gaze with longing towards a dream, and
ameeting he had there with a beloved? It is no secret; we live in the land of eternal spring. This is
the serious equation with which we cope when we look at Usama Said's works of art, in order to
bring us back to reality from the painting. Many questions arise as we look,






I've erased the form of my face

So as not to look at myself

In the mirror that tests the beats of the eyes
After all, mirrors are polished to erase the lines

| came just now without asking permission
Expanses of speech

Distress

And expanses of passion

Dirt-caked, growing and stretching out

On the backs of happenstance horses
That have silenced the gateways of quiet

And my silence.
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But it is not just against the pilfering of children's games that we stand nowadays, but against
destructive apparatuses, the scope of which our grandfathers and fathers never pointed out to
us when they were deported and uprooted. They didn't leave by choice in order to wander around
refugee camps. The untold history residing in Palestinian memory is formulated here anew, in
Palestinian contemporary visual arts, whether of the 1948 nakhba or daily events, the uprooting
of olive trees, or the sea blockade on Gaza.

This is the homeland, this is the victim. We are the victim. Is the victim ever asked why he was
slain, in order to justify his standing opposite the son of arrogance!

This is the artist, a son of the Galilee, who brings his renewed artistic experience to a place far
from the ruling hegemony, the hegemony of words, the hegemony of sovereignty. The paintings
he has us prepared for us are in themselves pictures of return - of a return to memory and to
an artistic imagination that is creating a new program today. Perhaps these are not imaginary,
false illusions, but the truth and reality of the artist's intuition, in his difficult day-to-day feelings.
These are the longings that give us no respite, so that we use them to write a story or song. These
visual arts stand as a new articulation of a new call, sui generis, brilliant in technique, diverse in
its influences, that sketches new paths to unlimited creative spaces in the narrow field in which
we experience the regular and the mundane.

Alienation has Names that we Number

Alienation has names that we number
The sea’s greyness drowns me

In the sixth heaven

And | anticipate

Impossi ble

Impossible to sink into narrow words

Evening gathers up tiredness

Not castigation

The distance mauls expanses of passion
And the complaint has yet to reach yearning
The end of fatigue

Some alienation

| came from there just now
For a brief moment or less



llus. 46: Here it is, the male body, planting its four corners into his land - despite the blood, de-
spite the destruction. Will he sink beyond the abyss, or perhaps this body will remain as the first
document - the birth certificate - by being a part of the land, a body planting its legs to remain
involved in it forever.

Originally there was the body
The body became a land
And originally the land became love - and love became the land

The Beginning of Closure

The artist Usama Said uses color and form in his collection of paintings, to transmit images and
expressions of conscience and gateways to declining memory. He loads his works with intention
and imagination, in order to address the heart’s hidden depths. He writes the story of a people for
us, one different from all the others, with a coerced history whose form is sketched by the brush
over and over again, to recreate the moment of primordial creation, along with other tempestuous
moments.

When the rules of the game had changed and the moment of loss had begun, the artist grabbed
hold of his collections of words and flung them behind the back of primeval time, to begin to work
with new laws that create unlimited spaces for art, unfettered by either language or place. This
is the new language of creativity, which begins with nothingness, the same strange memory of
some strange emigration that trespasses on humanity, to formulate the creative soul once again.

The artist, on rare occasions, sketches a form in textured color bearing the endearments of morn-
ing and the twitter of birds. He calls this "The Blooming of Spring,” to add to the strangeness of
names - who of us does not love the spring; who does not gaze with longing towards a dream, and
a meeting he had there with a beloved? It is no secret; we live in the land of eternal spring. This
is the serious equation with which we cope when we look at Usama Said’s works of art, in order
to bring us back to reality from the painting. Many questions arise as we look, burrowing into our
memories and our day-to-day life here and now. We might see spring in all its blossom, hidden
from view in the daily greyness of transient thoughts, until its place is taken by a present whose
future is unknown. Did the spring flower die before budding? Is nothing left for us except for paint
on canvas to leave its stamp on the memory of emigration and deportation, after a story of spring
appeared for a moment, where children played their primordial games, hiding behind the houses
and tree trunks? However, the game was stolen and crying and keening remained. The colors have
become soldiers, and tools of destruction and exile.



Song of Violation

One evening

They will come to you

Wearing their ancient helmets

One evening

They will get with the fervor of life
To chop your tied-up body

Opposite a Trojan horse

And you won't be able to find shelter
In the face of their sleepy looks

That will creep into you

Like passion with a sleepy touch.
The remnants of spirit remain, until the time....

You will tremble down on yourself a dry palm-tree trunk
Bringing down on yourself

Dreams you never have dreamed.

The promiscuity of the journey,

Migration to the land of the Nile

After the Tatars had conquered Babylon

They send tens and tens of thousands,

Ragged of wandering,

To offer a smidgen of food for the journey.

You will scatter all their papers

Writing the first in letters of

The alphabet

That have been erased since the time the deluge began.

Ilus. 44-45; 47-51: When the victim suddenly becomes a sacrifice of distorted marks, | fling down
my pen and run from the words, trying to hide and to distance myself, since the daily vision is too
immense to be transmitted in words.

On that same table, where the hangman stands and looks at his victim without any feeling of
contempt for his crime, not even the slightest, this victim, sometimes hanged and sometimes
organrent - and the knife has been placed by the side, to alleviate any suspicion the criminal and
the witnesses may have - becomes the body of the Messiah wrapped in the purest of shrouds, to
create mankind’s new birth, free of sins or tribulations!



of unity and inspiration. The face's contours disappear slowly, only to reappear and to look at the
very root of our existentialism, before creation, prior to the wailing.

The color is formed at the pinnacle of its pleasure, to fill the expanses with the storm of existence,
before the wind desecrates the sanctity of the pain. The eyes remain frozen, rejuvenated, gazing,
looking beyond the horizon, to transmute the loved one back to his primal creation. Does this
color come from the viscosity of instinct made of dry mortar, like fired clay, or is it a tongue of fire??

As a result of a correct, deceptive error the glance maintains control over the looks going out to
beyond the cloudy harizon, until the witness arrives to erase the face's features and those of the
place - and the visage of the time of feelings of loneliness.

lllus. 31: A black-colored storm. He sketches collapses for us, which burst forth like rocky cliffs
within waterfalls of tension, falling with pleasure.

Ilus. 33: After falling, he starts to tell his tale once again, employing red lines and remaining as an
act of vengeance against the land of existence and life, so that a smattering of blue stays on the
throat - the only witness to the remains of the sea that we had, which remains.

Ilus. 41-44: The colors become pictures that bear witness to this period, this situation, where the
victim hides his head under the bodies of hangmen with their truncheons, dressed in coarse shoes.
This event gives birth to the body, the story of a people returning time after time in an attempt to
break its hangmen's spells, struggle free from the chains of place and time in a land in search
of its new chronicle, in order to create traces of history for them. This is the body bent under its
hangman in order to deepen its roots in the land, like Antaeus before the coming of Hercules,
whom the hero uprooted from the earth, the source of his strength, so the myth says. This is the
Palestinian striking roots deep into his chronicle, with his hands, feet, memory, and the flakes of
the land he still possesses, to confirm life each morning at daybreak.

And in each new picture and painting, color returns to tell the story again and again, untiringly, to
continue to bring the spirit in the Palestinian body to life by confiscating the truth of the hangman's
story and by expounding its own to the public at large, before the original tale of the land, the olive
tree, the house, the grandfather, the jug, the sea and the spring is lost, before conscience is lost.

2 Loc. cit. sura 55, verses 14-15.



the breadth of the place. Set aside on the wandering of a dream, in order to fall asleep after sipping
grief from the pitcher of hope - is this the place, or the body? For what purpose this expectation
and dream? And the space - as wide as an entire jug - imprisons the dreams of the devil after he
has been flung to the bedrock of a bottomless sea. Like sorrows, like dreams, they are endless,
and the black with its huge swells collides with the twists of the body to define the space’s limits,
the boundaries of the dream.

Illus. 13: And the dream’s boundaries are left as remnants of the trunk of an olive tree - planted
by a grandfather at the side of the road in the land of grandfathers, before the memory has been
removed - to serve at its foot as a slumber cushion and be perceived in his daydreams, as an
eternal witness, in the rock mold that has crumbled towards the entanglements of color and return.

This is remembrance, motherland, memories of a grandfather, the recollection of color left over to
tell the tale, untiringly and without growing weak, for the thousandth time.

llus. 14: And the skies cover up with the greyness of sorrow and moans. The sick individual chops
down nature in spring, to transform it into black charcoal in advance of the loss. Is this a chance
conflagration, or memory being torched?

Ilus.15: The alienation of the material looks into the fragments of memory, to give praise to God, on
layered surfaces, for the grey of creation and nature that is beyond coincidence. Those remnants
of the camp come back to mind, the camp remains of Imru™ al-Qais (the sixth-century Arab poet)
as he wept over memories of Fatima beyond the distant harizon.

Illus. 16: The color spins reprobation in my direction. | do not recognize it. Maybe it's the admonition
of the houses stacked up, to collapse into the rocks’ greyness, where the colors burnish the rocks
that very evening, before the departure or journey. Wandering and the afternoon hours; waiting for
the loved one to return home. Blood drips for the thousandth time on the walls, pointed towards
the snares of the Nakba.

Illus. 19: | get lost in the thickets of yellow, which is salvation. | do not know whether this is true
salvation, or just that a flow of lines set down in random balance has resurrected their primal
equation prior to collapse and fall.

lllus. 25-30: Except for the teasing color, the face is lightless, so that signs of identity will begin to
appear on the face and the neck, accompanied, in the painful diaspora, by the sense of that far-off
memory. Why are you gazing at me that way? | wonder. Why, man, do you look at my face? Like
the writer discussing the complaints of his letter of colors with a prophet, in order to accustom
himself to incarnation and immortality, | wonder in dread, returning to and then leaving the memory



lllus. 6: And that pain disappears. He tells us a story of lines standing perpendicular, in blues,
reds, greens, the remnant of a story of joy - o, what joy!

llus. 7: He is more generous with the rain, in green. He bears the folly of childhood, where he disap-
peared behind his shroud-wrapped body like someone sketching the river on a twist of memory.
The river is fishless and empty of water after the end of the first miracle of a Christian who never
returned to try and walk on the sea. An exhibition of joy - color carries it with the grief of morning.
| won't know - is it creation, or death?

lllus. 8-9: The color thickens after intermixing with ash and the wilted chamomile plant, in order to
write down the lay of the road - layers of creation hidden behind the embrace, and the green remains
hanging on a thicket of fear and unity. Will he get out? Will he shout his last shout before dying?

Illus.10: The variety of the porosity intensifies too. The pores are a heart pounding with a particular
love, original love. Divine. He grabs hold of a full handful of color, to hurl it beyond the horizon, so
that some sort of face, some sort of body, some sort of roof, will be created, a melody imposing
the burden of original sin on humanity.

llus. 11: The lust of creation grows accustomed to the journey beyond the clouds’ horizon. Ab-
surdity overtakes parting's fog, to practice the rules of the game anew in each painting, and so
that the artist can sketch his six-dimensional colors with the harmony of happy sorrow. Nothing
is new except for the anger in appropriating the place at some particular time, some spring, some
creation - the primordial birth of the seasons of thirst!

And while the mother, her daughter with her, observes us from among the tree trunks, the home-
land’'s expanses remain naked of valleys. This daring man has restored vitality to a corpse, to rob
pain from the space’'s remnants.

Inits very silence, this is a symphony of colors. The artist murders the remains of a tempestuous
storm, which waited to ambush a girl prior to the return of the hundreds that had confessed to
the failure to hunt the artist's memory somewhere, during the Renaissance. There, then, he was
pleased to welcome Giorgione from Venice, Italy, so that the Galilean would return and be satisfied
by nothing more than to deposit memory on the hills, whose origins and grief stem from the Galilee.

Here, the space collects me into its bosom, enabling me to sketch a dot in local milk on mutilated
breast. And what is this place? It is we, waiting for the kicks of the artist, who adheres to his original

colors, to restore our spirit before being the final, ultimate pangs of death.

[lus. 12: Two birds sing in a dream of the male body wrapped in shrouds of duplicate colors and
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lllus. 4: No affixed faces are evident in the painting, and no bodies, but a different temperament of
life is born every spring between the victim’s fingernails and the hangman every spring.

llus. 5-7: Both victim and hangman are only an artist that uses bereaved colors attimes and some-
times textures in silver and gold, to create channels for the tears of feeling and remembrance. | do
not see the joy of childhoad in these streams of color, but a chance ceremony that spins a tale of
a stranger and his alienation here... there. The yellow will remain his forever on the mountainous
lupin flowers, when spring gives way to blazing summery heat

Song of Longing

And we were birds

We were exposed to the seasons of thirst
And we migrated far and wide

We sketched our circles around

Our eyes

We became accustomed to the pain

We shortened the word for it by some letters
So we could write what pleases us

About love

And also about a sirocco - a heat wave - that terminates
In every moonrise.

We Grew Up

And we were birds

We are exposed - we never give in -
To our seasons of spring

However,

Our seasons have wandered afar
Towards what is seen

On the ground

...dust!

lllus. 8: He is overwhelmed by burdens - | am overwhelmed by the burdens behind the layers of
heat and the blandness of admonishment. Here he creates the color, a tune bleeding on anony-
mous flowers nameless in our own land, after their names have been lost.



fleeing his son's look.

Illus. 51: The woman. The color is slaughtering her in public, right before dying, while children, at
the same time, are playing their timeless game of creating joy and signs of life from the stones
of the timeless sidewalk.

lllus. 46, 52: The first victim. An additional victim is stealing the yellow from the coma's sadness and
pain. Or it may be a man standing with an erection pointed in the direction of the cloud’s horizon.

lllus. 44-45: A body of masculine height stands on display in full glory, surprised and contempla-
tive in the face of the slaughter. Who is being butchered? The Children of Israel's heifer, golden
and gleaming in gold, or green that gathers the absence from the hills of fury. He asks Gods: “Are
you the conscience or perhaps You are the criminal?” There is no response.

“He says that she is a heifer that was never humiliated in plowing the land or watering the crops;
free from any blemish. They said: now you have brought the truth. They finally sacrificed her, after
this lengthy reluctance.”

lllus. 52: “She is a yellow heifer, bright colored, pleases the beholders"! The criminal approaches,
leaping hurling himself towards total erasure. Moreover, the face's visage, bereft of morning's smile,
has been erased, as the wounds of the victims have healed in the face of the one approaching
from afar, after doubt wandered in the foreign lands of color and battle. He is coming to mix olive
waste in the taboun's ashes, and in so doing, distributing the thicket of pain with each twist of
memory of his grandfather's house and the olive tree alongside the road.

The Beginning

Ilus.1: And our meeting in spring - this green, with the vitality of a bereaved paintbrush, captivates
the painting's imagination, so that it interweaves its blue with the flakes of pain and unity wherever
areas perfumed with skies are engraved in black, by means of which he can observe the reflections
of spring waiting for the gleam of the moon on the surface of waters with their silken existence.

[lus. 2: 1 do not know whether it is the green hiding under light spilling over some form of sup-
portive existence, or the yellow, welcoming the stranger coming to eat his last evening meal on

the table of pleasure and liberation.

lllus. 3: The yellow circle expands, quoting fear and desire from the shadows’ whiteness. This is
the place.

1 Loc. cit. verse 69.



Is This the Body - Is This the Color?
Usama Said & the Deconstruction of Place

Dr. Housni Alkhateeb Shehada

Introduction

What follows is an attempt to create a literary text whose parameters draw inspiration from the
works of the artist Usama Said. This is an unusual experiment, which breaks all the rules of the
game. Writers usually are allocated room in a catalogue, for them to spell out the history of the
visual artist or artists, trace the stages of their development and focus on significant landmarks in
their artistic history. They are expected to write about important influences, to analyze the works
from the point of view of both technique and content, to compare them with other works bearing a
direct or indirect echo or influence in the formation of the artists’ creative personality, and also to
document the artists’ activities in the field of the visual arts by looking at their creative activities
from the perspective of the artistic schools to which they belong - whether as a result of artistic
training somewhere in the world, or as part of a certain change at one time or another that turned
them in this direction.’

Here, however, the literary text is a new framework by means of which to relate, and it is based on
areading of the visual texts in such a way that the latter are transformed into a text that is an equal
or separate axis paralleling the former as it is showcased partially in the catalogue pages. After all,
the primal existence of a work of visual art is in three-dimensional reality: color; material; feeling.

The Outset of the Beginning

Illus. 54-56: Black plays its usual role in the ceremony, coercing space. The rabbit is playing the
game of life, scampering to flee from no-place in order to continue to grasp onto the remnants of
a lust for life.

In the trio of colors imbued with the scent of existence, the artist Usama Said attempts to sketch the
outlines of destruction by means of the rabbit's attempt to escape into infinity. This courageous man
has gained control over the depths of his heart in order to stimulate the melody of either creation
or cessation - and the victim's cup fills with the pleas of blue evening in the verdancy of the grass.

Illus. 49-50: Red, which identifies the penetration into the heart of the anger, transforming the victim
into a body cast aside on the edge of an abyss. The butcher comes with his cleaver, before cutting
the veins and hanging the dreams on a meat hook. This holiday fills the blood red; victims fill up
the space in the greyness of equality so that the prophet may hang his only son on the chasm’s
slope before Satan is stoned. The father runs behind a dream that is far from becoming fulfilled,



remember the blue skies, the brown, tilled fields and the blooming of spring, needless to add, with
its carpet of multiple colors, which covered grandfather's land and instilled hope and love in us.”

After Said had completed his high school studies, he parted ways with his grandparents and trav-
eled to Germany for further education. A few years after he had moved away, he was told that the
two people that had had such a great influence in shaping his personality and identity had died
without his being able to be by their sides in their last moments and without the opportunity for
him to mourn their deaths in a suitable way.

Usama Said made an effort to trace the steps of his lost uncles, Omar, Mahmoud and Moham-
med, in Aleppo, and those of hordes of ather refugees in Syria, Lebanon, Jordan and all over the
world, and he would ask all the people he could find, to tell him their personal stories. Many layers
are evident in his work, and the expression of personal feelings is but one of them. Using his art,
he attempts to heal wounds that have been part of him for many years, deal with the subject of
memory and forgetfulness, to let his personal and collective emotions and feelings gush forth
and to lay them out for wide-ranging discussion. It was also his way of paying his grandparents
back for the life they gave him. Grandfather Abdullah and Grandmather Fatma did not live long
enough to see their first grandchild to be born after the Nakhba, return to the village with pride to
instill a new spirit of hope in the mood of gloom that had enveloped them when they were alive.

“Itwas so natural for me to study Art. Nature, with all of its powerful energies, still reverberates in
me. Art was - and for me it still is- the tool by means of which | am able to let the memories of my
past gush forth, and this is how | relate my personal tale. My own story embodies the collective
narrative of Grandfather Abdullah, Grandmother Fatma and their entire generation, the land, and
the past that has been eradicated; the untold story and the peaple that left and will never return.

Usama Said's retrospective exhibition reflects the artist’s creativity and his frequent peregrinations
over a 30-year period. Like other Palestinian artists of his generation living in Israel, Said also ap-
pears to be coping with a deep crisis of identity. Molded in the course of his childhood with stories
from the past and with an enormous love for home and the land, he took this legacy with him when
he left for Germany, where he also started a family, before returning to Nahaf as a strengthened
individual with the ability to express himself with clean-cut lucidity. He has followed this path ever
since, and his works deal with the issues that have bothered him all his life: alienation; land and
its expropriation; separation; identity.

Dr. Nava Sevilla Sadeh, curator of the exhibition, who became familiar with the Said's personal
history, has chosen wisely in calling it “The Blooming of Spring” - a headline expressing the artist's
great love for nature, along with the memories of the past and life's hardships, and with echoes
and hints of the “Arab Spring.”
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Said Abu Shakra

Gallery Manager

Splotches of Colors as the Blooming of Spring

Usama Said, his family's eldest child, is a member of the first post-Nakhba generation. About 10
years prior to his birth the family experienced a tragedy that totally crushed it to bits. In Said's words:

“Rumors had spread of the execution of three men in the central square of Nahaf, where the fam-
ily lived, by Hagana forces, and my grandfather, Abdullah, decided to smuggle his three eldest
sons out of the village and to keep only his younger children at home. Grandfather feared that
the elder boys would be murdered, but he instructed them to return once things quiet down and it
would be clear how the winds were blowing. However, when the war finally ended, soldiers were
posted along all of Israel's borders, and the connection with the mature sons was lost forever.”

Grandfather Abdullah's fateful decision was of tragic consequences for the Said family. The three
eldest sons, the source of the family's strength, left the village and made their way northwards
together with swarms of other refugees, reaching Aleppo, Syria. The family, and Grandfather
Abdullah and Grandmother Fatma in particular, were engulfed in feelings of sadness, gloom, sor-
row and mourning. The grandmoather couldn't stop crying the rest of her life, going blind and dying
of heartbreak; the grandfather, who was unable to escape the weighty burden of responsibility
for the decision that had led to the loss of the three children, used to say: “l turned my sons into
refugees in a foreign land, with my own hands.”

The birth of Usama was accompanied by a sense of great hope, as the family saw a sign of renewal
in him, compensation of sorts for its great loss. From the day Usama was born, his life and that
of Grandfather Abdullah were intertwined. The young child spent most of his time growing up, at
his grandparents' house, and Abdullah would share memaries with his grandson of his violence-
torn past, but also his hope, which found expression in working his land and his love for nature:

“I roamed free on Grandfather Abdullah’s large plot of land, known as ‘Nasab Jassir, from just about
as early as | can remember,” Said recalls. “| would accompany my grandfather as he plowed and
as hereaped, and | would serve as a sentry in the fig and plum orchards, after I had finished school
for the day. That is how | became connected to land and to nature. | could identify birds by name,
I was familiar with every rock on grandfather's land and | loved the changing seasons: summer;
the rainy winters; spring, the season of flowering, and autumn, of course. It was love, and | still can
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