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Infroduction

The exhibition Desert Cast — Towards an Identity is in many ways a significant
exhibition on a local as well as regional level. The investigation and objective in
trying to identify a regional design identity started when the three Kuwait-based
designers Jassim AINashmi, Kawther AlSaffar and Ricardas Blazukas took up

this initiative in 2018 for the Kuwait City Pavilion at Abwab during Dubai Design
Week. | was drawn to their concept and how relevant it is, especially when applied
to the UAE. Growing up and witnessing the urbanization happening in the UAE,

I noticed how there is no defined identity but instead a developed one through

the reapplication of regional and borrowed elements. Through this project, it was
interesting to discover that this was the case in most of the Gulf countries. The use
of different materials may well act as a distinguishing element for specific regions.
Desert Cast — Towards an Identity was an invitation for the trio to take the

project into further development with 14 newly commissioned pieces, the show’s
exhibition design, a collaboration with a UAE-based designer who implemented an
interpretation to Desert Cast and its accompanying publication.

For the collaboration, the UAE-based architect and researcher Talin Hazbar was
the perfect fit for the project, as she investigated the UAE and the Emirate of
Sharjah specifically in terms of examining how its overruling architectural style
has come about. While | was accompanying Talin Hazbar on her research trip, |
was able to witness her findings through her interviews with experts and through
various site visits. It was striking to see that what the trio has defined as kitsch
in Kuwait turns out to be highly thought of conceptually here through the use of
specific stylistic references and materials. Conducting her research and developing
her interpretation for Desert Cast, Hazbar has created installations that are
embedded in three sites within the Emirate of Sharjah reflecting her findings on
the formed design identity of this Emirate.

The investigation of our design identity would have not been possible without the
contribution and support of important experts who have been invited to be part of
this publication: | would like to thank Aseel AlYaqoub, Adina Hempel, Dr. Alamira
Reem Al Hashimi and Hamed Bukhamseen for the topics they have covered in
their essays.

Furthermore, | would like to thank Akbar Qureshi, the 3rd Generation Craftsman,
Gypsum and GRC expert at Planets Gypsum and Décor, Fadi Yousef, the Deputy
Director of Project Development at the Sharjah Investment and Development
Authority (Shurooq), Architectural Engineer Ahmed Al Hosani, Quality Checker at
SDPW, Engineer Ahmed Abd Elaziz, the Design Manager at Emirates Stone Co.
Ltd., Abdulrahman Fawaz Mohammad Abu Yacub (UNEC), Majid Al Bastaki and
Robin Masih from Al Sarooj.

Last, but by no means least, | am grateful for the support of H.E. Marwan bin
Jassim Al Sarkal, the Chairman of the Sharjah Investment and Development
Authority (Shurooq), the Board Members of Maraya Art Centre and 1971 - Design
Space, Dr. Nina Heydemann, the Director of Maraya and 1971 - Desigh Space and
my team for their hard work and dedication as well as the trio themselves as well
as Talin Hazbar, with whom | have had the pleasure to work towards identifying an
identity.

Fatma Al Mahmoud
Head of 1971 - Design Space
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1971
- Design

Space presents

Desert Cast - Towards an
Identity by the three Kuwait-based
designers Jassim AlNashmi, Kawther
AlSaffar and Ricardas Blazukas.

Hybridising motifs of Kuwait's past and
present, the series titled Desert Cast
contributes to the development of local
design identity through its re-application
of regional and borrowed elements.

This collection analyses the kitsch
replication of classical architectural motifs
in Kuwaiti and Gulf houses. A trend that
creates a disingenuous sense of vicarious
and exotic luxury, and contributes to
Kuwait's and the region’s struggle to
develop a context-based design identity,
due to an orientalist over-generalisation of
Middle Eastern culture.

Desert Cast borrows the profiles used
for extruded gypsum cornices and
friezes, morphing them by overlapping
the designs with two other locally
embellished processes, sand-casting
and foam-cutting. Synthesising local craft
and design technology establishes a new

Kuwaiti
identity that

is rooted in its migrant
history, yet embraces its contemporary
image. The series highlights the
accessibility to master craftsmanship,
typically used in a narrow practice, with
limited perceived value, and offers new
possibilities.

This exhibition presents some of the
original pieces of the series which
showed at Abwab during Dubai Design
Week 2018 at the Kuwait City Pavilion,
the developed pieces commissioned by
1971 - Design Space and a visual story
of the process.

The trio invited the UAE-based designer
Talin Hazbar to express her interpretation
of Desert Cast by investigating the
architecture of the United Arab Emirates
through her research. The results are
showcased through public installations
within the Emirate of Sharjah at The

Flag Island, Al Dhaid Flag Square and
Khorfakkan Flag Square. The public
installations titled “Extractions” refer to
the extractions of patterns on the fagades
of excessively designed buildings that
surround us.




Desert Cast

How do we distinguish Kuwait’s developing identity and what does this
identity look like visually? The question comes as a challenge even to the
locals. Once a prosperous trading port, it was followed by what is known
today as Kuwait's Golden Era. The years of the explosive oil-rich economy
from the 1960s through to the 1980s, enabled the city to act as the
playground for renowned international architects who took part in shaping
Kuwait's modern architectural history. Today, we reminisce on those eras,
as traces of the past get swept off the urban landscape to make way for
the new. The city is in a period of reinventing itself and searching for forms
of identity relevant to both our modern society and past.

Simultaneously, the suburbs grow extensively and brush against the

city with an utterly different character. Here, the non-contextual style of
Kuwaiti villas seems to have gained momentum, and they are strongly
voicing their own form of identity, but unfortunately not one that embraces
Kuwait's development in a cohesive and representative way (Image 1).
Vast neighbourhoods are being dominated by extravagant kitsch villas
decorated in a spectrum of classical architectural motifs in a highly
eclectic yet arbitrary manner, with the desire to display an image of
grandeur and classic sophistication. Thorsten Botz-Bornstein, a German
philosopher specialising in aesthetic and intercultural philosophy, wrote
extensively about Kuwait's identity and the eclecticism that dominated
Kuwait's architectural landscape: “Since the 1970s, this radical
modernism has been complemented with images of dream houses
acquired during extensive travels, through television, and, most recently,
through the internet. All this reinforced the eclecticism and transformed
Kuwait into what Al-Bahr called already in 1985 “a Disneyland of
residential manifestations” (2017: 25) (Image 2). These suburbs give us
the opportunity to view the architecture that is personal to varied Kuwaiti
individuals (Image 3). The suburbs provide a generalised view of Kuwaiti
taste based on predominant aesthetics, and enable us to understand how
the overall cultural standpoint is shifting, giving us obvious clues to where
the nation’s identity is headed. The series developed by Desert Cast
starts from a critique of the replication of the classical architectural motifs
in Kuwaiti houses, yet the key purpose is to identify, acknowledge and
attempt to solve a wider prevalent issue of Kuwait’s kitsch culture and the
struggle to develop a context-based character.
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Image 2

Through a physical collection of sculptures presented at the Towards an
Identity exhibition, Desert Cast suggests an alternative practical scenario
of how the phenomenon of identity could continue to evolve in Kuwait.
Through rigorous research on today's prevalent local architecture, local
crafts and availability of easily accessible fabrication methods, a design
system was created that merges these contextual “ingredients” to create
a series of aesthetic sculptures that are authentic exclusively to Kuwait.
The created design language is an attempt to intervene and explore the
opportunities to transform the existing kitsch architecture into a form of
honest and authentically new identity for Kuwait.

This search for Kuwaiti identity requires true observation and elucidation
of a multitude of subtle local facets, by numerous voices, rather than

the oversimplified iconography of local identity that is often applied to
the Middle East. Desert Cast is one of these voices, guided by a close
relationship to the idiosyncratic modern application of design and craft in
Kuwait, and its journey from the historic to the present.

Kuwait historically was an active thriving craft trade route and around the
1950s with the influx of oil and wealth the crafts started adapting from
traditional heritage to more modern crafts. This evolution was a merger of
past and present as a result of migration and change in local needs.

The exploration for Desert Cast is driven by an in-depth understanding of
Kuwait's past as a bustling multinational trade route and how this currently
connects Kuwait to a society of diverse craftsmen from all over the world,
who inform their craft applications primarily in response to local demand.

One of the key material applications’ explored by Desert Cast is the
gypsum extrusion conducted in vast sprawling yards (Image 4), and used
to replicate luxurious decors of a generalised ‘Western society’. The
gypsum extrusion is symbolic of both the reapplication and glorification
of a dual cycle of orientalist values, but is also indicative of the way this
representation is processed through local craft. Although the origins

of the highly embellished decors may be a mesh of forms that are
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Image 3

predominantly taken from classical architecture, the end result is stripped
of authentic materials and specificity and just a hollow replica in gypsum
using abstract forms and empty symbolism.

At the same time, the craft of gypsum extrusion is an undiluted
representation of how craft is conducted in this locale to meet market
demand. It is quick and dirty, but also beautiful in its inherent simplicity.
The gypsum yards are dedicated to basic use of rough moulds made of
only wood and tin, that are pulled in straight lines or rotated in circles over
wet plaster (Image 5). This process meets the local need for cheap, quick
luxury and easy execution, and is at the core of the Desert Cast critique of
authenticity and identity.

In a process similar to the Kuwaiti amalgamation of different eras of
Western luxury, Desert Cast extends its critique by combining the core
essence represented by the gypsum with other craft processes of foam-
cutting and sand-casting, both representing their own facet of Kuwaiti
identity.

Desert Cast is one of these voices,

guided by a close relationship to the
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The team collected hundreds of profiles from the gypsum factories and
in a similarly arbitrary fashion to the original gypsum designs, the profiles
were digitally chopped-up, abstracted, stretched and repeated till new
‘pleasing’ modern forms were designed. These were then extruded into
giant blocks of styrofoam using foam-cutting (Image 6).

Image 6

Styrofoam is representative of Kuwait's ‘modern heritage’ and is

widely used in Kuwait for arts education due to its ease of access and
malleability. Modern heritage in this instance means an evolution of crafts
that can be tied to our historic past, but has evolved to be unrecognisable
and continues to change with technology. Again this points towards
Kuwait's desire for simplicity in production, perhaps as a reaction to its
impoverished harsh past as a historic craft trade route. Dasman Arts
Center and Qatami Styrofoam are the main centers for foam cutting, but
this remains undocumented as a representation of local culture. This
presents the dichotomy of what is considered Middle Eastern ‘heritage’
and what actually exists in our lived environment. It is down to locals to
highlight the true local craft world that remains an untapped unmitigated
maze.

In order to elevate these two processes, the design language of the
gypsum and its extrusion into foam, they were combined with the process
of lost-foam-casting, which is a modern prototyping technique used in
sand-casting predominantly in the West. The foam forms were buried

into sand along with foam legs (Image 7), and molten metal was poured
into Kuwaiti sand, allowing the foam to melt away and be replaced with
aluminium creating a single solid metal form that could not be cast in any
other way.

This combined process highlights a key factor of Desert Cast's critique
of local identity. Kuwait cannot be separated from its multinational society
of migrants and expatriates, or the effects of Western influence on its
modern culture. A true representation of local craft and identity takes

into account those who have called Kuwait their home, not just Kuwaitis,
and it also accounts for the influence of the West on Kuwaitis’ internal

A true representation of local craft
and identity takes into account
those who have called Kuwai

their home, not just Kuwaitis.

ever-evolving identity. Only when we project the past into our
current evolution can we reach the truth of who we are.

“Kuwait is interesting to the architect, sculptor, interior
decorator, neon-sign designer and gardener among the
‘creative’ set, for here they would find every form and color,
every shape and fashion. To them Kuwait would be a library
and an encyclopedia of everything man can think of, imagine
and desire. They would conclude that design, after all, was a
matter of style and taste and that all that Goethe, Ruskin or
Tolstoy wrote about art, beauty and aesthetics is nonsense.
And the man in the street, possessed with the democratic
attitude of admiring and liking everything, would heartily
agree with them"? (Shiber, 1964, p.10).

Shiber elucidates the truth behind Kuwait’s craft and design

scene, where its society of predominantly migrant craftsmen

possess the ability to add to Kuwait's continuously growing

craft language and production in a democratic fashion. The craftsmen
respond to the question of what to produce by assessing what design
and fabrication methods can afford them the most financial success, often
with a shorter view for this success.

To create a new language, Desert Cast chooses its own critical and non-
market-driven direction, while welcoming this pre-existing democracy.
This gives the Desert Cast project authenticity in its intentional
contextualisation of a borrowed style and local craft scene, no different to
how Art-Deco came to be, or any other style which naturally formed their
design languages from both necessity and history. Desert Cast retraces
Kuwait's ancestors’ steps and looks at the architecture they replicated
and how it manifests in modern Kuwait, but it projects an output that is
more acclimated to our global society and understanding.

A fascinating aspect of the imported classical architectural motifs isn't
just the motifs themselves, but also the invented terminology that was
added to the Arabic language to cater to the Arab architect and their
client, possibly also to teach at schools of architecture, in other words,
the exotic has been Arabized while maintaining its foreign flair. Terms like
Rodhun (Rotunda), Ishtigaq (Pediment), Ayooni (lonic), Riwaq Bi-aa’'mida
(Portico) (Page No. 51) have become regular nomenclature between
designers and builders. These are the terms that are translated to the
profiles which are extruded and revolved through wet gypsum to create
the look of a classical frieze or cornice or column-head carved in stone.
Desert Cast re-translated these motifs, by taking the profiles that were
used for “decor” and giving them a contemporary function, through the
use of the hybridised technique of lost-foam casting. The end result is
sculptures that are still categorised as Rodhun, Ishtigag, Ayooni, Riwaq
Bi-aa'mida etc. but are no longer victims of a non-contextual identity
crisis, and instead reinterpret a Eurocentric aesthetic into an appropriated
Kuwaiti one.

In Towards an Identity, Desert Cast further develops its form language
to go beyond the simple single direction extrusion used in gypsum




work. Desert Cast's process uses
foam-cutting to CNC wire-cut 2D
drawings, in a type of reverence for
the gypsum profile extrusion craft. In
the first 2 years of Desert Cast the e
forms were predominantly created

using single direction extrusion, in cuT 2
hollow and solid forms, as well as the
addition of round cuts in a second A

direction, and CNC-routed revolved
forms. Towards an Identity takes
this design language and fabrication
technique and pushes the limits of
production in Kuwait even further.

It does this by wire-cutting the 2D
profiles in two opposite directions
into the foam, instead of one (Image
8). That is to say a 2D profile is
wire-cut into the foam, then another
profile is cut into the same object,

CUT 1

allowing complex and unexpected N

D &

forms to emerge. The effect of Desert
Cast's fabrication evolution is that
different processes that represent
Kuwaiti production in their inherent
simplicity, are used to achieve highly
complex results. Showing the unique
contextual possibilities for localised
design.

In the pre-oil era, Kuwaitis were highly Brirude

utilitarian in the way they crafted

objects and buildings, by gathering

any accessible tools and materials

to swiftly achieve the desired

function. Proceeding the advent of oil, these utilitarian habits persisted
but in a somewhat decadent fashion, the accessible tools became travel,
education, importing goods and labour, so it became customary to import
foreign design languages as well. This importing culture was an extension
of Kuwait’s borrowing of multinational craft techniques as a pre-oil trade
route. By highlighting and embracing these symbolic aspects of Kuwait's
history and future i.e the search for ease of access to craft and the
import of foreign design language. Desert Cast shows a more nuanced
and honest representation of our culture in all its facets. By introducing
Kuwaitis to this design process it shows the ease of accessibility to local
design and fabrication methods in the country, stressing the freedom of
locally designing anew. Instead of looking outwards, Desert Cast asks
fellow creatives to begin to look inward and find what Kuwait can offer the
world from its own rich culture and development.

“For the great dream ahead to be realized, Kuwait must weed the chaff
from the wheat, the genuine from the fake. If it can do that it will, small in
size that it is, face the giant of giants - history - with a raised and proud
head"® (Shiber, 1964, p.11).

Multi Directional
Extrusion

FURTHER DEVELOPMENT - LANGUAGE

Z

MULTI
Hollow Extrude & Revolve DIRECTIONAL
Extrude Round Cut EXTRUSION
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LOST FOAM CASTING

2. FOAM 3.BURY FOAM 4.POUR MOLTEN 5. METAL TAKES

1. CUTFOAM ASSEMBLY IN SAND METAL SHAPE OF FOAM







Name RODHUN II

Weight 14.0KG 7
Casting No. XXXV

T
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T

:
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Original

M9 2

w the CO-RIN-THI-AN group
aka corinthian /ka'rinTH&an/

Corinthian - relates to or denotes the lightest and most ornate

“ of the classical orders of architecture, characterized by flared
‘ "‘ capitals with rows of acanthus leaves.
b |
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Name CORINTHIAN Il
Weight 18.4KG
_ :@ Casting No. XX
— &
Bis j v Original
1 1
Il i ]
I
Morphed
o 2=
the RO-DHUN group

aka rotunda /ro'tenda/

Rodhun [Rotunda] is a round building or room,
especially one with a dome.
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the ISHTI-QaQl group

111 HHIHIH”

aka pediment /'pedemant/

Ishtigaq [Pediment] is the triangular upper part of
the front of a building in classical style, typically

surmounting a portico of columns.

Name ISHTIQQ 11l
Weight 15.1KG
Casting No. XX
Original
Morphed
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+
[
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Name | CORNEESHE |
Weight 15.5KG
Casting No. X
Original
Morphed

o

the C6R-NEESHE: group
aka cornice /komnis/

Corneeshe [Cornice] - is an ornamental molding
around the wall of a room just below the ceiling.
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the CO-LO-SEUM group
aka coliseum / kélo'séam/

Coloseum [Coliseum] is a large oval amphitheatre or
stadium in the centre of a city. Built of travertine, tuff, and
brick-faced concrete.

Name
Weight

Casting No.

3
:
1
-

COLOSEUM Ill

13.0KG

p(H]
Original
Morphed
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the A-YOO-NI group

aka ionic /T'anik/

Ayooni [lonic] relates to or denotes a classical order

of architecture characterized by a column with scroll
shapes (volutes) on either side of the capital.
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the Ri-waq Bi-a’mida group
aka portico /p6rda ko/

Ri-waq Bi-a'mida [Portico] is a structure consisting

of a roof supported by columns at regular intervals,
typically attached as a porch to a building.
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About Abwab

Abwab translates to ‘doors’ in Arabic and is
an annually remodeled exhibition dedicated to

commissioning work from across the Middle East,

North Africa, and South Asia with a purpose to
promote design talent and stimulate information
exchange, uniquely experienced at Dubai Design
Week. Abwab acts as a united platform for
design talent from the UAE and the wider region,
inviting visitors into the creative landscapes of
neighbouring communities. In 2018, Abwab
hosted a collection of design experiences

drawn from five communities in the Middle East.
Designers were invited from these communities
to collaborate and produce works situated

in dedicated pavilions related to the theme:
‘Between the Lines’. These lines are physical and
metaphorical, lines of territory, topography, the
implied, and those in drawings or text.
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Ornament
o Artifact



Driving around Kuwait's new suburbs, one is taken
aback by the monotony of housing defined by two to three
story high 400-500 sgm plots of land built to their maximum
allottable area. Extruded boxes characterized by their
various hues of beige, grey and white define the landscape
designed as an architectural response to filial obligations
to provide housing for the next generation. Due to being
compacted by neighbours on either side, the result of such
a context is an architecture of elevation. To distinguish each
house and to provide a sense of character ownership,
ornamentation becomes a method of expression amongst
the frontal fagades of these buildings. Ornamentation here
is not a crime, but a manner of distinction.

Some of the most common ornaments used within
these suburbs are elements appropriated from the
classical tradition with various cornices, pilasters and
pediments defining the registers of the fagade and its
fenestration. A regional neo-classicism is thus born
from such a market with craftsmen readily catering to
the demands of the construction industry by providing
gypsum veneers repurposed from a global language of
perceived extravagance to become a Kuwaiti middle-class
architectural affectation. No longer are these elements
carved in-situ as stucco replicas of their marble origins but
produced en masse by the creation of extruded profiles
and moulds using modern day CNC technologies and
Styrofoam. It is here that Jassim, Kawther and Ricardas call
into question this vernacular and its continued use without
abate and attempt to understand its roots and its profusion.

Tracing back the production of these motifs to the
industrial gypsum yards of the country and the companies
that have perfected their manufacture for decades, the
designers become intrigued with the methods used for their
creation yet express a frustration in the resulting design
language. The classical forms produced by these outlets
have become ubiquitous within the country’s suburban
environment (both on the exterior and within the interior
architecture) yet their relevance to context has been nothing
short of a caricature of their origins. Stripped of their regal
proportions and reduced to appendages onto a fagade, it
seemed that the industry was catering to a local market that
sought to replicate a foreign architectural embellishment,
yet had only understood its graphic character as opposed
to its historic significance.

The possibility to create something unique presented an
unparalleled opportunity for the trio to hack these existent
production techniques. Extruded profiles in the lonic and
Doric orders form the basis of formal experimentation
that transcends the site of the building fagade. By
milling Styrofoam, burying it as a mould, pouring molten
aluminium to take its place, “foreign” ornament becomes
“local” artifact as it is disassociated with the architectural
surface and would literally be excavated out of the desert
grounds. The zeal to experiment without a clear end-
product liberates the designers’ creative drives to produce
without expectation and focus more on the possibilities of

process. The byproducts of this process of manipulation are
representative of what the designers hope would yield “a
new local identity”.

The narrative here however is not a narrative of
identity but a call to understand the capabilities of regional
industries. For far too long, local craft has been reliant
on the replication and appropriation of stylistic elements
producing them without inventive consideration. It is within
this environment that the critical creative would find fertile
ground for experimentation by calling into question existent
modes of design production and engaging local artisans in
their trade. The impulse demonstrated by the two architects
and industrial designer to pull on the thread of the origins
of plaster ornamentation, which eventually led them down
a path of blacksmithing, represents the untapped potential
to work with craftsmen in a collaborative manner to yield
unexpected results. Their lens of criticality offers insight into
the possibilities of unquestionable protocol and presents
itself as a unique method of practice that builds upon
existent industries.

The creative in this scenario is a conductor able to
guide local craft and combine production processes in
order to generate new outcomes. The first set of desert
cast pieces illustrate the combination of multiple industries
to produce what the designers call sculptural stools
(artifacts of process provided with legs as pedestals
for closer appreciation). By merging CAD design, foam
cutting technology and sand casting in unprecedented
applications, the collection is more of an insight into the
capabilities of, what is often perceived as, a primitive
regional craft industry to reach new levels of ingenuity when
guided by such talented designers. The new collection
goes a step further by pushing the boundaries of comfort
that these artisans are familiar with to create forms that are
more geometrically complex by using two directional foam
cutting techniques and treating them with a copper surface
finish. By combining and experimenting with the available,
the results are endless.

Desert Cast is a call for vigilance. It is a call for regional
creatives to immerse themselves within their context and
rediscover the potential of existing modes of production
and constantly question the origins of hegemonic styles
and trends. Be it through observance by cruising through
the suburbs, or deviling deep into artisan workshops, the
drive to create can be instilled by inspiration anywhere: the
designer is to be investigative and ultimately headstrong
in the quest for the novel. The collection calls on creatives
not to succumb to the ill-perceived notions that great
craftsmanship is lacking within the region but proves
that with creative guidance, unique and ingenious local
outcomes are possible. From questioning the proliferation of
classical ornamentation in the region, Desert Cast was able
to recast these styles by absorbing various references and
processes to instill a local design identity: a hybrid identity
reflective of context, craft and creative sensibility.
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Aseel AlYaqoub is a research-based and multi-disciplinary artist working across the disciplines
of history, political theory, and architecture. Her practice speaks to the inherited methodologies
that define nationhood, state apparatuses, and the counterfeits they produce. She holds a
Bachelor of Arts from Chelsea College of Art and Design, London, and a Masters in Fine Arts
from Pratt Institute, New York. AlYaqoub was awarded the Architzer A+Award in collaboration
with Studio Toggle (2020) and the Art Jameel Commission in collaboration with Alia Farid
(2018). Her work has been exhibited at the Museum of Humour and Satire (Gabrovo), Edge of
Arabia (London), Pierogi Gallery (New York), The Design Terminal (Budapest), Sultan Gallery
(Kuwait), Museum of Modern Art (Kuwait) and The Contemporary Art Platform (Kuwait). Her
research has been presented at symposiums such as Abu Dhabi Art (Abu Dhabi), Nugat
Conference (Kuwait) and The National Museum (Doha).

by Aseel AlYaqoub

Imitation,

Eclecticism
and _
Ornamentiation:

Tracing Kuwait’s Obsession with Western Classical Elements




The widespread use of Western classical forms in
Kuwait is evident throughout its building booms. The
plethora of classical architectural elements has had an
adverse effect on the nation’s constructed landscape.
lts lconography, chosen by the developers, builders and
designers of state-implemented housing projects and
private properties is continuously reused with seemingly
little theoretical rationale. The cultural processes of ‘cutting
and pasting’ ideas from European fields into new areas,
exist amid a pastiche of similarly heterogenous design
styles." The application of columns, friezes, and pediments,
alongside and in between neo-Islamic, traditional, and
contemporary characteristics inevitably provokes visual and
cultural clashes within the built environment. This practice
of appropriation and juxtaposition of styles have come to
represent the generic design approaches that make up
Kuwait's architecture of housing as reproductions.

As architecture has to address different stakeholders
from developers to users, predicaments around a local
identity amid an eclectic architectural landscape are
inevitable. However, in tracing Kuwait's architectural
influences it becomes clear that a singular cultural
identity has never existed. Foreign cultural styles through
exposure and absorption have repeatedly delineated
Kuwait's historically mixed milieu. Once an active port,
Kuwait's culturally and ethnically diverse society played a
significant role in building a hybrid environment through
trade, travel, and acculturation®. As few buildings were
dated, documented or preserved during the early periods
of Kuwait's architecture, direct information that can uncover
the genealogy and impact of classical design influences is
virtually non-existent. Additionally, many of the old buildings
were often re-built to strengthen existing constructions,
or have been demolished, multiple times, to pave the way
for modern, anti-modern and postmodern interventions.
Nonetheless, what remains presents elements of an
ongoing legacy of travelling that bolstered the image
transferring of ideas.

The evolution of Kuwait's pre-oil homes exhibits a variety
of styles; often combining different historical forms that
are influenced by the inhabitants’ individual histories. The
typical exterior of Kuwait's early eighteenth-century houses
were simple and solid mass structures with minimal spatial
voids and details. This formal approach was compensated
within the interiors through the use of decorative elements
and deeply recessed niches. Plaster friezes ran horizontally
above and below the carved-in storage spaces, as well
as around the entire room and under the cornice level.
llustrated across these elements were zig-zag motifs
or patterns generally based on abstract geometry that
eventually evolved towards the nineteenth-century. A design
principle that maintained the geometric order developed

1. Asfour, K. (2004). Identity in the Arab Region. Architecture And Identity. Volkswa-
genstiftung And Berlin University Of Technology Coordination: Habitat Unit,
10623, 3.

2. Al-Nakib, F. (2018). Legitimizing the lllegitimate: A Case for Kuwait's Forgotten
Modemity. Tradiitional Dwellings And Settlements Review, 11, 13.

through the ‘arch-and-frame’ motif, which exhibited
decorated hooded mouldings, coupled with finials and
merlons across the roofline.®

Kuwait Oil Company (KOC). A vernacular Kuwaiti house built with mud brick or
rubble stone coated with thick mud plaster. The artistic touches were found on
the main doors and windows, and the occasional geometric merlons along the
roofline.

Kuwait's tribal mercantile relationships between the
Persian and Arabian coast led to a high demand for Persian
masons from Kuwait’s elite society. Symbolic statements in
the form of monumental and elegant houses, consequently
initiated new stylistic approaches amid formal indigenous
styles. Trade, increased through commercial relations
facilitated by British colonial authority, further deepened
expeditions to and from India. Through mimetic practices,
Kuwaiti craftsmen began copying ‘Indian’ design devices
inspired from their journeys, such as the curvilinear flower-
in-vase motif which were practiced in English architectural
decoration and neoclassical furniture—a century prior to its
introduction.*

India was a British colony, thus much of its influences
were enforced through the imposition of language,
knowledge, labour forces of construction, material
extraction and industry. Kuwait, on the other hand, had a
colonial legacy and the European influences that informed
the trajectory of its housing designs were obtained through
appropriation rather than through colonial prescription.
The colonial European towns in Bombay and Calcutta
were exhibiting buildings designed by British architects in
a Gothic-Victorian style that were admired by the Indian
upper classes. They imitated the colonial style as they
moved into these contradictory towns, building mansions
ornamented with a variety of Western styles.® Although

3. Hawker, R. (2008). Tradlitional Architecture of the Arabian Gulf. WIT Press.

4, Ibid.

5. Sherif, L. (2002). Architecture As A System Of Appropriation: Colonization In
Egypt. In Lessons of the Past, New Inventions and Future Challenges. Alexandria;
First International conference of the UIA-WPARHR-V on Architecture & heritage
as a Paradigm for Knowledge and Development.

British colonial influence in India existed in many forms,
they had little obvious involvement in the larger European-
style designs that were carried out under the direction

of local elites.® The skills and products of the West were
thus imported as much as they were forced, subsequently
arriving in Kuwait through a diverse lineage of cultural
assimilation. As imported building materials came directly
out of trading, a shared decorative vocabulary connected
merchants across the peninsula.

Built in 1916, the Khazal Palace presents a myriad of styles such as
Mughal arches, Persian doors and windows with European style panels,
as well as a wind catching tower of the type associated with the more
humid regions in the Gulf. [Image]. Retrieved 11 October 2020, from
https://archnet.org/sites/479/publications/2674. Michel Ecochard Archive,
courtesy of Aga Khan Documentation Center, MIT Libraries

As there were no architects at the time, buildings were
contracted and overseen by master masons. Builders
belonged to certain families associated with the profession:
either locals or foreigners who migrated to the Arabian
coast. These builders shared akin practices that were
shaped by similar climatic conditions and available building
materials. Kuwait's constructed landscape once looked very
similar to that of other Indian Ocean port towns up until its
attitude and position began to change after the discovery of
oil.” Kuwait turned away from its Indian Ocean connections
towards the Arab World, which led to the abandonment
of Kuwait's pre-oil past. Through government sponsored
scholarships, young Kuwaitis began studying abroad in
countries like Baghdad, Cairo and Beirut. As architecture
reflects what a society is experiencing and absorbing—
whether through travel, education or media—Palestinian,
Lebanese, Iraqi and Egyptian architects consequently
replaced the Persian, Baluch and Zubairi masons.?

In turn, the single-story mud-brick courthouses
were almost all demolished and replaced with villas that
borrowed international architectural influences, such as
space-age, art deco, brutalism, Bauhaus modernism
and the Western classical style. These concepts were
crossbred with stylistic features in the form of neoclassical

6. Crinson, M. (1996). Empire building: Orientalism and Victorian Architecture.
Routledge, 299.

7. Oil was discovered in Kuwait in 1938, which initiated Kuwait's modemist project
and oil urbanization in 1951 through Kuwait's first master plan.

8. A-Nakib, F. (2018).

motifs, colonial verandas and Arab mashrabiyyas, which
nevertheless reflected the continuity of Kuwait's historical
practice of appropriation. As Kuwaitis began to benefit from
the newfound wealth of the oil boom, specifically in the
sixties and seventies, the travelling theory further fetishized
the simplistic interpretations of modernism and modern
imagery.®

The foreign Arab architects that served the state
and individual clients arrived from cities that were under
European influences. In Egypt, rulers favoured French
Architects that exhibited ltalian-French neoclassical
architecture in combination with Moorish and Ottoman
elements. Thus, foreign Arab architects in Kuwait
interpreted opulence through neoclassical compositions
and elitist architecture. To meet the requests of the
state’s housing projects and the Kuwaiti elite, who strived
to end the continuum of tradition, architects proposed
neoclassical concepts in the form of luxurious housing. The
appreciation of the style initiated a postmodern movement
that galvanised the use of its architectural elements such as
Roman orders in unusual settings, as well as materials and
colours, that remain evident in buildings recently completed
in Kuwait."

A yellow house found in Kuwait that exhibits a pediment, columns,
cornices and friezes in the classical style. The iron wrought elements
present Greek meander patterns and lion head door knockers which
were popular in the early 19th Century in Europe. [Image courtesy of Ali
AlYousefi (2020)].

In the late 1980s, a parallel and new movement
was taking place through the application of neo-Islamic
architecture. Kuwait's buildings increasingly exhibited
Islamic geometric patterns on fagades and mugarnas," in
interiors and on columns, by the mid-2000s. The design
revival was fuelled by an anti-modern discourse that
critiqued modernity as a foreign concept, one that needed

9. Mahgoub, Y. (2007). Architecture and the expression of cultural identity in
Kuwait. The Journal Of Architecture, 12(2), 165-182.

10. Ibid.

11. Mugamas is a form of omamented honeycomb vaulting used in Islamic archi-
tecture. Its etymology is thought to have originated from the Greek word korénis,
meaning omamental moulding or the Arabic word garnasi, meaning intricate work.



to be erased and replaced by more traditional and religious
roots. Despite this enigmatic nostalgia for Kuwait's pre-oil
past, neoclassical motifs continued to exist throughout

this process. It may be partly due to the history of Islamic
architecture, which encompasses a wide range of styles,
specifically its fusion with Byzantine methodologies. As

the Byzantine style developed from Hellenistic and ancient
Roman architecture, fingerprint impressions of classical
styles subsequently inform Kuwait's contemporary building
designs as it continues to reinforce an Islamic identity."

In contrast to the simple stone house on the left, this extravagant Kuwaiti

home exhibits multiple dentil mouldings projected below the cornice level

and hoodmolds around the doorway and smaller windows. Greco-Roman

statues are placed on pedestals at the entrance and an ornamental iron

Eailing)ﬁm the balcony boasts the letter A. [Image courtesy of Ali AlYousefi
2020)].

The neoclassical and neo-Islamic trends as well as
the Spanish Mar-A-Lago style, have served as cookie-
cutter templates for Kuwait's housing ownership packages
through its welfare programs. Since its inception as a
modern state, eligible Kuwaiti families are provided with
housing benefits through loans, parcels of land, or state-
built homes in newly constructed neighbourhoods. In
order to meet the demands of its growing population and
maintain its unprecedented social contract, the state must
continuously build houses to meet the status quo for its
citizens.™ The ‘villa’ models used are constrained within
a handful of architectural types without any manifesto
or theory to accompany the logic. The anonymous and
spontaneous application of neoclassical archetypes
do not follow the principles of massing, proportion or
the neoclassicist order. Instead, the pediments, friezes
and columns serve purely as ornamentation, in turn,
disconcerting architects who regard them as unappealing
and of vulgar taste.

12. Bassam, Abu & Abu Awwad, Bassam. (2018). Comparison Between Modem
Westem Architecture and Islamic Arabic Architecture “Imitation and Differences”.
International Journal of Engineering and Technology, 7.

13. AlShalfan, Sharifa (2013) The Right To Housing In Kuwait: An Urban Injustice
In A Socially Just System. Kuwait Programme on Development, Governance

and Globalisation in the Gulf States (28). The London School of Economics and
Political Science, London, UK.

A neo-Islamic house with muqarnas honeycomb ornamentation above
the columns and under the roof, and surface decoration using mosaics
and stucco around and within the pointed arches. [Image courtesy of Ali
AlYousefi (2020)].

The protesting against poor taste that has been initiated
by high-culture architects has yet to deter the stubborn
application of the neoclassical style. As it has long departed
from an elitist origin, the building industry that relies on
the fashions, trends and tastes of its clientele continues
to glamorise the mass production of neoclassical forms
in order to inflate the appearance of buildings. A kitsch
vernacular is embraced by a majority of creators and
clients that do not access architecture with the attitudes
that label low and high styles. Neoclassicism is perceived
as a fathomable architecture by the general public amid
multiple interpretations of ideal architectural standards, and
its utilization resumes, both locally and globally, through the
power of its symbolism.

Neoclassical revival is a universal phenomenon that
has been reinstituted in many countries and throughout
different generations. Whether in response to the varying
effects of modernism, or to exhibit cultural power or to
catch-up on trends, classical architecture periodically
disseminates through the mechanisms of globalisation. The
connotations of this global style vary from ideological and
political agendas to purely economic and subjective taste.
Recently in the United States, neoclassical architecture
has become an Executive Order through Trump's ‘Make

Federal Buildings Beautiful Again’ campaign. The text
argues that the style epitomizes the ‘self-governing’ ideals of
the founding fathers of America, and claims that ‘American
ideals’ are embodied in the classical architecture of ancient
Athens and Rome.™ In contrast, China’s neoclassical

revival epitomizes a quality of fashion that has acquired a
legacy of symbolizing a culture of entrepreneurship and
consumerism,’ whereby Russia hoped to seek a way out of
the decadence of Art Nouveau after the 1905 revolution.™®

A hodgepodge of architectural styles in a constructed neighbourhood
in Kuwait consisting of neoclassical, vernacular and contemporary

Eirchiteﬁ:ture (Jaber Al Ahmad City). [Image courtesy of Ali AlYousefi
2013)].

As for Kuwait, the socio-cultural effects of the
neoclassical designs—through its formal constellation
and reproduction—symbolises a possible nostalgia or
affinity towards an architectural language that is legible.
Through the work of either craftsmen or factories, the
application of classical architecture as an overall style,
or in combination with other elements, solidifies Kuwait's
hybrid identity as one of naive eclecticism and architectural
pluralism. Through travel, previous cultural assimilations and
consumerist intakes of foreign culture, Kuwaitis, through
their homes, present polarising paradigms with little to
no set of standards by which to derive a single aesthetic
theory. Within Kuwait's taste spectrum, groups range from
high, to low, to even quasi-folk culture; all are different and
thus equal in value. The issue, or non-issue of the matter
is that Kuwait practices a taste culture that recognises the
idea of choosing one's own cultural fare; where standards
are simultaneously relative, subjective and objective—but
most importantly chosen."

14. Henni, S. (2020). The Coloniality of an Executive Order. CCA. Retrieved 24
September 2020, from https://www.cca.qc.ca/en/articles/73571/the-coloniali-
ty-of-an-executive-order.

15. Fan, K. (2009). Culture for Sale. Journal Of Architectural Education, 63(1),
64-74.

16. Brumfield, W. (1989). Anti-Modernism and the Neoclassical Revival in Russian
Architecture, 1906-1916. Journal Of The Society Of Architectural Historians,
48(4).

17. Mann, D. (1980). Architecture, Aesthetics and Pluralism: Theories of Taste as
a Determinant of Architectural Standards. The Journal Of Popular Culture, 13(4),
701-719.

Kuwait's landscape offers a cacophony of messages
that are sometimes harmonious, sometimes chaotic, and
often jarring. Its design and architectural identity are attached
to no real system and eagerly searches for and picks out
what is best from a catalogue of ad-hoc fabrications. Any
imposition of an absolute aesthetic standard is naturally
countered. As the state and people continue to demolish and
build, appropriate and merge, sentiments for the classical
style may tenaciously endure, wither or spontaneously
expire. As it is Kuwait's nature to engage in mimetic activity,
serving a population that encompasses an array of aesthetic
and architectural standards, critically and convincingly,
must be theorised. Imitation can transcend its literal
reproductions through the transmission of exemplary forms
and representational design practices. Whether through
manual or new modes of production that maintain freedom
of taste and choice, or by revisiting theories and practices of
imitation—that ironically stem from ancient Greek and Roman
philosophy—an individual style may emerge through the
essence of critical emulation and intentional assimilation.™

18. Corbett, E. (1971). The Theory and Practice of Imitation in Classical Rhetoric.
College Composition And Communication, 22(3), 243.
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The exhibition is designed to tell the
visual story of the production of the
original and new sculptures from initial
conception to design execution in

a sequential manner. The exhibition
design also attributes the audience to
question and relate to a widespread
design element found regionally, namely
the gypsum cornices, found in most Gulf
houses.

— Exhibition Introduction
datine algll
2_ Extrusion Profiles
“Cunls cgjs” - dalegonal uudll agell
3_ Main Display - Desert Cast Collections
douinall engjJI aglh
4_ Profile Extrusion Table
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— Projection of Desert Cast Video
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6_ Projection of Talin's Process Video
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Jassim

F. AINashmi

is a Kuwaiti designer,

architect and artist. AINashmi

has a Masters Degree of Advanced
Studies in Urban Design from ETH,
Zurich. AlNashmi has curated and
exhibited works in the USA, UK,
Brazil, UAE, Saudi Arabia and
Kuwait. His works were exhibited

in art institutions and galleries like
the Jameel Arts Centre in Dubai
and Future Perfect in New York. The
Kuwait-based designer now runs

a design store and design studio
named manmade studio for custom
and collection furniture pieces in
which he collaborates with local &
Arab designers and craftsmen.
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Jassim AlNashmi

Masallah Modular Partition Wall
Design Installation

Part of Islamopolitan exhibition (now
in the Maraya Art Center Permanent
Collection)

USA - Kuwait, 2011 - 2015

Image Credits: Jassim AlNashmi
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Jassim AlNashmi & Manmade Studio
Confluence Martyrs’ Memorial

Installation Art

Exhibition: Al Shaheed Park “Thekra” Memorial
Kuwait, 2020

Image Credits: Jassim AlNashmi




Kawther

AlSaffar is

a Kuwaiti product

and industrial designer

who has a Masters Degree

in Design Products from the Royal
College of Art in London. Her

work is multi-disciplinary and uses
storytelling and craft to traverse the

fictional lines between art and design.

She focuses on finding patterns for
human intimacy and truth, whether
this manifests itself in finding cultural
significance, integrity in materials,

or creating human connections.
AlSaffar founded her brand Saffar
where her products aspire to be
personally informed, locally defined
and universally desirable.
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Kawther AlSaffar

9 Dual Bowls

2017

Copper, Brass, Zinc, Nickel
25cm diameter x 7cm height

Kawther AlSaffar
Rock & Oyster
2018

Brass, Copper & Glass
45cm width x 10cm depth x 90cm
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Ricardas

Blazukas is

an independent

architect, designer and

artist who was born and raised

in post-Soviet Lithuania, educated
in the UK and currently residing in
Kuwait. Blazukas holds a Masters
of Architecture degree from the
University of Westminster in London.
He goes beyond his profession

by bridging it with other creative
disciplines of art & design. Blazukas
completed a number of high-profile
projects independently such as
design and curation of Sheikh Jaber
Al Abdullah Al Jaber Al Sabah
Museum and an exhibition celebrating
50 Years of Architecture in Kuwait.
Currently, Blazukas continues
working on cultural projects and is
establishing his own creative studio
operating from Kuwait.
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Ricardas Blazukas and Boano PriSmontas
Aidah - The Invisible City

Landscape Installation Design

Dubai, UAE, 2017

Image Credits: Ricardas Blazukas and
Boano PriSmontas
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Ricardas Blazukas

50 Years of Architecture in Kuwait
Exhibition Design and Curation
Kuwait, 2018

Image Credits: Ricardas Blazukas
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A Brief Inquiry
intfo the History of Urban Form
in the Arab Gulf




The narrative surrounding the development of Arab
Gulf cities is often reduced to a fast-tracking from tradition
to modernity, without much insight into the factors that
influenced their historic urban form. Utilizing key texts
such as The Arab City: Its Character and Islamic Cultural
Heritage (1981), History of Urban Form Before the
Industrial Revolutions (1994), Urban Form in the Arab
World (2000), and Traditional Domestic Architecture of the
Arab Region (2003), among others, this piece examines
the settlement patterns of the Arab, Arab-Islamic or Islamic
cities of the Middle East, in an attempt to understand the
ways in which cities in the Arab Gulf, and in particular
Abu Dhabi, developed historically. For simplicity’s sake,
and to avoid any debates surrounding terminology (these
are better suited for a lengthier discussion), | will use the
terms Arab, Islamic, Arab-Islamic and/or Middle Eastern
interchangeably throughout.

A large part of the discussion around urban form in Arab
cities focuses on the influence of the principles of Islam,
whereby Islam is not only considered an urban religion but
also a “total way of life” (A.T. Welch, 1985 cited in Morris,
1994, p.372). A.E.J. Morris explains that although Islam did
not prescribe formal architectural or urban concepts, it did
outline behavioural standards for Muslims to follow that in
turn generated associated physical patterns (Morris, 1994).
Specifically, the teachings of the Holy Quran, the ways of
the Prophet Muhammad, and the formation of Islamic law
(Shari'a) played a central role in conditioning the structure
of the built environment (Serageldin and El-Sadek, 1981;
Bianca, 2000; Ragette, 2003). Some of these ideas relate
to the ‘five pillars of faith, which include prayer, almsgiving
and pilgrimage to the Ka'aba, as well as to Islam’s emphasis
on community matters and its concern for social harmony
and ritualised living patterns. The mosque, for example, is
fully integrated into the social life and architectural fabric
of the town, fulfills comprehensive civic functions, and is
usually surrounded by markets. Residential quarters are
designed for privacy, such that houses are built close
together, forming inward-oriented units that are protected
against visual intrusion from the street. Street networks
are kept to the minimum, solely providing the required
connections to the main city gates and central markets
and ensuring selective accessibility to private quarters.
Furthermore, the orientation towards Mecca defines the
location of mosques, and the ornamental language of
Islamic art becomes an integral part of built form (Bianca,
2000). These are but some of the major expressions of
Islamic principles in the built environment.

1. For example, the term ‘Islamic city’ has been challenged by many scholars in the
late 20th century as it is believed to have been invented by Westem scholars op-
erating within an Orientalist perspective. See for example, Abu-Lughod, J. (1987).
“The Islamic City--Historic Myth, Islamic Essence, and Contemporary Relevance”
in International Journal of Middle East Studies v.19 n.2: pp. 1565-176. Similarly,
Amale Andraos acknowledges the “ludicrousness of reading cities as essentially
defined or categorized along ethnic lines” in Andraos, A. (2016) “The Arab City in
Representation” in Andraos, A. and Akawi, N. (Eds.) The Arab City: Architecture
and Representation. New York: Columbia University Press.

The general characteristics of the historic Islamic city
include, for AEJ Morris (1994), the mosque, the residential
quarters, the street system, the souk (or marketplace),
the Kasbah (or the citadel), the defensive wall and the
water supply systems. Stefano Bianca (2000) makes a
similar albeit shorter list, citing the residential unit, the
mosque and related welfare buildings, as well as trade and
production structures. Others refer to the characteristics
of pre-industrial Islamic cities, also coming up with similar
components, such as Costello (1 977) who identified
the citadel, the palace, the mosque-bazaar complex and
courtyard houses as common features. Similarly, Unwin
(1981) lists five main elements: the citadel, the palace, the
mosque, the souk, and narrow winding streets.

While these characteristics were more common to
Arab cities in North Africa, for example, one may notice a
resemblance of these elements in the historic cities of the
Arab Gulf; however one may argue that these grew more
organically and were more contextualised (e.g. the ruler's
fort and palace, sikkak or narrow streets, the mosque,
the souk, freej or residential neighbourhood units, falaj or
water system). At the same time, it may be challenging
to accept these elements at face value as the defining
features of the Islamic city because, as Janet Abu-Lughod
(1987) reminds us, “when the church was also the temporal
power, medieval European cities were also defined by the
presence of the cathedral and the marketplace in front of
it. Thus, we have only a very modestly etched idea of the
Islamic city” (p.156). It seems that we may be better off
considering that in the Arab Gulf, Islam provided the “rules
of living" as Abdelrahman Makhlouf, one of Abu Dhabi's
earlier town planners, remarked (quoted in Reisz, 2013).

Friedrich Ragette (2003) identifies other physical
determinants that influenced the shape of the historic
Arab city: (1) Geography, such that the majority of the
Arab region lies within the largest continuous desert zone
in the world. Some cities are coastal towns while others
enjoy a drier inland settlement, perhaps near oases; (2)
Climate, where most cities receive excessive sunshine and
therefore intense heat, with little to no precipitation; and
(8) Materials for construction, such that available traditional
materials include trees (e.g. date palm), mud, coral, stone,
lime, gypsum, and more. To combat these conditions of
designing for human needs and amenities, this required
innovation, and resulted in building techniques unique to
the region. Indeed, these factors played a huge role in the
historic development of cities in the Arab Gulf, and were
supported in some cases by their location along major trade
routes.

In the available literature on urban form in the Arab
world, there is usually a focus on how 19th century
colonialism affected Arab cities; yet, the historical
development of the Arab Gulf did not coincide with the
penetration of European colonialism per se. Although
Gireat Britain established a treaty system with many local
rulers in the nineteenth century, Nelida Fuccaro (2001)

argues that only Bahrain was consistently affected by
the British presence. The United Arab Emirates, for
example - or the Trucial States as they were known back
then - were never directly linked to Britain as colonies
and protectorates of the Commonwealth (Heard-Bey,
2004[1982]). What is worth exploring in this case is how
the development linked to oil exploration and discovery led
not only to a surge in construction and the proliferation of
commercial, civic and residential projects, but mainly to
the influx of foreign experts that influenced architecture
and town planning in the Arab Gulf, and particularly how
the idea of Modernism was ingrained as the language to
showcase progress in the second half of the 20th century
(Kultermann, 1999) because “the architects enlisted to
build the city were coming out of a time and place where
modemn architecture was the holy grail of design” (Menoret,
2014). The development of the Arab Gulf's design identity
is often attributed to this period, sharing many of the
characteristics of work of the Modern Movement while also
giving consideration to context, climate and culture. These
buildings usually incorporated both reinterpreted traditional/
vernacular and/or regional elements as well as Modernist
typologies, leading scholars in Abu Dhabi for instance to
argue that ‘modernism is the vernacular architecture of Abu
Dhabi’' (Menoret, 2014) or that a specific ‘Emiratisation of
the modern’ had occurred (Chabbi and Mahdy, 2011, p.77).
The impact of Western models or planning methods on
the development of Arab cities is not without its critiques,
however. According to Bianca (2000), the Modern
Movement brought about several changes that were at
times problematic: The use of conventional master plans to
design cities - common in the West - contrasted with the
organic and socially integrated structures of historic Arab
cities. Bianca claims these planning schemes are detached
from social realities, and that they are mostly too abstract
to be understood by the population concerned. He also
argues that repetitive features and culturally meaningless
forms threaten the indigenous architectural language. Also,
modern planning differentiates urban space along isolated
functional criteria, singling out areas for housing, commerce,
recreation, industrial activities and governmental use, which
disrupt the decentralized but integrated sub-units of the
traditional Arab city. Furthermore, road planning and the
focus on car circulation replace the pedestrian-scaled
townscape of the traditional Arab city (Bianca, 2000).
These sentiments have been echoed by other writers
on the Arab Gulf (e.g. Al Naim, 2008). This was the case in
Abu Dhabi between the mid-1960s and the 1990s,?> and
was most pronounced during the 1980s when building
regulations were introduced and formalized, allowing
for taller building heights. Along with the government
assistance that gave nationals the opportunity to generate
profits from their investment properties, vertical expansion
was used as a way to maximize the utilization of their land,

2. See Bani Hashim. A. R. (2019). Planning Abu Dhabi: An Urban History.
London: Routledge.

leading to a cookie-cutter approach to the city that lacked
site-specific designs and style choices (Rashed, 1988;

Al Radi, 1999; Al Radi, 2006). Eventually, the buildings
underwent a design-based change: a Heritage Committee
was set up as part of the Abu Dhabi Municipality, which
specified design guidelines that required buildings to have
an Arab-Islamic style. This follows the trend captured by
Nelida Fuccaro (2001), who points to the ways in which a
number of Arab architects and town planners in the Arab
Gulf challenged the adoption of Western patterns of urban
development by attempting to ‘indigenise urban forms in
tune with the Arab-Islamic tradition’ (p.179). Abbad Al Radi
argues that this was at best a superficial intervention and
too often resulted in ‘architectural pastiche’ (Al Radi, 2006,
p.122), as buildings were superficially ‘Islamicised’ by
arches and exaggerated motifs. Because the architecture
profession was comprised of people from different
backgrounds and nationalities who often lacked knowledge
of the local heritage, the result was an experimental field
and a hodgepodge of building fagades that could be
described as Orientalist at best. The ‘architectural pastiche,
coupled with the planning regulations that defined plot
coverage, plots sizes, heights, setbacks, and allowable
projections, produced an urban structure made up of
building after building with similar massing treatment on
similar plot subdivisions, with almost no sense of urbanism
as relatively little regard was given to connectivity or public
open space (Bani Hashim, 2019).

The later stages of development in the Arab Gulf
mostly saw a tendency towards reflective glass and
aluminium clad buildings and skyscrapers, with the
demands of globalisation and real estate speculation
further exacerbating the regions’ attempt at creating its own
voice. More recently there has been a renewed interest
in vernacular architecture and a desire to fuse local craft
and materials with imported Western technology (e.g. Al
Faya Lodge in Sharjah by Anarchitect). While the process
of experimentation is commendable and encouraged, one
cannot help but question how we can avoid a repetition of
excessive ornamentation in our culture. If, to use Abu Dhabi
as an example, by becoming ‘a contemporary expression of
an Arab city"® one is looking to imprint an Emirati identity on
the built environment, one must ask what that even means
today with such a rapidly shifting society. What would it
look like? How is it inclusive? The Arab city has always
been multi-layered and has always been home to multiple
histories and identities, and only by engaging with its
complexity will we begin to scratch the surface.

3. One of the principles expressed in Plan Capital (Urban Structure Framework
Plan for Abu Dhabi).
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Fatma

Al Mahmoud

and Talin Hazbar

in Conversation

Fatma Al Mahmoud: Desert Cast's aim was to try and define the
architectural style in Kuwait. If we were to define Emirati vernacular
architecture, how would you address its style? Is this the style that the
project investigates or is it a newly formed style that has arisen in the UAE
architectural scene? Also, how would you express your thoughts and
interpretation to Desert Cast as a project being applied to the UAE and
its architecture?

Talin Hazbar: The exhibition Desert Cast focuses on the unique
ornaments and architectural features that dominate the local architectural
scene. It is important to analyse and understand what surrounds us and
to impose and explore questions about the origins, the relevance and the
context. Having Desert Cast conducted across the UAE has different
aspects yet there are so many similar tangents when looking at both
Kuwait and UAE project explorations. Both follow a similar process and
origin when it comes to the making aspect, however they differ in terms
of application, materials use, function and meaning. There are not one,
but many specific elements and styles when we look at the architecture
in the UAE. Looking into the narratives and understanding the pattern of
how specific elements originated, adopted or created to make a new set
of aesthetic and visual language in the Gulf, specifically between the two
countries (UAE and Kuwait), is always an exciting process.

The research seeks to understand the aesthetics and decorations found
in building fagades around Sharjah such as government buildings, market
buildings, the University City, houses and private establishments. When

discussing the heavy use of ornaments and decoration, it is important

to go back to the Sha’abi (folk house') in the UAE as a reference point.
Sha'abi houses are basic housing units built during the 1970s and
1980s accommodating the Emirati families’ needs and lifestyle around
that period of time. They consist of a set of rooms overlooking an internal
courtyard, creating a sense of privacy and communicating how context
is - most of the time - the leader in making architectural decisions. The
fagades are characterized by simplicity, rigidity and abstraction in the
general style, however, some local details and motifs were the tool

to distinguish different houses across an area. Desert Cast looks at
ornaments that started to populate in the architectural scene around the
1990s, leaving us with so many questions: how did this trend start, what
was the reason behind this process of beautification?

The aim is to highlight questions about the architectural character and
respond with a series of sculptures embodying the ideas and details of
major architectural landmarks in Sharjah and create a space for dialogue
and interaction.

FA: How did the research for local relevant architectural elements to
Desert Cast start and develop? What were the findings you have come
across”?

TH: The application and use of decorations differs in how the project was
carried out between Sharjah and Kuwait. In the latter, the Desert Cast
team focused on the manufacturing process, as well as the architectural
decorations and styles that are mainly popular in homes and individual
personal spaces. While in Sharjah, my focus was on the government
buildings and public facilities and hearing from the architects/engineers
who were involved in many of these projects. These structures are usually
unified stylistically and they highlight a very specific type of architectural
style, one that includes domes, arches, etc. That usually is referred to

as Islamic. We are fully aware of and familiar with these elements and
shapes, but as soon as they are analysed and closely examined, the
origins of these decorations become clear to us, and it changes how
they are perceived from one building to another. These elements were
represented on the fagades of different buildings due to their aesthetic
value and importance to present a picture of the city and to unify the

style of the current architecture. (Refer to Image 1- Sharjah Real Estate
Registration Department, Image 2 - Sharjah Electricity, Water and Gas
Authority, Image 3 - Department of Culture)

FA: Through your research, how would you define the governmental
approach to individuals’ approach to architecture?

TH: The architectural style of government buildings includes certain
formalities and aesthetics towards what represents the Emirate and its
general character. These buildings have a prominent presence based on
scale, symmetry, detailed features and the flow ornaments of meticulous
across (refer to Image 4 - Sharjah Municipality). Many individuals were
inspired by what became their surrounding aesthetic and slowly, these
elements started being incorporated in private property designs. These
details have affected the public taste and became a representation of
strong identity and belonging to a specific context. Here, we notice that
the domes and arches are used in various ways, such as decorative
elements that symbolize an image and a representation of identity, and the

Image 2
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questioning begins and research widens FA: Most of the buildings by the Government of Sharjah have

to include the behavior of recycling and the same aesthetics which is defined as Islamic Architecture.

re-using such elements. Is there a rulebook on this and why is there an emphasis on
Islamic Architecture in general?

FA: | have noticed that the introduction

of classical kitsch elements in the TH: Based on my conversations, there is no rulebook nor a
architecture here had escalated in the specific criteria for a building to follow Islamic Architecture per
early 1990s, many representing elements se. | think it became a matter of tradition, once a set of elements
from the Levantine and Egypt especially proved itself successful within the city, other new projects

in ornamentations and fagades of followed. It happens to also be that the expansion of the palette
buildings and houses being built in that and refreshing the aesthetic came about within what was
period. How do you think this originated considered Islamic.

and escalated?
FA: Do the elements and ornamentations existing within the

TH: Throughout my process, | had fagades and interiors of these buildings reflect vigorously
conversations with The Academic Islamic Architectural elements or is it a hybridized architectural
Consulting Office of Engineering, a style?

leading design consultant in the city and
Emirates Stone Company Ltd, a
leading manufacturer of the fagades in Sharjah and Planets Gypsum
and Décor Factory who are working on the current pieces and on
various projects across the city. These conversations were essential
to understand the timeline and development of this style. | came to
learn that one of the main reasons of introducing these ornaments
and elements is recalling specific historical periods (e.g.: the Fatimid
and Andalusian) and mixing their styles to create a unique outcome
that encompasses favored elements in one structure. These patterns
and ornaments were utilised as a reminder of the importance of
what is considered Islamic geometric shapes and ornaments from
diverse periods of the Islamic world. These buildings were described
as empty canvases and great opportunities to showcase creativity
and display the artistic capabilities of the designer. The goal was to
make these buildings live and survive the modern world and create
a harmonious landscape with a strong sense of identity. On the
other hand, these conversations sparked important questions on
what this style means to us nowadays? When are these decorations
considered classic or kitsch and what is the public’s association with
this architectural character?

TH: They are definitely hybrids of existing elements, in our

case, it is a mix between the Fatimid and Andalusian styles.
According to architect Hussam al-Din Mahmoud Ali Khalifa from
the Academic Engineering Office, it is clear that these patterns
existed and were used across to the fagades in Sharjah,
however, this is also reflected in the interior spaces to highlight
the aesthetics of architecture and spaces.

FA: From the research you have conducted, how does the
governmental process of constructing and finalizing the designs
of these buildings happen? Would there be a noticeable
preference towards specific materials and design elements?

TH: One of the primary materials is prefabricated fiberglass
concrete on the outside of the building, due to fiberglass
durability, resistance and accuracy in casting to highlight
complex details and the possibility of re-using moulds for some
details if any needed to be mass produced. While gypsum is
commonly used for interior design, and GRP due to its ease of use and
lightness. The Desert Cast exhibition presented these gypsum profiles,
where we see gypsum works and models occupy the space through
FA: Going around the Emirate of Sharjah and its cities, was there a : . A repeated casting which is a reflection of what is common in the two
manifest distinction in style and building materials? If there is, how B I scenes in both countries.

distinct is it for every city? j :

Image 3

FA: You mentioned that the government’s style has influenced individuals.
How much do you think the government’s overpowering style in most of
its buildings has influenced the styles of individuals properties?

TH: Architecture in the United Arab Emirates has special elements
similar to other countries in the Gulf region, and was influenced by
the nature of the surrounding environment, as well as economic, T —— —
social and cultural factors. Regarding the materials, these evolved as : o o, : g A TH: It is interesting to see how individual properties adapted to this style,
time and production capabilities evolved. From our trips around the = Yo this is due to the fact that these buildings have become a part of the
different locations, the distinction of the style and building materials E : : identity. It becomes clear how these architectural elements are seen as

is diminishing nowadays. As for the fagades and decorations of a symbol or means of representing a particular pattern of a homeowner's
governmental buildings, the same scales and materials are used desire for a sense of belonging. Some of the architectural elements were
which suggest the sense of unified character. Materials such as used in 30-story residential towers and complexes! This raises another
ready-mixed concrete used with rubber, wood, fiberglass moulds set of questions: What distinguishes “Sharjah buildings”? And how do we
are widely used, and this is due to their endurance and resistance to classify the style of architecture in the Emirate?

natural factors and the ease of mass production.
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FA: Seeing the fagades of the classically styled governmental buildings, is
there a purpose or functionality to the excessiveness within its design?

TH: The function is purely illustrating an image of identity.

FA: For your interpretation of Desert Cast, you have chosen the idea
of working with installations inspired mainly by the overruling styled
governmental buildings in 3 sites. On what basis has the creation and
design process of each piece been made and why?

TH: The research investigates the origin of these ornamentations and
motifs to provide a critical reflection on the built environment within the
Emirate of Sharjah. The aim is to create dialogues exploring how these
motifs, patterns have grown on us. Also, how we engage with such
patterns and what is the identity we associate with or look to embrace,
represent etc. My interpretation dwells on these motifs as an independent
element, used out of context. Would it still
hold its value, if it becomes a geometric
sculpture in suspension from its original
context? The sculptures which | named
“Extractions” are located at The Flag
Island in Sharjah, Al Dhaid Flag Square
and Khorfakkan Flag Square. The name
refers to the extractions of patterns on
the fagades of the excessively designed
buildings. However, because of their
locations, they become projections and
free standing forms. The sculptures

also function as water fountains, where
water adds an element of life, fluidity and
constant change. The use of water is a
nod to another pattern found in Sharjah’s
urban planning, and that is Fountain
Roundabouts.

FA: Looking at the design of the
installation in Sharjah, | instantly relate to
the monument that was unveiled in May
1998 declaring Sharjah as the “Cultural
Capital of the Arab World” by UNESCO.
The monument was inaugurated in its new locations in 2015 and is said
to have been designed to highlight
Sharjah’s artisanship in engineering

and to reflect its cultural heritage and
innovative designs. Was there an
intention to have linked your design to
that monument or was this an accidental
intention based on your findings?

TH: It was a coincidence. This monument
is a prominent destination and landmark
in the Emirate because of what it
symbolises. It is interesting how the
shapes come together and yes, | see the
resemblance now that you mention it.
(refer to Image 5 - Sharjah Arab Culture
Capital Monument)

FA: One of the most
remarkable governmental
buildings in Sharjah is

the Sharjah Municipality
which was designed by
the Spanish Architect
Carlos Marinas Rubios.
Rubios, being from Spain
has created an impression
through monuments and
sculptures on roundabouts
in Sharjah for more than
30 years. His designs

are not as excessively
proposed in a classical
manner but | would say
that he has managed to
create a sense of a unified
impression in Sharjah,
however the Municipality
building is one of the
utmost classical recent
government buildings.
Why was the building
made in this style and what
was Rubios intending,
considering its complexity
and excessiveness?

Image 4

TH: My conversations with Architect Carlos Marinos Lane (son of Rubios)
from Carlos Marinos Art & Design and Architect Hussam al-Din Mahmoud
Ali Khalifa (son of the founding engineer Mahmoud Ali Khalifa), from the
Academic Office, were very eye opening. There is a deep understanding
of great responsibility that comes hand in hand with creating architectural
hybrids and introducing new elements within a city’s landscape. The
vision of His Highness Sheikh Dr. Sultan bin Muhammad Al Qasimi,
Member of the Supreme Council and Ruler of Sharjah, to introduce these
architectural hybrids and motives were met with care and attention to
detail by the teams chosen to realize these projects.

FA: If we look at Sharjah today, how can we try to define its overruling
architectural style and do you predict a change in it based on your
research?

TH: There will always be change, as long as it is organic, which | think is
healthy. From my research and conversations around Sharjah, | saw a lot
of respect and admiration for the Emirate and the vision behind it which is
always the stepping stone for building and sustaining a city.

Photographs of governmental buildings are image courtesy of
Majid Al Bastki.

Image 5
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by Adina Hempel

Sharjah: A Dialogue of Modern
and Traditional Architecture



Architecture has always been a reflection of society,
time and location. Impacted by local conditions such
as climate and culture, architecture is the physical
representation of sociocultural and socioeconomic trends
and often portrays the ambitions and positions of the state.
Architecture therefore can be understood as a reflection
of ‘cultural identity’ as well as the creation of such through
its physical form and space production. How ‘identity’ is
created is a widely debated concept and not necessarily
part of this article; however, it is important to consider what
are influences on the creation of identity or the perception
of what is created. Some important components towards
identity-building in architecture are aspects of living
conditions and historical developments; trade is a major
contributor to the architectural language and has led to the
adaptation and transformation of specific architecture styles
and its elements. With the exchange of goods through sea
trade and/or airborne trade, came the introduction and
appreciation of a new architectural aesthetic vocabulary.
The impact of trade on architectural vocabulary and form
is as old as globalisation itself, whether it was through the
Silk or Spice Route or later resulting from strong maritime
connections through the decades of colonisation. It is
therefore not surprising to find a diverse architecture
language in many port cities. Sharjah is no different, having
had one of the longest histories as a port city in the United
Arab Emirates.

Architecture and trade in Sharjah

Sharjah, one of seven emirates in the UAE and often
celebrated as the cultural centre of the country, formed an
important port between the 16th and 19th century. With
two coasts, one at the Arabian Sea and one at the Indian
Ocean, Sharjah saw various European seafarers come to its
shores. The Eastern shores, specifically Khor Fakkan, saw
the Portuguese arrive in 1507 and would leave the coastal
town at the Indian Ocean with fortification structures built
by the Portuguese. The rich pearling industry, which was
a main source of income in the whole of the UAE until
its global decline in the 1930s, not only attracted the
Portuguese but also the Dutch in the mid 18th century.

As the British intended to expand their trade links with
India, the growing maritime power of Sharjah did not go
unnoticed, which was followed by the widely known Peace
Treaty in the 1820s, establishing a British protection and
large influence along the Trucial Coast (Kay, 1992).

The influences of such trade and maritime connections
are vast, some of which can be found in the numerous
museums, whether that be the Archaeological Museum in
Mleiha, highlighting its important location during the Iron
Age, or Qasr Al Dibbah, the fort built on the foundations
of the Portuguese fortification structure. Sharjah city itself
was also known as one of the leading ports in the Arabian
Sea, and its commercial and political importance was
recognized by the British Empire, who established their
political outposts in Sharjah in 1823. While Sharjah’s
port remained a leading place of exchange of goods until
it silted up by the mid 20th century and the neighboring

port of Dubai took over, resulting in the move of the

British political agent to Dubai in 1954. Building on this
connection and requiring a stopover on the way to India,
the first airport of the country was opened in 1932 and
welcomed airplanes by the Imperial Airline. Sharjah’s
connection to the British Empire was not without effect

on the built environment. The first hotel, or rest house for
guests traveling to India, was established along with the
airport. The commercial development of Sharjah saw the
growth and development of leading trading places offshore
and important architectural and urban structures that until
today form key urban and architectural typologies in the city
fabric of Sharjah. Structures for on and off loading or selling
of goods (souks) and storing of products (khan) as well as
places to exchange money and house travelers were built
along the port (mina) in Sharjah. Neighborhoods such as Al
Mareijah or Al Shuwaiheein formed the central commercial
areas through their close proximity to the port.

While the growth of the city was impacted to a large
extent by trade and the constant cultural exchange and
exposure, this prompted Sharjah to concentrate on its
inner cultural and historical preservation early on. Another
important component and structuring aspect of the city
growth is also the location along the Arabian Peninsula
herewith the importance of Islamic values or the adaption
of Islamic principles as a whole. In 1998 and again in
2014 Sharjah was named ‘Cultural Capital of the Arab
and Islamic World'. There is a general perception of what
an Arab or more specifically an Arab-Islamic city would
look like. The latter is based on the pillars and principles of
Islam and exists in as much variety as people embraced it
with adaptations to regional cultural characteristics (Hakim,
1986). Architecturally, such influences or vocabulary
can most prominently be witnessed in structures of
public importance, as they help to shape the ‘identity’ or
portray the city’s ambition and value. The frequent cultural
exchange that originated through Sharjah’s trading history
consequently formed the development of a ‘strong’ identity
and its subsequent projection of it.

In addition to being a commercial center, historically,
Sharjah has always placed an important emphasis on
education and culture. The first school opened in 1903, the
first modern education school in the whole country opened
in 1953 and the Sharjah Fine Arts Society was established
in 1980 (Kay, 1992). The ruler of Sharjah His Highness
Sheikh Dr. Sultan bin Muhammad Al Qasimi, himself an
esteemed historian, has further supported the development
and progression of knowledge on these fronts. His keen
interest in history and culture can not only be seen in the
notable publications and continued aim to shed light on an
otherwise under-represented history of the region, but also
in the various built structures since his becoming ruler of
Sharjah in 1972.

Islamic architecture gave modern developments a
local identity in Sharjah

Though it is often debated that Modernist architecture
found its way to the UAE, the application of such ideologies

or elements has taken a much more culturally sensitive

and climate responsive approach. Specifically in Sharja,h
elements of Islamic influence can be found mixed with
modern inspired traces, creating a more or less site-specific
response on the otherwise uniform approach of Modernist
architecture. Trade naturally brings foreign experts to the
country. Following the formation of the UAE in 1971 and
the rapidly growing neighboring Emirates, Sharjah too
experienced a boom in development. While much of the
architecture in Sharjah only recently has followed the trend
of glass/steel architecture forms, the architecture of the
1960 to 1990s shows a different direction. In this period,
various important buildings were constructed, many of
which have been built by foreign experts. Most notably, the
Radisson Blu Hotel, formally known as the Intercontinental
opened in 1982 and was designed by The Architect’s
Collaborative, also known as TAC and the office associated
with Walter Gropius. While this project clearly borrowed its
architecture vocabulary from modernist tendencies, other
buildings in this period in Sharjah showed a more locally
adopted approach. Whether it is the Blue Souk by Michael
Lyell Associates in 1978 or the Sharjah International Airport
designed by Halcrow in 1976 or the Souk Majarrah also

by Halcrow in the late 1980s, what seems obvious is that
some projects in this period had adopted Islamic elements
(Bambling, 2014).

From the 1960s onwards and even as early as the
1960s, Sharjah welcomed architects from all over the
world (Habib, 2016). Following close observations of the
various styles and elements used in the built environment,
one can notice that buildings specifically catering towards
an international audience such as hotels display the use
of more international architectural vocabulary in order to
welcome the international traveler who is used to world
class standards, while places such as mosques, museums,
souks and infrastructure projects (e.g. airports) clearly
adopted more regionally relevant elements that are largely
Islamic influenced. This not only reflects a clear vision
of the cultural identity or the one that the city aims to be
associate with, but it also positions architecture within
a strong reference to the regional context itself. Further,
the involvement and leadership of H.H. Sheikh Dr. Sultan
bin Muhammad Al Qasimi has played a crucial role in
the development of those structures and has guided the
aesthetic language, leading to a specific representation
of the Emirate’s architectural language. Similar guidance
can be witnessed in the Emirates of Abu Dhabi and Dubai.
Specifically, in Abu Dhabi, where the construction of new
buildings had been clearly directed by the decree of the
Abu Dhabi Municipality in 1982 which stated that new
buildings are to reflect the Islamic heritage (Bambling,
2018). With the rapid development of the country following
its union in 1971, architecture most certainly has always
played a significant role in establishing a ‘cultural identity’
and a stronger attention and adaption of Islamic and
traditional elements in architecture that can be seen in
most cities.

Ataya, M, & Deemas, A. (2011). Museums
and the Representation of Islamic Cutture:
Sharjah Case Study. Museum Intemational,
63(3-4),59-68.

Bambling, M. (2018). Lest we forget:
Structures of memory in the United Arab
Emirates: National Pavilion United Arab
Emirates - la Biennale dli Venezia 2014. Abu
Dhabi: Lest We Forget

Habib, R. (2016, December 4). Sultan Al
Qassemi documents the modern architecture
of Sharjah. Architectural Digest Middlle East.
Retrieved from https://www.admiddleeast
com

Hakim, B. S. (1986). Arabic-Islamic cities:
Building and planning principles. London:
Kegan Paul International Limited.

Haughey, P (2018). A history of architecture
and trade. New York: Routledge.

Hawker, R. (2008). Building on desert tides.
Southampton, UK. WIT Press.

Hillenbrand, R. (1994). Islamic architecture.
New York: Colombia University press.

Hoag, J. D.(2004). Islamic architecture.
Milano: Electa Architecture. Milano: Electra.
Radoine, H. (2014). Islamic architecture:
between tradition and aestheticism. University
of Sharjah Joumal for Humanities and Social
Sciences, 11(2), 1-15.

Kay, S.(1992). Sharjah: Heritage & Progress.
Dubai: Motivate.




0 [2j939 canliall (2011) T ulapg <o <liac
caniall .aayliul alls duwlps duotbudll @alaill jlpl
.59-68 ((3-4) 63 « gl

0 63115 plleo i i 1l (2018) .0 8JJJ.LOLI
dupell Ciljloyl dlgal bl pliadl:clloll 513
buiss o iy 6 gl 6jlaell yopeo — 5aaiall
ol il b ol 2014

aulall glalw (powys 4 .2016) ) ccaun
gyl dlao @ jlidl Lo apall 6lasll Gigy
https://www. :jssaoll awgdll Gl Cuunyls
admiddleeast.com

‘Aol lll dupell adl .(1986) yu i «euSa
Jor uless aspi wysdl adasilly clidl ¢gslo
L6390l dulgall

yguoui 6)lailly éjlaell Ayl (2018) i eom
-alig)

“yglpuall Gldsll e <Lidl .(2008) . jSom
Baaioll @Slaall (Ugitelgiglu

wygugui drotlwlll 6jlaell (1994) .j «silpidum
LuoglgS denla dedlno

sl gillio drotbiutll 6jlaell .(2004) 5.0 fom
psd] rgidlio . piaisy)l

6)loell :auo b dl 6jloell .(2014) . (ugsl)
deols dlao . Jloall sedlly Jualill pu &sotlusll
1-150(2) 11 Jdaclaindllg dyiluailll eolell dg )Ll
it oadilly il : sdé bl . (1 992) . «sl8
il Cuatigo

s opall i aa dlaliae Lml:.ll +aai 1990 Il 1960 NG
clpa sy Gle 8)lodll oo le,o.m|9 Siball ”.l| NYJEVEC]| VTV
cglt yguusly §sia el.u.n| i« uoaguaall axg leg ailal
dooung 1982 plell o LJLLUJJ.IgS_}JJ' il Loww) cagyeall
«(TAC) puuly dagyeoll ©gigleill ujlagall (uusigall dueoa
gopiall 1xm ol gis o9 .uugugs sillg Jsojll lgsiSeg
1J| cdgdlsall Alnlaidl o CLIJ[O.Q.O.” ailsjao 2949 el
I._l).G.bl as bl spiall elli a AL Al sl uall ol
Gl alindll jui ¢yog « LJJ.a,aJl alall 8_||.|a_L| ljlail jisi lagi
Jall JSulo ancua (3l (sjSpall Ggull) jlll Goull gm s
ooua (s3ll Glgall aa)lidl jlnaog (1978 plall o u.xu..uug,w|
Lal 9iSln annun Sl 820l (guug 1976 IQLSL” oo gl;SJ.m
Clegpinall yasn ol Sle Jai Lo gmg cnliiyiladll jalgl sa
Lgmuanwihu|pahcun_\am|opd|x_lhun

(2014 . gialiol)

ghusigall aa)lidl sl byl gllho 3o
cpoll ySeug (2016 cn) pllall clail a2 go jlosall
dosaimall dalirall paliellg bleilll o faill uleo| s
Qg e wisiai Gill il ol sl ol yisall &l o
sjoll plaaiul Il Jgai «gsliall Jio Llgs |ggon aysail
cHpaluall claindll (o ¢giS duollell dyjlosall culspaoll oo
ol O 0 (sghuall CU.och Jleo e cpslieal uulgall
legpivog Glgumilly canliallg salusall Jio (guadll dauidll
paliall jlul Gl agragy cujlil (wljlasll Jio) dyiaill dyill
l3mg .dro bl §)loell ygiay pus JSuiu l._l}.ILI Sl dadaall
Al el gl dalaill dyggll Ayl digsoll dyg) haa GuSey Ul

aaladll o Laul Jony aisl ' lgs boluipll Sl digsoll asgi

wle 8glle diusall Lo dgjloeall jall bunbul ligSe dasll
ollali jgissll Apidll gowul cinlia 6sliag aSjluro el (el
il poell bloidl el Hohi 4 Lo.ujl: )93 Soumlall sano o
61308 dyjloso 5jg0 Jasuid I L_I.\Ig cayllaall a2l ayagig
R l_,.dog_ﬂ Gijlol (50 ail3 angill @asilo (Seyg .6)lolll
rol.sz.” oo J_\ba_” UJ.ngl sy pguipe yai cauaaill ang Lleg
ENTP VIR Lualusl leapo olbulll Cil il Gosy ol he 1982
gapull Johill &09.(2018 e.uJ.le 8jlodll 58 dxsall Giliall
)93 dyjlocall dunsigll cuel (1971 plell 4 lnslhil sey 51Ul
ahsllo Jguy Cuay Caaladll diggll” Anugi o lailsg lago
91t lgajiolg il ilg dgotluntl aliall; ploiml sse
Uaall ro.|a.9.o L_,,n &)loell

as;Lidl bl yey pl ailayjso Sle dyjghlpolll digall
b Gle 8"}‘“'" s ey ol ugs o il pll dyjglal po il
9| i Jol dold] go jlnall plidal olji séa :QJJJ'JJJ'Q bl
0 )il jghill osl sal . siglh S| cpaluadl clljill dal il
" ayjlosaoll elleallg dylabudl dylhill ySlolll goi ] aa)Lil
S3lai pgull Gin JSuld illg ‘Lm1|.m_\j|g fi.o.gf.ll &;,il).o&ﬂg
dgsell Cusgu las .44 )LidI digso i S0 Q) CU.||},o.£
CHAT 9| (Slgudll) gibadl gu g| LJ.J.o.:.JJ Calinio g
Jlgodll Jslil gslol Sl dalia) lgaspai gi (0l) culaiiall
lgaig «dd)lil clivo Jgh le gypabuoll dabaiul Jjliog
Loyl o jsho ] -crsgasuillof Gasall Lo ~lglol 2ol
.clisall ;0

u_c:l.n.1.|| siadlg (sylaill Jsball }J.ILI AMlji gog
mjuS)i adgi ol aajlidl e ulS (dipsall gai e (ijeiuall
JSuo udg o lgay)lig dualaill lglugm e blasll gai
Gapall spjall 2uts Job (e sioall 85 )L aBge JSibg
lgizomil Ii dissall gai 8 ljgao lilag lago il lpaic
1998 plell ;ad .drollulll qsu}w.” ¢sslo Lguiuig o tudll
pellell dualai douale” da)Lidl cugsun 2014 plall o |_\_\.3.og
ol ) ey aily sa o l3mg . l_,.o.lhuJHg el
|.U.\3JJJ.5|J.SJUJ9IQU}.CQJJ_\DQLL£9_UJMLOJLDLCIJ9JQJ
Sl el ¢gsbog ulSJ| ole podi drolluw dupe dyso
ro.eJlo.anlLLﬂgOJ.mmub.nb;uau.o}uS giiy Ay
USeu cdyjlogall dnlill (o (1986 (usSa) cu.l:.o.” aalaill
calduiall o j)b JSsu calspaall gl cal ilill o3m dlanile
) aalellai jui 9| ‘Aggll” JuSui b g lgigs dolell
e b (3l psiall aladll Jsball L_§_>| aal .lgioudg digsall
lglullay cuall “au98” dygm JuSudsi I Syl aaybindl Ayl
Aigsall JSudis e laadl

S uls Ladlad L|_|l3_| |).SJ.o lgigSq «&jlaill wuily g
caalaillg puleill Sle lgayli peg jus JSuwin Lucu.o aa Ll
duyso Jol cuniialg <1903 plell a duijso LJg| caaiial 3|
1953 plell o l@J.o.SLJ algall (sgimo le dysa drodled
1980 plell o dseall ygiall 4a)bull 4ueax -._u.w.uhg
ullalu jgisall e_u.uJ| goudl Liaba pes 289 .(1992 (k)
«aajbidl sl SLedll Gulaoll QuAc u.o.an“ EV-CVI]
03m e lgosdig daymall pghi (G900 040 s gmg
e q.oLcu.”g Al syl ogown ploiml paiay lg .calgsall
ol Gle cguall lybwil dbalgioll aycbuog &jjlll aililis
JJJa.ll ég.ul_,.n Lol jp Ji Lsals Lolainl Gl el il dahioll
asjbull o pSall ploj aulgi Ao lmasgwis il auisill &yjlosall
1972 plell

Calegpiio e ehi drolludl 8jlosll dlal
dulao dugm dadjLindl aieil q.lj.msdl $)laell pghill

Caaje dlaall 8)loell ol Joo Jaall jos [ | juis
_ oim Jio Gulai ol U] 8axioll dupell caljlodl Sl oy
bl J.J.Sl lagi Aail (Q_.n|9J| .Jaﬂ e paliell g| Cilinglgusadll
exysaill ang Gle . Aliall cag il dulaiiulg alaill ggsell
dajioo ad)ludl 4 ,go.llmJ“ }.ub.” palic Jle jgiell gSed
Iaspa lealb 30 ol JSuin Glag Lo «Cusall paell jUl &o
chaiuig .dusall §jloell sagall agill ye lojros (digsoll
lJJ.UJ..LILI aeud ol G cadlsdll dlpall Wl el 6laill
84ig scbiaig 1971 plall a ésaiall dujell culjloll dlgs
dpak Ll a8 Ll cisgan 6jglaall caljlodll o gedll
jpall o pisll ol gog . sgeiill yziall e dbguuo ju
aoilall 8jlasell blail 340 cuini 28 aa)lidl o ajlasall
8adl cils il dyjlosoll Jisuidll ol ] ‘ab}”g ‘wiball Lle

I e Ln_\ba [ |)JJ.9_I 6jloell cuils lallial
}.ILJJ ajloeall JJJa.” ul cagpeall og .ulsallg Cudgllg
_uuSei el omg «dalalllg Aliall Jio dulaall cagpall
Lo Wleg bailull dusbaialllg daxalailly duclaiadll calmlailll
lg.l| le 8jlosll pga ySou «ellil lgadlgog dlgall culella jui
Cun o duggll odm JJ.S..U.UJ o|_\|g ‘aualaill &yggll” | uulSail
Sle fils gl é Cl.o.lg Ul poell supdui ;u]luﬂg Ssladl Jsull
dllaoll odm uils ulg “diggll” JusSai o Joa guilg Glhi
ulSay dponll o ail sy tdbiadoe &)guay Al Gayeii Ul
uulys g| duggll Jusulii a 84igall Jolgell a jhaill piy ol
cagphall Jelg . Jeall LeJ.o JSuisi Lo Jga dedlall ciljguaill
duggll cliy wiligSo J}.|| oo daylll ciljghillg duiyeall
‘dyjlocoll aolll o Luud) Ipaic 8) il JSuui Loga ‘CLIJLO.SLO.”
JaSuig 63320 dyjloeo bloil &lua SO g lgigs
8)laillg dupall &)laill pe ¢ gludl Jsli (ssl saa lgiligse
9o palllg (33432 dyjloso cilspan Jasl Sl « |93 dlgonall
l_,J.: éylaill }J.JLJ ul alloxll lgiosdl guulg padi Cugas lg.l|
lguiai dolgell pady pusd }.o| g lghlailg dujloeall calsyaall
3l e of JJ|9JJ| G gl ppll Gupa JUa o ells IS clgun
el o gud d3l L jloeiwdl sgac ol dagall dypaull aylgyll
g .ilgall uso o spsell é dcgiio &yjlaso jil Lle jglell
ot Jolog Jiohs 2l Lol OIS a6 lae (e 45 Ll aliai
baaioll dupell culjlolll @gs (6 dadalull ysall
aajLadl o 8)lailig 8jlo=ll
Siljlolll élgs o guull aljloll s3] o aajlull
calgall alai iS10S gy claindll et Lo 8sleg il dpjell
gusbudl ipall g &silgall jul gu go ils gil e Duas
Jhu 3l gty dajlidl cils lellalg . piie guulillg pine
el Uaao «saigll hunoll Sle jalllg wapell jay Sle lomaal
JS40 Cudg Mo lgihlgis Sl l9sag sl gangyolll 8jladll o
Jsi2g <0158)95 Tsssady dsbypil (obalgril Casgi 32
eacljg (uS)li laadl lmg)sle ¢uillg 1507 plell pulleipdl
. ball e Jhall lghabw e dvanell ¢ all o sysell
buugd jsuae cuils Sill —éaapell glgHI dclua ST @l . (ssigll
Giligdli 6 Lelle lgealsi ia caljlodll clail &on S0 Jasll
casilggll TETHEY uJJJlQ.I}J.U w13 Jauao —U.ml.o.” ugall
[gilS ¢paillagpull ol loag - pitse (olill ypall caniio 4 Ll
pgmgt ulS Lad (sigll go dyjlaill pghilg) guugi Sl Ugeuy
cwadgll el o &.ﬁ_]hi:.ll 6)loll dwoliiall &ujaull 5gall Jmlai
gulg Glhi Sle dagyeoll ro.IJ.;.u.” éamleo plpl Sl pgeas o
diloa yaps Gl cuaal Gillg e gunlill gpall ciliypie o
albaiell Jabudl Joh e leulg I3gai egaiog ayillay
(1992 (k)
gl dyaillg dylaill balgyll oim Jio culpili o]
Bro lgaa Loy ccanlioll calire b lguae) cdlaisl Soig
ego auilpuul gages aa)lidl juy (sillg cdailo a _]Lll”
ulc sl delall tbs pad o 9| fsaaall pacll Lé
oo Ixalg lgigSy @a)lidl digse Cadpé Las il J|J.Ja.||
dyjghlpodl cuayicl sdg cupell o Jalw Lle &Silgall P.m|
Juiai jSlpo lgiold] pe dunbuullg danylaill lgiroml auillagpdl
as bl clivo Jh 389 .1823 plall o aa)Lidl o lgl Gl
upall casaiio Jglay piail ol Sl gibadl J-lil 6ail) dgag
L_g_\| lo ¢joall I3m 6 alao jglaall (15 clivo Jag cppinell
plall Ga s ol laupdl l_,.:.ub.LJ.” wigaiall Jladil I
oo dauljiall aalall Ja 99 caapall aagoll l3gl Iaig 1954
aiial csigll Gl Supall o dillhaoe 3gag Sl cudgll el
hghall ciljilla Jyaiwgl 1932 plall Ga sl 54 jlho ‘_Jg|

169



Jrom Lissl

0)losJl CLDJLIJ.L"
Glpilig dolaall












