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H.E. Marwan bin Jassim Al Sarkal
CEO of Sharjah Investment
and Development Authority (Shurooq)

For many the worlds of investment and art might seem to be
at odds - the first dealing with cold hard fiscal realities and
the latter with the realm of thought and creation — yet this
could not be further from the truth.

Creativity and innovation are crucial to the investment and
development process and there is no community or scene
better suited to nurturing these two pivotal attributes than
the world of art. Which is why (Shurooq) believes so strongly
in investing in the arts.

To (Shurooq), Maraya Art Centre is so much more than
just an art initiative. It is a vehicle through which we aim to
nurture and engage the creativity of the people of Sharjah
and a platform that enables the communication needed for
positive change.

We live in one of the world’s most multicultural cities, a city that
is home to over 200 nationalities bringing with them a range
of ideologies, creeds, and cultural paradigms. At (Shurooq)
we realise that this diversity is a strength, a resource to be
leveraged, because it gives us access to so many different
ways of meeting the challenges of development.

In light of this we are extremely excited to present “Accented”.
It is the individual accents that we bring to the table that add
immeasurable value to our interaction. Although we are from
a diverse community, ultimately we are all part of a single
society committed to the growth of Sharjah and the U.A.E.
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Giuseppe Moscatello
Maraya Art Centre Manager

It is without doubt that geographical borders as we know
them today are a relatively new concept. Erupting from war,
violence and peace treaties, these ‘new’ geographies did
not take into account the multiplicity of ethnicities, sects,
religions and races, which in turn have made these new
localities areas of conflict. And this makes me think about
the importance of dialogue and how it could have been used
to better understand these structured proposed borders:
a dialogue that in turn could have established a better
understanding of the region and a peaceful transition to
statehood.

The increase in sectarian and racial violence nowadays
has created binaries in the world that are clear, both in the
political discourse and in the cultural one. These arbitrary
divisions between North and South, East and West, Black
and White have surfaced making the proposed dialogue
even harder.

And then comes globalisation: a phenomenon intensified
with the rise of information technologies and the wide
spread of communication tools that have made this world
a small village. Globalisation is an important characteristic
of contemporary society and remains one of the biggest
proponents of a much-needed mutual understanding and
acceptance.

The space that is created between the crossing of cultures
is a beautiful space. It promotes peace, it provokes curiosity
and more importantly it encourages learning from one
another. This is evident in the role that migration plays in the
diversification of societies, and the stories it creates within
the very layers of that locality.

The natural mixing of races, ethnicities and languages is then
charecterised by the addition of accents, which are particular
in the sense that, unlike languages, they are not defined with
sets of alphabets and dictionaries, but remain a testament
to our uniqueness and difference within our own cultures.
Accents are sounds of language that remind us that indeed
nothing is truly defined and that we continuously evolve,
even within the constrains of our own language.
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SEARCHING FOR THE VOICE OF DIFFERENCE

Murtaza Vali

With people, culture and information
circulating globally at accelerating rates, our
daily interactions are increasingly accented.
While the processes of globalisation
promise homogenisation, transparency and
translation across cultures, the accent—
localized in and expressed through the
body—represents the residue or remainder
that challenges these claims. It lies
beyond translation, which strives to find
equivalences for a particular expression in
the syntax of another linguistic or cultural
system. It is what exceeds language, resists
assimilation and remains opaque. It is how
newness enters a language or culture.
As the aural component of language, it
embellishes its script sonically. Yet it can
also be visual. Accent marks, in particular,
indicate how text is to be enunciated, that
mediate the relationship between written
and spoken language. In this exhibition
the accent is not conceived of as only a
linguistic phenomenon and the processes
of cross-cultural interactions examined
extend beyond the limits of language into
the realms of images, spaces, sounds and
smells. The accent is also understood as a
feature that contrasts with or complements
a decorative style, the key element that
makes an interior come to life or a fashion
outfit come together. It is additive, a
pronouncement that focuses attention and a
flourish that distracts. It is an embellishment
that emphasizes difference, an accessory
through which culture is expressed on
bodies and introduced into spaces. The
UAE’s unique multicultural demographic
creates a condition where social and cultural
space and life are, arguably, always already
accented. Read through this theoretically
enriched notion of the accent the works in
this exhibition examine different facets of
this contemporary condition, revealing the
varying textures of the distinct cosmopolitan
ethos it produces.
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Sound It Out

While accents are most closely tied to
speech acts, accent marks are common
in most written languages, expanding the
phonetic capacity of the basic alphabet. A
trained calligrapher, Pouran Jinchi’s practice
investigates the relationship between
the scripts and sounds of key regional
languages like Arabic and Persian, visually
teasing the two apart. In Tajvid #2 [Sourat Al
Omran] (2007), Jinchi laboriously transcribes
only the diacritical marks of Arabic from a
verse of the Quran in ink onto a large paper
scroll. Without the calligraphic curls of the
consonants, the Quranic text is transformed
into an array of abstract marks akin to Morse
code. Language is emptied of meaning and
reduced to its accents. Intended to ensure
the Quran’s consistency through time,
tajvid is a system of rules for recitation that
guide the reader, especially those from
different linguistic backgrounds, through the
conventions of Arabic pronunciation. The
use of this diacritical system distinguishes
al-fusha, or classical, literary Arabic,
from colloquial Arabic and lJinchi’s scroll
inadvertently reminds us that it is precisely
the absence of diacritical marks in everyday
usage that allows for the rich diversity of
local accents and dialects across the Arabic
speaking world.
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Pouran Jinchi

Tajvid #2 [Sourat Al Omran], 2007

Ink on paper 365.7 x 134.6 cm

Courtesy of the artist and The Third Line Gallery, Dubai
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We rarely think of technology as possesing
an accent, though anyone who has used
Google in different parts of the world will
know this to be true; to penetrate a local
or regional market technology has to adapt
to its linguistic and cultural context. In
Untitled (2015), Jaret Vadera investigates
this phenomenon further through a
commercially available Indian accented
computer-simulated woman’s voice, an
uncanny hybrid of technology’s global
ambitions and the stubborn residues of the
local. As this disembodied medium, which is
simultaneously familiar and alien, reads out a
text about accents compiled from Wikipedia
entries, it challenges our assumptions
about the link between accented voices
and real bodies, and about which accents
are privileged enough to forgo their bodies
entirely.
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Jaret Vadera

Untitled, 2015

Digital video 6 minute loop
Courtesy of the artist

While much of the work in this exhibition
champions the accent as a stubborn and
subversive sign of difference, as a locus
of agency and resistance, Lawrence Abu
Hamdan’s Freedom of Speech Itself (2012)
is an important counterpoint. Highlighting a
controversial practice in which the accent
becomes a tool of prejudice and injustice,
Abu Hamadan’s audio essay examines the
United Kingdom’s use of voice analysis
to determine the origins and authenticity
of asylum seekers’ accents, weaving
their heartfelt testimonies together with
statements by lawyers, phonetic experts and
Home Office officials. Outsourced to private
contractors based in other countries, and
often conducted quickly over the phone, this
supposedly scientific but essentially flawed
practice has resulted in numerous wrongful
deportations. The audio track plays in a
darkened room that houses a large tabletop
sculpture of voiceprints of two different
people both saying the word “you’” Made
out of acoustically absorbent foam, the
voiceprints are presented as topographic
landscapes, mapping voice onto territory,
and their undulating contours accent the
room’s overall acoustics creating a unique
listening environment.
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Lawrence Abu Hamdan

The Freedom of Speech ltself, 2012

Audio, acoustic foam 35 minutes (audio); 200 x 220 cm (sculpture)

Courtesy of the artist and Galeri Non, Istanbul
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Abbas Akhavan

Pearl Divers, 2010

22 Carat gold on Xerox copy 29.7 x 21 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Heritage as Accent

First presented alongside Islands (2010)—a
gilded map of Dubai directly painted onto
a wall in The Third Line Gallery that was
eventually sectioned off and sold in the
manner of a speculative real estate auction—
each of Abbas Akhavan’s works on paper
(all 2010) begins as a cheap and somewhat
clumsy Xerox copy of a page from various
anthropological and historical accounts
of the Gulf. Each features a photograph of
an activity integral to traditional pre-oil life
and culture in the region—pearl fishing,
date farming, nomadic pastoralism—whose
details Akhavan carefully embellishes in
precious gold leaf. While the photocopied
image and the surrounding text fragments
will inevitably fade over time the gilded
details will remain lustrous. As such, these
works function as wry analogs for the way in
which cultural heritage is often constructed
and preserved in the region, a process in
which iconic elements of the pre-modern
past are isolated, recuperated and marketed
as essential parts of local culture, becoming
key elements of national brands, while the
broader context and history associated with
it is gradually forgotten.
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Applied to and hence carried by the body,
we associate perfume closely with its
continuing presence. But a strong scent
can linger long after the body that bore it
has vanished. This uncanny experience, of
encountering what amounts to an olfactory
ghost, is familiar across the Gulf, where
both men and women heavily perfume
themselves, and where certain types of
scent, especially of the musky Oud-based
variety, are linked to discourses of heritage
and cultural authenticity. Raja’a Khalid’s Oud
Aura (2015) recreates this experience in the
gallery with an industrial diffuser spraying a
burst of aerosolized essential oil at regular
intervals, accenting the space with an aura of
Oud. Accompanying the diffuser are the first
two pages of a recent patent for synthetic
Oud. Laborious to harvest, natural Oud is
very precious and prohibitively expensive
and, given its high demand, has been
largely replaced in the perfume industry
by synthetic essential oil. By revealing the
increasingly synthetic nature of this common
marker of cultural authenticity! Khalid’s
installation questions the simplistic ways
in which heritage is popularly constructed,
understood and marketed.

"Mahmoud Kassem, “The UAE credit card with a scent: Al
Hilal Bank targets women with aromatic offer; The National,
18 January 2015, accessed January 2015 ,20, http://www.
thenational.ae/business/banking/the-uae-credit-card-with-a-
scent-al-hilal-bank-targets-women-with-aromatic-offer.
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Raja’a Khalid
QOud Aura, 2015

Industrial scent diffuser, synthetic Oud essential oil, ‘Oud Odorants:
Patent Application WO 029958/2013 A1/Abstract and Prior Art’

Dimensions variable
Courtesy of the artist
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Space and Place

Ammar Al Attar’'s photographs simply
document the gibla wall in prayer rooms
across the U.A.E. Establishing a typology, the
series allows us to deduce the fundamental
requirements of daily religious practice in
Islam: a niche that designates the direction
of mecca, space behind it where the devout
can line up shoulder to shoulder in rows,
clocks so that prayers are offered on time, a
shelf where copies of the Quran are stored,
and a microphone so the imam leading
prayer can be heard by all. But variations—
some subtle, some stark—reveal much
about the larger structures where these
prayer rooms are located and the types of
people they serve. With strong clean lines,
recessed lighting, and plush carpeting,
those at malls like Mirdif City Center and
Dubai Mall are slickly decorated to match the
neoliberal, globalized aesthetic of the larger
structures. Others are more distinct: at the
Omar Al Khayam Restaurant in Al Dhaid, the
gibla wall is covered with glazed ceramic
tiles, a sagging maroon curtain struggles to
block the blazing sun, and a cheap woven
plastic mat provides little cushioning for the
kneeling worshippers. As a series Al Attar’s
photographs reveal how religious practice
accents architectural space and vice versa.
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Ammar Al Attar

Mirdif City Center, Dubai, 2012

Lambda C-Print matte 42 x 59.4 cm
Courtesy of Barjeel Art Foundation, Sharjah

With a keen eye for the off-key, Farah Al
Qasimi’s photographs represent the U.A.E.
not through real life vistas but imagined
projections, through found representations
of landscapes that capture the fugitive
traces of the local. Al Qasimi is drawn to
interstitial spaces that hover between being
rooted and untethered, where vernacular
fantasies often betray aspirations to be
global, privileging the eccentricity of the
former over the homogeneity of the latter.
In Meat Joy (2014), an Alpine idyll butts
up incongruously against a dirty sink filled
with waste from a busy day of butchering,
the painted scene a modest attempt to
escape the drudgery of the everyday. Old
McDonald’s Sign (2014) meditates on
the incomplete effects of globalization,
capturing the ghostly outline of McDonald’s
famous golden arches on a dusty wall by
the side of a highway. Broken Sandcastles
(2014) resists the urge to photograph
Dubai’s famous skyline, presenting, instead,
a tongue in cheek simulacrum: a detailed
but somewhat distorted sand sculpture
whose fragility questions the prestige of the
original. Al Qasimi’s photographs suggest
that locating oneself in the U.AE. is tricky, as
landscape here can be elusive and is always
somehow accented.
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Farah Al Qasimi

Meat Shop. 2014

Archival inkjet print 69 x 86 cm

Courtesy of the artist and The Third Line Gallery, Dubai
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For Lantian Xie, the countless neighborhood
cafeterias found across the U.AE. are
spaces that express the country’s true
cosmopolitan spirit. Just as their menus
are a mish-mash of many cuisines, their
patrons speak different languages and hail
from a variety of national, ethnic, cultural and
socioeconomic backgrounds. In contrast
to the exclusive celebrity-chef helmed
restaurants in Dubai’s countless luxury
hotels, which primarily cater to tourists
and metropolitan elites and are somewhat
interchangeable from city to city around the
world, these modest establishments are
egalitarian spaces that embody and express
a vernacular cosmopolitanism rooted to
the region. Woodland Fern No. 4 (2015) is a
modest monument to this unheralded space
of local multiculturalism, a 1:1 recreation of
an accent wall found at Xie’s neighborhood
Eat & Drink Cafeteria, its enigmatic title a
reference to the wall’s exact shade of green.
Extracted from its original architecture and
imported into the gallery, the wall becomes a
multivalent symbol: a monochrome mural, a
Chinese spirit wall, and a chroma key green
screen, a mutable background that, like the
cafeteria that inspired it, can comfortably
accommodate the whole world.
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Lantian Xie

Woodland Fern No. 4, 2015

Wood, paint, fluorescent light 275 x 608 cm
Courtesy of the artist

Alphabets, Algorithms and Codes

Abdullah Al Saadi's Alphabets (1990-2013)
is a handmade book that showcases seven
novel alphabets (six based on Arabic and one
based on English) that the artist has developed
over the last two decades. Al Saadi’s artistic
practice draws significantly from the flora, fauna
and landscape of the mountains near Khor
Fakkan where he lives, and his alphabets often
incorporate elements from his daily life in these
rural surroundings. One set is based on the lines,
curves and shapes suggested by the anatomy
of his donkey companion, Camar Cande, while
others take their cues from the bodies of
birds and humans. Translating observations of
his natural environment into an idiosyncratic
linguistic system Al Saadi reminds us of the
pictographic origins of many alphabets, and
that languages are rarely abstract systems but
are accented by the social, cultural and physical
contexts out of which they emerge. Another of Al
Saadi’s novel alphabets celebrates the humble
sweet potato, a root vegetable indigenous to the
rural area where he lives and works, and whose
varying biomorphic forms have long inspired his
artistic practice. Begun in 2000, Al Saadi’s Naked
Sweet Potato (2000-2010) grew out of elaborate
formal taxonomies the artist developed by
simply cataloging the shapes of sweet potato
encountered in daily life. Through the years, Al
Saadi has repeated these suggestive forms,
which are both bodily and scatological, in
different media—small ink drawings, large
colorful oil paintings, engraved rocks, delicate
clay replicas, larger found metal sculptures and
handmade bronze jewelry. In 2013, for “Emirati
Expressions: Realised; Al Saadi translated these
forms into twenty-four gold jewelry pieces,
creating a set of precious but playful fashion
accessories accented by nature’s breathtaking
diversity and literally rooted in his native land.
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Abdallah Al Saadi

Naked Sweet Potato, 2013

Unique pieces of 18 carat gold jewellery Dimensions Variable
© Abdallah Al Saadi; Photo courtesy of Abu Dhabi Tourism &
Culture Authority, from “Emirati Expressions: Realised”
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Also made of metal, Jinchi’'s Hammered 7 and
8 (both 2014) each consist of a copper panel
that represents a page from The Blind Owl,
Sadegh Hedayat’s twentieth century literary
masterpiece, a macabre text that revels in
the inevitability of death, positing it as the
true engine of life. Jinchi only transcribes the
nuqtat to the metal sheet, each dot carefully
hammered out by hand, creating a delicate
but covert braille-like pattern of protrusions
that catch the light and cast the slightest of
shadows. Making language tactile, legible
only to those in the know, these coded
panels ensure the continued circulation of
this controversial text.
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Pouran Jinchi

Hammered 7 (from “The Blind Ow!” series), 2014
Copper on panel 102 x 76 cm

Courtesy of the artist and The Third Line Gallery, Dubai
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Interested in parallels between the Internet’s
hive mind and the neuronal networks of our
brains, Vadera uses the Web’s algorithms
to accent language. For File_Not Found
(2013), Vadera created a set of contemporary
hieroglyphics, feeding individual words
into Google’s image search and picking a
representative image from the results. The
selected images are often far from what
one might expect, expanding the potential
meanings of each word. The looped digital
video uses these image-word pairs to
present a short text that meditates on the life
and death of images and information in the
digital age. The vinyl wall piece Even nowhere
is someplace (2015) uses a similar strategy
for the individual words in the titular phrase.
The selected images are digitally abstracted
and combined to create an ambiguous
form that, like a Rorschach blot, allows for
multiple interpretations. Finally, an invisible
world map, indicating the geographic origin
of each image file, is overlaid on top. While
Vadera’s aphorism captures the tension
between the virtual and real, mapping the
formers physical coordinates in vinyl, it also
asserts that absence or transience does not
preclude belonging. Together these works
posit the search engine as a key structure
through which we understand, remember,
and are remembered in our increasingly
digital world.
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Jaret Vadera
File_Not_Found, 2013
Digital video 1 minute loop
Courtesy of the artist
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Vernacular Gestures

Vikram Divecha’s artistic practice draws
attention to otherwise invisible or overlooked
aspects of the U.AE’s built environment.
Working on a monumental scale, Divecha
frequently engages local municipal
authorities and collaborates with the
migrant labor they employ to construct and
maintain the urban environment. Divecha’s
Sculpting resistance (2015), his first public
project in Sharjah, subtly disrupts the
formal order of Al Majaz Park by introducing
an element of playful irregularity into its
precisely manicured shrubbery. Once official
permission was obtained from the Sharjah
Municpality, Divecha began a two-month
collaboration with the Pakistani gardeners
responsible for maintaining the park’s
hedges. In a series of drawing workshops,
the gardeners were prompted to identify
and sketch shapes and motifs culled from
their visual vernacular that they thought
were khubsoorat, or beautiful in Urdu. From
this pool of sketches, new designs for the
hedges were collectively selected and
implemented and will be maintained by
the gardeners through the exhibition’s run.
Shifting agency from the Muncipality to the
gardeners, Divecha’s project replaces routine
order with vernacular flourish, enabling
a modest moment of self-expression for
a group of workers whose daily labor is
otherwise largely invisible, though they toil
in plain site. At Maraya, Divecha presents
some of the project’s residues—sketches
made by the gardeners, hedge trimmings
piled up on garden mesh that mimic how
they are collected in the park—accenting
the gallery with material traces of his public
intervention.
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The Message, Syrian American director
Moustapha Al Akkad’s seminal 1977 film
about the life of Prophet Muhammad, was
made simultaneously in Arabic and in English
so as to appeal to the broadest possible
audience. While script, cinematography, sets
and costumes were meticulously repeated
in the two versions, different groups of
actors—native speakers of each of the two
languages—were used. Faygal Baghriche’s
The Message Project (2010) carefully weaves
together footage of the two versions creating
a hybrid filmic text that spans the linguistic
divide. Juxtaposing the two reveals the subtle
non-linguistic accents—gestures, cadences,
tempo, body language—that each set of
actors and the languages they perform in
introduces into the filmic text demonstrating
that the effects of language are not limited to
the purely linguistic.
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Bashir Mahmood, Mohammed Mostafa Mohammed Junu Mia

Shaping Resistance, 2015

Site-specific intervention in Al Majaza Park; hedges, dimensions variable
Courtesy of the artists

Faygal Baghriche

The Message Project, 2010

Video, 185 minutes

Courtesy of Barjeel Art Foundation, Sharjah
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THE STATE

Syntax Freezone. 2015
Bound book 40 x 25 cm
Courtesy of THE STATE

A publishing practice based in Dubai,
THE STATE’s Syntax Freezone (2015) is a
specially commissioned anthology of essays
that ruminate on the accents and gestures
of language and difference. Though rooted
to its home base, THE STATE does not limit
itself through any regional remit and the
volume’s far ranging contributions, both
culturally and geographically, include such
varied topics as: how post-Partition tensions
in the Indian subcontinent eventually split
the colloquial common ground of Hindustani
into increasingly rarefied forms of Hindi and
Urdu; the sounds of Malayalam and how
they resonate in and through the Gulf; the
draws and drawbacks of employing non-
western syntax and writing in the vernacular;
the degeneration of the prefix ‘Afro’ from
a designation of political opposition to
just another commodifiable fetish of racial
identity; the varying vocabularies of hand
gestures in Italy that index both xenophobic
nativism and immigrant solidarity; and the
brief history and social politics of Emirati
sign language.
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Better Homes and Gardens

The labor of maintenance is often invisible.
Despite their integral role in daily life across
the Gulf, migrant workers rarely appear in
the region’s popular culture. Soap operas
produced in the region, which are hugely
popular, especially during the holy month
of Ramadan, unfold in an affluent bourgeois
world of extravagant houses, lavish interiors
and fancy cars. But the maids, cooks,
drivers and cleaners, largely from South
and Southeast Asia, who labor daily in
these spaces in real life, are missing. In
SOAP (2014), Al Qadiri reintroduces these
absent subaltern bodies, superimposing
them going about their chores onto original
soap opera footage. However, her additions
remain marginal—visually, spatially and
diegetically—quietly haunting these
interiors. Though silent, they visually enrich
the original texts, their bodies adding subtle
vernacular accents to the generic Arabic
dialogue. Insignificant to the narrative,
their presence shifts our attention from
the melodrama to the extravagant mise-
en-scéne, mounting a critique of the vapid
consumer lifestyles portrayed in these soap
operas and which are increasingly taking
hold across the Gulf.
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Monira Al Qadiri
SOAR 2014

Video 8 minutes
Courtesy of the artist
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Raja’a Khalid

Blattpflanzen I, 2015

Archival inkjet print 81.28 x 104.14 cm
Courtesy of the artist

Khalid’s Blattpflanzen | and /I (both 2015),
German for leafy plants, appropriates two
plates from the 1897 edition of the Meyers
GroBes Konversations-Lexikon, a German
language encyclopedia published in Leipzig
and Vienna. Carefully re-photographed and
enlarged, and box framed so as to resemble
a window, each plate is packed with detailed,
life-like drawings of an assortment of exotic
potted plants, providing a glimpse into a
turn of the twentieth century conservatory
or the household plant section at our local
home improvement store. These prints are
part of an ongoing investigation into what
Khalid describes as the “politics of comfort,
an excavation of the history of modern
domestic interior decoration practices,
which first developed in America in the early
twentieth century and were subsequently
exported to and adopted by the rest of the
world. These practices grew out of centuries
of European colonialism, which established
a global trade network that brought exotic
and precious commodities from far away
colonies back to Europe and the New World.
A key element in these protocols of interior
decoration is the exotic household plant,
which brings a bit of the lush green tropics
into homes in cold temperate regions or,
given our present context, into the hot arid
desert.
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Akhavan’s Untitled (Garden) (2015) consists
of cheap cloth sheets, covered with colorful
floral patterns and sourced from a store in
Sharjah’s cloth market, hanging like drying
clothes from a wire strung up high across
two poles in Al Majaz Park. The scale of
the sheets verges on the monumental
and, though made out of soft cloth, their
rigid rectangular forms reference Richard
Serra’s minimal metal sheet sculptures.
Interrupting regular sightlines across the
park’s expanse, Akhavan’s larger than life
laundry subverts the normal, and arguably
rational, order of the precisely laid out park,
accenting this controlled space of public
leisure with an unexpected symbol of
domesticity, blurring the traditional division
of public and private space. By disrupting
the status quo, Akhavan’s intervention
makes the park’s regular patrons more
attentive to their surroundings and to how
the built environment shapes behavior. And
by juxtaposing two very different instances
of garden design, the ‘garden’ printed on the
hanging sheets versus the carefully laid out
and manicured park, Akhavan’s intervention
questions any clear distinctions between
what is natural and what is manmade,
arguing for the interpenetration of these two
realms.

olalal jubie

2013 ((ddma godi)

daline Glwldall apuig yags

2018 Jouilawl (lilo (spulle ccugSyi

o il il splls g Jouilul (lile (splle «oliall (o dordo

Abbas Akhavan

Variation of a Garden, 2013

Pool and fabric Variable dimensions
Installation view, Galeri Mana, Istanbul, 2013

Courtesy of the artist, Galeri Mana, Istanbul, and The Third Line, Dubai
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Architecture and Power

Essentially an inverted crystal chandelier,
Issa’s utopian Proposal for a Crystal Building
(2014) was originally intended for Cairo’s
Tahrir Square, an entirely unexpected,
sublime, luminous column meant to enliven
an otherwise ordinary public space. Drafted
almost a decade before its proposed
location became ground zero for the Arab
Spring, Issa’s visionary structure would have
probably felt as incongruous in the urban
environs of Tahrir then as now. But it would
seamlessly fit into the futuristic skylines of
many Gulf cities, which are filled with such
ostentatious architectural icons. In the
context of this exhibition, Issa’s glittering
tower serves a symbol of the startling rate of
urbanization in the Gulf over the last quarter
of a century, and the broader regional impact
of this transformation. No longer a future
vision but a current reality, its once utopian
incandescence feels somewhat extravagant
now, allowing it to function as an oblique
meditation on how such edifices profoundly
transform and accent urban space and
experience.
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Iman Issa

Proposal for a Crystal Building, 2014

Wooden structure, crystals, lights, treated image of the structure
200 x 50 x 50 cm (structure); 29.7 x 42 cm (image)

Courtesy of Rodeo Gallery, Istanbul, and Barjeel Art Foundation, Sharjah
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Drawing their name from the acronym for
the Gulf Cooperation Council, an inter-
governmental body dedicated to fostering
regional cooperation, GCC is a “delegation”
of eight artists who strategically adopt
the rhetoric, rituals and aesthetics of
governmentality in the Gulf to reflect on
its contemporary culture. GCC’s practice
focuses on how power and authority in the
region are expressed through elaborate
protocols of bureaucracy and diplomacy, and
mediated through architecture and interior
design, through the careful engineering
of space and experience. Figure B: Micro
Council (2013) is a highly detailed miniature
model of a hexagonal conference table
used at two recent summits of the Council.
Shrinking the massive original down to a
less intimidating size allows this fascinating
artifact of power to be analyzed and studied.
Synthesizing discrete elements borrowed
from various Middle Eastern and European
decorative traditions into a distinct style
that encapsulates power in the region, this
hybrid object amalgam reveals the accent
of power and politics in the Gulf.
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GCC
Figure B: Micro Council, 2013

Wood, brass, acrylic glass, glass, gold leaf, paint 12.6 x 67 x 67 cm

Courtesy of Kraupa-Tuskany Zeidler Gallery, Berlin,
and Barjeel Art Foundation, Sharjah
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Longing to Belong

Especially during twilight, surprised
motorists circling Dubai’'s Zabeel Palace
have often reported seeing peacocks by
the side of road. An earthbound bird, the
peacock is a regal symbol across many
cultures, and these wandering strays are
part of a large muster that live on the palace
grounds. Wedged up high in the gallery’s
rafters, exhausted by the effort it took to
get there, Xie’s Taxidermy Peacock (2014)
is a melancholic allegory for his complex
relationship to the U.A.E., a home he cannot
belong to but is also unable to fly away from.

If Xie’'s Taxidermy Peacock
laments an unrequited desire to belong, his
installation Captain Majid (2015) asserts
how the eccentricity of the vernacular
can foster a powerful sense of belonging.
Captain Majid—the dubbed Arabic version
of Captain Tsubasa, a Japanese manga and
anime about the adventures of a young
footballer—brings back vivid childhood
memories for those who came of age in the
Gulf in the late 1980s and early 1990s. It is
emblematic of the idiosyncratic multicultural
landscape of television and popular culture
they grew up with, one that preceded
globalization’s homogenizing influence
And for a Chinese boy growing up in the
Gulf, Majid’s racial and cultural syncretism,
an Arabic voice coming out of an identifiably
Asian body, must have felt familiar and
comforting. In Captain Majid, Xie presents
traces of Tsubasa’s complex transcultural
history: an animation cell from the original
series, a pure image, before voice; an audio
track recorded by Amal Hawijeh—Captain
Majid’s Arabic voice—trying to sing the
series’ original Japanese theme song; and
a takeaway postcard bearing a refusal to
collaborate from Yoko Ogai, who was

2 Launched in 1992, Rupert Murdoch’s Star TV satellite
network transformed the media landscape across Asia,
beaming programming into people’s homes twenty-four
hours a day, seven days a week. Before the advent of Star TV,
television options in the UAE were limited, with only a handful
of locally run television channels showing a hodge-podge of
programs sourced from elsewhere, primarily the U.S.A. and the
U.K2
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Captain Tsubasa’s original Japanese voice®.
Xie’'s open-ended installation investigates
the ways in which an act of transcultural
and transgendered ventriloquism may have
helped root an entire of generation of kids—
both expatriate and Emirati—to a specific
time and place they call home.
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Lantian Xie and Amal Hawijeh

Captain Majid (Detail). 2015

Animation cel from Captain Tsubasa, sound recording,
postcards with note from Yoko Ogai, Dimensions variable
Courtesy of the artist.

Though varied in medium and subject
matter the works in this exhibition seem to
return again and again to the tremendous
potential of the vernacular to establish
a sense of place, to enable a feeling of
belonging, to defy the homogenizing effects
of globalization. While accents can fade they
rarely disappear completely. They resist
assimilation, remaining stubbornly present,
betraying our bodies and forcing us to
adapt to their intractable alterity. If, as the
postcolonial scholar Gayatri Chakravorty
Spivak has famously argued, the subaltern
is, indeed, unable to speak, then maybe it
is through her enduring accent—a form of
expression that emerges from language but
is not bound to or by it—that she will finally
be heard.*

8 Rym Ghazal, “People rarely call me by my real name they call
me Captain Majid or Mowgli'’ The National, October 27, 2014,
accessed October 29, 2014, http://www.thenational.ae/uae/
heritage/people-rarely-call-me-by-my-real-name-they-call-
me-captain-majid-or-mowgli.

* Gayatri Chakravorty Spivak, “Can the Subaltern Speak?” in
Marxism and the Interpretation of Culture, Cary Nelson and
Lawrence Grossberg (Urbana and Chicago: University of
lllinois Press, 1988), 271-313.
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Murtaza Vali
Biography

Murtaza Vali is a critic, curator, editor and a visiting instructor at
Pratt Institute, Brooklyn, U.S.A. He received an MA in Art History
and Archaeology from New York University's Institute of Fine
Arts (2004). A recipient of a 2011 Creative Capital | Warhol
Foundation Arts Writers Grant for Short-Form Writing, he is a
Contributing Editor at ArtAsiaPacific and was Co-Editor of the
2007 and 2008 ArtAsiaPacific Almanac issue. He is also an
Editorial Correspondent for Ibraaz.org, has published in Artforum,
Artforum.com, Artinamericamagazine.com, ArtReview, Art India,
Bidoun, Harper's Bazaar Art Arabia, Modern Painters, Nafas
Art Magazine, NuktaArt and V&A Magazine. He has penned
monographic essays for commercial galleries and non-profit
institutions on Siah Armajani, Fahd Burki, Shilpa Gupta, Emily
Jacir, Reena Saini Kallat, Laleh Khorramian, Naeem Mohaiemen
and Hrair Sarkissian. His past curatorial projects include:
Geometries of Difference: New Approaches to Ornament and
Abstraction (Samuel Dorsky Museum of Art, New Paltz, 2015);
PTSD: Shahpour Pouyan (Lawrie Shabibi Gallery, Dubai, 2014);
extralordinary: The Abraaj Group Art Prize 2013 (Art Dubai, 2013);
Brute Ornament (Green Art Gallery, Dubai, 2012); and Accented
(BRIC Rotunda Gallery, Brooklyn, 2010). He also edited Manual
for Treason, a multilingual publication commissioned by the
Sharjah Art Foundation for Sharjah Biennial 10 (201 1), served on
the Selection Jury for the 2010 Sharjah Art Foundation Production
Programme grants, and has been a guest tutor for Campus Art
Dubai 1.0, 2.0 and 3.0. He lives and works between Sharjah,
U.A.E. and Brooklyn, U.S.A.
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LAWRENCE ABU HAMDAN

Lawrence Abu Hamdan’s work frequently deals with the
relationship between listening and borders, human rights,
testimony, truth and law, through the production of audio-
visual installations, graphic design, sculpture, photography,
workshops and performance. His work with sound and its
intersection with politics originate from his background
in DIY music. His work was submitted as evidence at the
UK asylum tribunal where the artist himself was called as
an expert witness. Abu Hamdan is the 2015 Armory Show
Commissioned Artist and will be included in the upcoming
3rd New Museum Triennial (2015).

His recent solo exhibitions include: Tape Echo, Beirut
in Cairo and Van AbbeMuseum, Eindhoven (2013); The
Freedom Of Speech Itself, Showroom, London (2012); The
Whole Truth, Casco, Utrecht (2012). Recent group exhibitions
and performances include: 10th Shanghai Biennale (2014);
Whitechapel Art Gallery, London (2014); MACBA Barcelona,
(2014); Don’t You Know Who | Am?, M HKA Antwerp (2014);
Meeting Points 7, Beirut Art Center (2014); Word. Sound.
Power., Tate Modern, London (2013); and 8th Taipei Biennial
(2012).

His works are part of the collections of the Van AbbeMuseum,
Endhoven, and MoMA, New York. Abu Hamdan’s writing
can be found in Forensis: The Architecture of Public Truth
(Sternberg Press, 2014), Manifesta Journal and Cabinet
Magazine. He continues to make sonic investigations for
Forensic Architecture at Goldsmiths College London where
he is a PhD candidate and associate lecturer.
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Lawrence Abu Hamdan

The Freedom of Speech ltself, 2012

Audio, acoustic foam 35 minutes (audio); 200 x 220 cm (sculpture)
Courtesy of the artist and Galeri Non, Istanbul
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Previous Work

Lawrence Abu Hamdan Ulson gul gl Lawrence Abu Hamdan Ulson gul gl
The Whole Truth, 2012 2012 . dlolsll déudnll The All Hearing, 2014 2014 . gawuy JsUl
Audio, mirror, lie detector, bench 32 minutes (audio) (Caguall) aduds 32 sedall (i3Sl cadis jlga dlallg (uguall Video still YINTS
Installation view, Tate Modern, London, 2013 2013 usdl (p3ge i Sy Courtesy of the artist and Galeri Non, Istanbul Josthul «ugi (spllag liall (po dordo
Courtesy of the artist and Galeri Non, Istanbul Josthhul «ogi (splleg uliall (o doséo
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ABBAS AKHAVAN

Abbas Akhavan’s practice ranges from site-specific
ephemeral installations to drawing, video and performance.
The domestic sphere, as a forked space between hospitality
and hostility, has been an ongoing area of research in Abbas’
work. More recent works have shifted focus, wandering onto
spaces just outside the home-the garden, the backyard, and
other domesticated landscapes.

His recent solo exhibitions include: Parisian Laundry,
Montreal (2014); Variations on a Garden, Galeri Mana,
Istanbul (2013); Study for a Glasshouse, Peel Art Gallery,
Brampton (2013); Green House, Western Front, Vancouver
(2013); Study for a Garden, Delfina Foundation, London
(2012); Beacon, Darling Foundry, Montreal (2012); Islands,
The Third Line, Dubai (2010) and Vacate, Storage Gallery,
Vancouver, Canada (2007). Recent group exhibitions include:
BNLMTL 2014 (2014), 10th Gwangju Biennale (2014);
The Politics of Food, Delfina Foundation, London (2014);
Counterlintelligence, Justina M. Barnicke Gallery, University
of Toronto, Canada (2014); Ten Thousand Suns, Satellite
Gallery, Vancouver, Canada (2013); 5th Bucharest Biennale
(2012); Tools for Conviviality, Power Plant, Toronto (2012);
Reflecting on Reflection, Galeri Mana, Istanbul, Turkey
(2012); Gold, Belvedere Museum, Vienna (2012); 4th Athens
Biennial (2011); Performa 11, New York (2011); and Seeing is
Believing, KW Institute for Contemporary Art, Berlin (2011).

Abbas is the recipient of the Abraaj Group Art Prize (2014)
and the Kunstpreis Berlin (2012). His works are part of
the collections of the Vancouver Art Gallery, Canada; UBS
Investment Bank; The Farook Collection, Dubai; Alma Mater
Society: University of British Columbia, Vancouver. He lives
and works in Toronto, Canada.
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Abbas Akhavan

Pearl Divers, 2010

22 Carat gold on Xerox copy 29.7 x 21 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Abbas Akhavan olaal gulie
Herd, 2010 2010 «guhs
22 Carat gold on Xerox copy 29.7 x 21 cm e 21x 29.7 daguuio 44)9 le il (o balps 22
Courtesy of the artist and The Third Line Gallery, Dubai b il ball splls g yliall o dosdo
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Abbas Akhavan lalal Gulie
Variation of a Garden, 2013 2013 ((ddan 69&)
Pool and fabric Variable dimensions Installation view, Galeri Mana, Istanbul, 2013 2013 Jouibaul (lilo (spllé «usyi dalire cibuldall auui g yaga
Courtesy of the artist, Galeri Mana, Istanbul, and The Third Line, Dubai s il sl (sl g Jouihaul lilo (splle coliall o dordo
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Abbas Akhavan

Study for a Hanging Garden (detail), 2014

Bronze on cotton sheet Variable dimensions Installation view, Abraaj Group Art Prize, Dubai, 2014
Courtesy of the artist, Abraaj Group Art Prize, Dubai, and The Third Line, Dubai. Photo by Vipul Sangoi



AMMAR AL ATTAR

Ammar Al Attar (b.1981, Dubai) holds a Masters in
International Business from University of Wollongong, Dubai,
and a Bachelors degree in Business Information Technology
from Higher Colleges of Technology, Dubai. His work has
been shown throughout the UAE, and in the Thessaloniki
Museum in Greece. He participated in 11th Sharjah Biennial
(2013), and Artists-in-Residence (A.i.R.), Dubai (2013).
His works are part of the collections of the Sharjah Art
Foundation, Sharjah; the Barjeel Art Foundation, Sharjah;
and Al Sawani Group, Jeddah. Al Attar is currently working
on a research-based project to building a personal archive
and database of the history of photography in the UAE. Al
Attar also leads many photography workshops across the
UAE. He currently lives and works in Ajman.
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Ammar Al Attar

Al Dhaid Farms, Al Dhaid, Sharjah, 2012 2012 s luidl a3l il gjlio
Lambda C-Print matte 42 x 59.4 cm (o1 42x 59.2 deoll pe C-Print 6:ual deih
Courtesy of Barjeel Art Foundation, Sharjah &gyl cugiall Junjb dugo o dosdo
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Ammar Al Attar Jlaell jloc
Omar Al Khayam Restaurant, Al Dhaid, Sharjah, 2012 2012 cagylidl «syidl Afolfj.”}nzro.szho
Lambda C-Print matte 42 x 59.4 cm e 42x 59.4 deoll pe C-Print 640l agun
Courtesy of Barjeel Art Foundation, Sharjah ag)lidl cogiall Junjl duungo (o dosdo
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Ammar Al Attar JUaell jloc
Mirdif City Center, Dubai, 2012 2012 (s « i (i Cd3p0
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Courtesy of Barjeel Art Foundation, Sharjah agjlidl cwgiall Jinjl duungo yo dosdo
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Ammar Al Attar

Untitled (from the “Visual Diaries” series), 2011
C-print 42 x 59.4 cm

Courtesy of the artist
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Ammar Al Attar
Sibeel Water I, 2013
C-print 180 x 230 cm
Courtesy of the artist



FAYCAL BAGHRICHE

Paris-based artist Faycal Baghriche (b. 1972, Skidda, Algeria)
grew up navigating between Arab and Western cultures,
forming his artistic perspective characterized by the blurring
of distinct cultural lenses. By illuminating the simplicity of
movement and modifying image fundamentals, his craft
creates a body of works that challenges the frameworks
of society.Baghriche’s performances, installations and
photographs emulate scenes from daily life, illuminating
the stereotypes of both human conduct and expression. He
introduces slight discrepancies to unveil the instinctive nature
of language and behavior, distancing what is considered an
ordinary reality. Calling upon poetry and humor, the artist
shapes his practice by embodying a precise state of mind,
which he aims at the stimulation of critical thought.

Baghriche received a Fine Arts diploma from La Villa Arson,
Nice, a B.A. in Dramatic Arts from Sophia Antipolis, Nice,
and an MA in Multimedia Creation from the National School
of Fine Arts, Paris. His work has been shown in numerous
exhibitions in France and internationally. He has participated
in Brooklyn Euphoria, New York, and Dashanzi International
Art Festival, Beijing. He has shown his work in Outpost for
Contemporary Art, Los Angeles; Bielefelder Kunstverein,
Germany; Al Riwaq Art Space, Bahrain and The Museum of
Modern Art of Algiers, Algeria. He was included in La force
de I'Art in 2009, and took part in Nuit Blanche, Paris, and Le
Printemps de Septembre, Toulouse. In 2010 he exhibited at
The Museum of Modern Art Paris, Museum of Contemporary
Art Bordeaux, and Fondation Vasarely in Aix-en-Provence. In
2011, he was part of The Future of a Promise, at the 54th
Venice Biennale.
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Faygal Baghriche

The Message Project, 2010

Video, 185 minutes

Courtesy of Barjeel Art Foundation, Sharjah
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Faycal Baghriche el Jaa
Mecca, 2012 " 2012 .50
Pigment inkjet print on Hahnemuhle Fine Art Pearl 110 x 135 cm (1 135 x 110 Hahnemuhle Fine Art Pearl .cuasil Ciiesy deyla
Courtesy of the artist and Taymour Grahne Gallery, New York igugai (gl jgeui Splls g yliall (o doséo
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Faycal Baghriche el Jasa
Family Friendly Series, ArtReviewlssue56P29, 2012 2012 .56P29 saell gudy iyl (L Ixiggd (SLols) dluuliu
Two framed, censored pages of a magazine 45 x 36 cm o 86 x 45 dao (o Lada g ol (uinas
Courtesy of the artist and Taymour Grahne Gallery, New York igugu (gl jgeui Spllbg wliall (o dosdo




VIKRAM DIVECHA

Beirut-born, Mumbai-raised, Vikram Divecha (b.1977) is an
artist based in Dubai. Divecha works with urban processes
and systems within state, social and industrial spheres.
He situates his practice in these operations to examine,
intervene and extract. His sculptural, installation and video
works arise from his engagement with the existing material,
space and labour. Recent solo and group exhibitions include:
In the Absence of Script, Maraya Art Centre, Sharjah (2014);
Turning Point, Tashkeel, Dubai (2014); Urban Reflections,
Cuadro Art, Dubai (2014); SIKKA Art Fair, Dubai (2014 and
2013); and Urban Epidermis, Traffic, Dubai (2012). He is the
recipient of the Middle East Emergent Artist Prize (2014).
He recently completed a residency at T.A.P., Meziara, Lebanon
(2014), and a public art commission, funded by the Arab Fund
For Arts And Culture (AFAC), presented at Heritage Village,
Al Shindagha, Dubai (2014).
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Site-specific intervention in Al Majaza Park; hedges, dimensions variable
Courtesy of the artists

66




adylull Jlocll

Previous Work

Vikram Divecha Liudys pljSua
Degenerative disarrangement, 2013 2013 .deaijo ua94
Interlocking pavement bricks 406 x 5568 cm e 558 x 406 asybinio apay jal
Installation view, Courtyard, House 33, Al Fahidi Historical Neighbourhood, Ayl ssagall o~ 33 Jjiadl ccliall « usyill Josll Gage

SIKKA, Dubai, 2013 " 2013 (o S
1 2193 tguad wliall (o dosdo

Courtesy of the artist; Photo by George Braz
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Vikram Divecha

Boulder plot, 2014

24 gabbro rock boulders (4 - 7 tons), construction fencing
3500 x 2500 cm (installation); dimensions variable (boulders)
Installation view, Shindaga Heritage Village, Dubai, 2014
Commissioned by Arab Fund for Arts and Culture (AFAC)
Courtesy of the artist
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Vikram Divecha
Boulder with hole in a Fujairah Quarry yard,
research image Courtesy of the artist; Photo by George Braz




GCC

GCC is a collective based in the Arabian Gulf. Their name is
taken from the English abbreviation for the Gulf Cooperation
Council, a transnational, political and economic union. GCC
engages in a multi-disciplinary practice that explores the
construction of identities and systems across the purview
of contemporary Gulf society, including its bureaucratic,
cultural and diplomatic arenas. The delegates are: Nanu Al-
Hamad, Khalid Al Gharaballi, Abdullah Al-Mutairi, Fatima Al
Qadiri, Monira Al Qadiri, Aziz Al Qatami, Barrak Alzaid and
Amal Khalaf.

Recent solo exhibitions include: Ceremonial Achievements,
Kraupa-Tuskany Zeidler, Berlin (2013); A Space for National
Achievement, Sultan Gallery, Kuwait (2013); Achievements
in Swiss Summit, Project Native Informant, London (2013);
GCC: Achievements in Retrospective, MoOMA PS1, New York
(2014); and GCC: Achievements in Retrospective, Sharjah Art
Foundation, Sharjah (2014). Recent group exhibitions include:
Speculations on Anonymous Materials, Fridericianum, Kassel
(2013); Here and Elsewhere, New Museum, New York (2014);
and Art Post-Internet, Ullens Center for Contemporary Art,
Beijing (2014).
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GCC

Figure B: Micro Council, 2013

Wood, brass, acrylic glass, glass, gold leaf, paint 12.6 x 67 x 67 cm
Courtesy of Kraupa-Tuskany Zeidler Gallery, Berlin,

and Barjeel Art Foundation, Sharjah
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GCC

Kuwait Congratulant, 2013

Crystal glass, acetate and brass trophy,

silk-screened text, plexi-glass vitrine

with marble-veneered pedestal 168 x 50 x 50 cm

Courtesy of the artists and Project Native Informant, London
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GCC

Inaugural Summit, Morschach 2013, 2013

Digital C-Print Installation view, MoMA PS1, New York, 2014
Courtesy of the artists and MoMA PS1, New York



IMAN ISSA

Iman lIssa (b. 1979, Cairo) received her BFA from the
American University in Cairo, and her MFA from Columbia
University, New York. Her recent solo exhibitions include:
Iman Issa, Tensta Konsthall, Spanga (2013) and Material,
Rodeo, Istanbul (2011). Recent group exhibitions include:
8th Berlin Biennale, Berlin (2014), Meeting Points 7, M HKA,
Antwerp (2013); The Ungovernables, New Museum, New York
(2012); Seeing is Believing, KW Institute of Contemporary
Art, Berlin (2011); Short Stories, SculptureCenter, New York
(2011); and Propaganda by Monuments, Contemporary
Image Collective, Cairo (2011). Issa was the recipient of the
inaugural HNF-MACBA Award (2012) and the Abraaj Group
Art Prize (2013). She teaches at the Cooper Union School
of Art, New York, and lives in Cairo and New York.
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2014 «JliswySI o diliy Jaol culls

Shtall go dlsso 5jqua ccdgual (JliuSllGuis JSum

(39:ll) pans 29.7x 42 (JSgll) o 200x 50 x 50

ag)lill giall Junjb duwgo g Josiaul (gisg) Splls o dosdo

Iman Issa

Proposal for a Crystal Building, 2014

Wooden structure, crystals, lights, treated image of the structure

200 x 50 x 50 cm (structure); 29.7 x 42 cm (image)

Courtesy of Rodeo Gallery, Istanbul, and Barjeel Art Foundation, Sharjah
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2000 «(Jualail) #4 iy

(cagl) (o 1 x 37 x 47 &S lgua adjg ccagll e LliS 8jqun
Josiloul cgusgy splls g wliall o dosdo

Iman Issa

Triptych #4 (detail), 2009

Photograph, book on shelf, paper with writing 47 x 37 x 1 cm (shelf)
Courtesy of the artist and Rodeo Gallery, Istanbul
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2010-2012 ( (Ubgpe pitc (po dluuli) slgo
2012 ljgugui «susall casiall «Jliggi ousall caniall « uipaail «uSyi
b lein pouai Jouibaul (gusgy splla g wliall (o dosdo

Iman Issa

Material (series of ten displays), 2010-2012

Installation view, The Ungovernables, New Museum Triennial, New Museum, New York, 2012
Courtesy of the artist and Rodeo Gallery, Istanbul; Photo by Benoit Pailley



POURAN JINCHI

New York-based Pouran Jinchi is an Iranian-born artist who
borrows from her home culture’s traditions of literature
and calligraphy to pursue her own aesthetic investigations.
Having been trained in calligraphy, she finds the relation
between words and forms, natural or non-objective, deeply
intertwined, and her mostrecent work displays anincreasingly
detailed focus on the form of language as subject matter.

Her recent solo exhibitions include: The Blind Owl, The
Third Line, Dubai (2013); Dawn, Noon and Night, Art Projects
International, New York (2012); Entropy, Leila Heller Gallery,
New York (2010) and Ritual Imprint, The Third Line, Dubai
(2010). Recent group exhibitions include: Blue and White,
Museum of Fine Arts, Boston (2013); Phantoms of Asia,
Asian Art Museum, San Francisco (2012); Light of the Sufi:
Mystical Arts of Islam, Museum of Fine Arts, Houston (2010)
and Brooklyn Museum, New York (2009); and Translation/
Tarjama, Queens Museum of Art, New York (2009).

Jinchi’s works are part of the collections of the Brooklyn
Museum, New York; the Metropolitan Museum, New York;
Pratt Institute, New York; the Museum of Fine Arts Houston;
Herbert F. Johnson Museum of Art, Ithaca; Arthur M. Sackler
Gallery, Smithsonian Institution, Washington DC; Federal
Reserve Bank, New York; The Farjam Foundation, Dubai.
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Pouran Jinchi i uljgs

Tajvid #2 [Sourat Al Omran], 2007 2007 «(ulpaell 8jgua) #2 \gai
Ink on paper 365.7 x 134.6 cm (o1 365.7x 134.6 §)9 e po
Courtesy of the artist and The Third Line Gallery, Dubai s Ul aall (sl g wliall o dosdo
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Pouran Jinchi i uljgy
Hammered 7 (from “The Blind Ow!” series), 2014 2014 ((ocdl ool dluwdiu o) 7 Ggpho
Copper on panel 102 x 76 cm e 102x 76 dagl e gulai
Courtesy of the artist and The Third Line Gallery, Dubai s il ball splla g pliall (o dosdo
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2013 ;ulj.éill 63J9

o 45.7x 45.7 X 45.7 LSl oo e wolall sbjll clllbg plall
s 1l bl spullag Oliall (ro dosdo

Pouran Jinchi

The Rose Quran, 2013

Pen and stained glass paint on plexiglass 45.7 x 45.7 x 45.7 cm
Courtesy of the artist and The Third Line, Dubai
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2018 «(Jualaill) ulydll 6359

ot 45.7% 45.7 x 45.7 LSk alsj e wglall alojll ellng olall
ol Il (spllag Sliall o dosdo

Pouran Jinchi

The Rose Quran (detail), 2013

Pen and stained glass paint on plexiglass 45.7 x 45.7 x 45.7 cm
Courtesy of the artist and The Third Line, Dubai

Pouran Jinchi A uljgs
Black Painting (from “The Blind Owl” series), 2013 2013 /(" aclll poul" dlutdus (ro0) cbsguul daglll
Ink on canvas 152.4 x 122 cm e 152.4x 122 Giled Lle po
Courtesy of the artist and The Third Line, Dubai b Sl laall splls g wliall (o dosdo



RAJA’A KHALID

Raja’a Khalid (b. 1984, Jeddah) is a Dubai-based
artist interested in exploring the political and imperial
underpinnings of spatial products and practices, hierarchies
in material and consumer culture, and the rhetoric of social
systems. She received her MFA in Fine Art from Cornell
University in 2013, where she was also the recipient of the
Cornell Council for the Arts grant in 2012. Recent awards
include NYU-Abu Dhabi’s FIND Artistic Research Fellowship
(2013) and the Biichsenhausen International Fellowship for
Art and Theory (2014). Her work has been shown in New
York and Dubai.
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Raja'a Khalid NEWEY
Blattpflanzen I, 2015 2015 (I cjillaiily
Archival inkjet print 81.28 x 104.14 cm o 81.28x 104.14 caniydll (o dypn dclih
Courtesy of the artist uliall (po dosdo
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Raja’a Khalid NNEWEY
Oud Aura, 2015 2015 .sgell dllo
Industrial scent diffuser, synthetic Oud essential oil, ‘Oud Odorants: WO guuai belp 1 sgell ilaine’ A&La,c’x“ sgell Cyj cgall }b&.é’
Patent Application WO 029958/2013 A1/Abstract and Prior Art' Dimensions variable dalire ilwlaall 2013/029958 A1/Abstract and Prior Art

Courtesy of the artist
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Previous Work FRFUMERS. AFPRENTICE PERFUMERS APPRENTD
Oud Black Agar
Blend (F) G)

Alls ey
2014 «(Juolaill) piigls sgell
"sigly sgc” (Ulsgan) plo 80 (cliall sgell dd)g «sgul b el sl Jliai 8aclé

Raja'a Khalid s el A o ; -
Desert Golf 2014 2014 . algell s daline Cilbwlaall (Juiiopa) elo 80 Leluall sgell da)g
Archival inkjet print 81 x 112 cm e 112x 81 sl Jayls)l ey Raja’a Khalid

oliall 4o dosdo Oud Counter (detail), 2014
Acrylic pedestal, ‘Black Agar’ synthetic Oud note 80ml (Givaudan),

‘Oud Blend’ synthetic Oud note 80ml (Firmenich) Dimensions variable

Courtesy of the artist Produced with generous support from the NYU Abu Dhabi FIND Program

Courtesy of the artist
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MONIRA AL @ADIRI

Monira Al Qadiri is a Kuwaiti visual artist born in Senegal
(b. 1983) and educated in Japan. In 2010, she received a Ph.D.
in inter-media art from Tokyo University of the Arts, where
her research was focused on the aesthetics of sadness in
the Middle East region stemming from poetry, music, art
and religious practices. Her work explores the relationship
between narcissism and masculinity, as well as other
dysfunctional gender roles, and she is currently expanding
her practice towards more social and political subjects. She
is also part of the artist collective GCC, who recently had
solo exhibitions at MOMA PS1, New York, and the Sharjah
Art Foundation.
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Monira Al Qadiri SHséll spin
SOAFR, 2014 2014 .ygio
Video 8 minutes Gilds 8 guaua
Courtesy of the artist liall (jo doréo
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Previous Work

Monira Al Qadiri spslall spin
Muhawwil (Transformer), 2014 2014 . Joaall
-4channel video installation with wooden structure 400 x 300 x 400 cm cuall o cgline uSH Joc 8 it yaje o 400x 300 x 400

Courtesy of the artist vliall (yo doséo
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Monira Al Qadiri Spaéll 6puio
Alien Technology, 2014 2014 cduysll lnglgisill
Fiberglass sculpture with car paint 300 x 300 x 250 cm @uu 250 x 300 x 300 culjlyull <y g0 @byl Calldll (o digaio

Courtesy of the artist ailiall ;yo dorédo



FARAH AL @ASIMI Vowldll @0

Farah Al Qasimi (b. 1991, Abu Dhabi) studied photography Jgaill Cowgs g L:,_gJég.g| oo 1991 plc gmuLaJI ko diliall cusdg
and music at Yale University, graduating in 2012. She has g4liall aola] polp -4 csjbd 2012 JU deola o0 Ghrugall g
participated in residencies at the School of Visual Arts, New ug-iall jgu &uls g ((2014) ljgaga o0 dluanll ygiall ayls 4
York (2014), at the Burren College of Art, Ballyvaughan, o3 o0 Lgs yalall gusgiwlll 4 g (2011) Iyl cwg-aill o
Ireland (2011), and at her studio in Dubai (with the support of wo—lall cbas yg-all g Gaugell gl dungo o pcyy
Abu Dhabi Music and Arts Foundation). Al Qasimi is a fellow Ulson iy dolow daaill dunwgo e malidl gliall dlloj e LAl
of the Sheikha Salama bint Hamdan Foundation and Rhode oo salpegigall pgaill Geuulall Cwfs asesaill silhl sgy auls g
Island School of Design’s Emerging Artist studio program. o0 Girwgall g jguall aiid Ll o g 13 6 Lilell Luaill calds
She has taught photography at the Higher Colleges of .lyjgagui

Technology, Dubai and is currently making photographs and
music in New York.
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Farah Al Qasimi

Old McDonald'’s Sign, 2014

Archival inkjet print 69 x 86 cm

Courtesy of Barjeel Art Foundation, Sharjah
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Farah Al Qasimi sowlall ap0

Broken Sandcastles. 2014 2014 .6j9uS0 dilo) jgunsd
Archival inkjet print 69 x 86 cm o B9 86 Capindll o 4y dclin
Courtesy of the artist and The Third Line Gallery, Dubai s Ll sl splls g gliall (o dosdo
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Farah Al Qasimi

Landfill Flowers. 2014

Archival inkjet print 69 x 34 cm

Courtesy of the artist and The Third Line, Dubai
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2014 jgmjll Jao
@ 34 x 69 cuijy Jayls deghn
o LUl il spllag wliall (o dosdo

Farah Al Qasimi coulall npa
The World Is Sinking, 2014 2014 .9y allell 0
Installation view at The Third Line, Dubai, 2014 2014 s Ul oAl o ceuSyi
Courtesy of the artist and The Third Line, Dubai s il ball spllag wliall o doséo



ABDULLAH AL SAADI

Abdallah Al Saadi (b. 1967, Khorfakkan) earned a BA degree in
English Literature from the United Arab Emirates University,
Al Ain, in 1993. From 1994 to 1996 he studied Japanese
painting at Kyoto Seika University in Japan. Al Saadi’'s work
ranges from painting, drawing, the creation of lengthy artist’s
notebooks, to the collection and systemic categorisation of
found objects, and the invention of new alphabets. A great
affinity with nature and rural life informs his practice, which
explores the changing environment as well as personal and
cultural history.

He has exhibited internationally and regionally including:
Abdallah Al Saadi: Al-Toubay, Sharjah Art Foundation (2014);
Emirati Expressions: Realised, Manarat Al Saadiyat, Abu
Dhabi (2013); Body Art and Performance in the Gulf Area: 16
artists, New York University, Abu Dhabi (2013); 10th Sharjah
Biennial (2011); National Pavilion United Arab Emirates, 54th
Venice Biennale (2011); ADACH, 53rd Venice Biennale (2009);
Languages of the Desert, Kunstmuseum Bonn (2005); 26th
S3o Paulo Biennial, Sao Paolo (2004); 5th Sharjah Biennial
(2003), 5/U.A.E., The Art of the Five from the United Arab
Emirates, Ludwig Forum for International Art, Aachen (2002).
Al Saadi lives and works in Khorfakkan.
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1990-2013 . dysadll

e 18.5x 16,2 x 11.2 slao pé (ilis
oliall go dordo «sagull alllsic ©

Abdallah Al Saadi

Alphabets, 1990-2013

Unbound book 135 x 16.2 x 11.2 cm

© Abdallah Al Saadi; Courtesy of the artist
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Abdallah Al Saadi

Naked Sweet Potato. 2013

Unique pieces of 18 Carat gold jewellery Dimensions Variable
© Abdallah Al Saadi; Photo courtesy of Abu Dhabi Tourism

& Culture Authority, from “Emirati Expressions: Realised”
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asyludl Jlocll
Previous Work

Abdullah Al Saadi Sl alllsae
Stone Slippers (Al Zannoba), 2013 2013 «(@gijll) dypanll Jloill
installation, mixed media, dimensions variable. dalise slgog sledl « uSy Jac
Image courtesy of Sharjah Art Foundation wgiall da)lill duwngo (o 0l

el alllsie

2013 . "auadl M"‘"&"J {9 dyléall als,)"
caalize sledl «§jg e sl

vgiall @a)lidl duuwgo o wil

Abdullah Al Saadi

The Comparative Journey, The Watermelon Series, 2013.
Acrylic on paper, dimensions variable.

Image courtesy of Sharjah Art Foundation
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THE STATE

Founded in 2011, THE STATE is a publishing practice based
out of Dubai, U.AE. They are interested in postcolonial
vernaculars, South-South relations, the postwestern, and
the future weird. Their online iteration includes essays, a
mixtape series, and monthly guest issues, while their print
publishing arm produces themed book objects.
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THE STATE

Syntax Freezone. 2015
Bound book 40 x 25 cm
Courtesy of THE STATE
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wlf=e \JOL, I11:
THE SOCIAL
OLFACTORY

THE STATE
VOL Iil: The Social Olfactory, 2013
Courtesy of the artists; Photo by Motto Distribution
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THE STATE
Volume II: Speculative Geographies, 2012
Courtesy of the artists; Photo by Shanon Gehela/Ruins or Books
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JARET VADERA

Jaret Vadera (b. 1976, Toronto) is an artist and cultural
producer working between New York, Toronto, and India.
Through his interdisciplinary practice, Vadera explores the
poetics of translation, and the politics of vision. His paintings,
prints, photographs, videos, and installations have been
exhibited and screened at a number of venues including:
the Queens Museum, the Museum of Modern Art, Bhau Daji
Lad Museum, Films Division of India, Thomas Erben, Tilton
Gallery, Paved Art + New Media, P.P.O.W,, Triple Candie, and
Project 88. Vadera completed his undergraduate education
at Ontario College of Art and Design and Cooper Union and
received his Master of Fine Arts from the Yale School of Art.
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Jaret Vadera
File_Not_Found, 2013
Digital video 1 minute loop
Courtesy of the artist
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Jaret Vadera

1, 2012

Rear projection on mylar 289.56 x 388.62 cm
Courtesy of the artist
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Jaret Vadera Ipsla cujls
All We See Is Vision, 2014 2014 gl gm olyi Lo JS

Vinyl installation 121.92 x 274.32 cm

o 121.92x 274.32 Jiglall 8slo (po Sy
Courtesy of the artist

uliall (po dosdo

Jaret Vadera Ipsla cujla
Else, 2010 2010 .l
Installation of Untitled Ill, X, and Untitled X X ulgic wgss g X g ll Wlgic ygas cusSyi
(from the “Here be Dragons” series) Dimensions variable aalire Cilwlds ("falps 1 pe" b p0)
Courtesy of the artist " oliall o dosrdo



LANTIAN XIE G Al ULy

Lantian Xie (b. 1988, UAE) makes images about Dubai. (o o< Ijgun iy 9 1988 ple culjloll a6 (i yiill pliall sdg

He is particularly interested in hotel lobbies, Eat & Drink, ui.ngJlg‘p.o.ichLi.! ccapdil g JS @owdw «( @sliall dmsg railolainl (0
nation-building, and Captain Majid. Xie holds an MFA from L_,.mJJLu.l.l g g8l (o ygiall @S o pilwalell Je Juan .xalo
the School of the Art Institute of Chicago. He also co-hosts LAyl Joei g guell 103.8FM guslyll 6Lis e segum] aolip pusdi
a weekly programme on Dubai Eye 103.8FM and is editor-at- .allall o0 Jj2es

large at THE STATE.
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Lantian Xie and Amal Hawijeh

Captain Majid (Detail). 2015

Animation cel from Captain Tsubasa, sound recording,
postcards with note from Yoko Ogai, Dimensions variable
Courtesy of the artist.
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Lantian Xie S gl
Woodland Fern No. 4, 2015 2015 4 ady g pudl ylé
Wood, paint, fluorescent light 275 x 608 cm (o 275% 608 wgui cqua (gl cniia
Courtesy of the artist oliall (o doséo
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Previous Work

Lantian Xie

HHSM, 2012

Qil on canvas, state mandate 200 x 120 cm each
Installation view at Traffic Gallery

Courtesy of the artist
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Lantian Xie

15467, 2013
Scanned and redacted vinyl record jacket back 80 x 80 cm
Courtesy of the artist
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Artworks in Accented Exhibition

Lawrence Abu Hamdan

The Freedom of Speech ltself

2012

Audio, acoustic foam

35 minutes (audio); 200 x 220 cm (sculpture)
Courtesy of the artist and Galeri Non, Istanbul

Abbas Akhavan

Dates

2010

22 Carat gold on Xerox copy

297 x 21 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Abbas Akhavan

Flock

2010

22 Carat gold on Xerox copy

297 x 21 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Abbas Akhavan

Palm

2010

22 Carat gold on Xerox copy

297 x 21 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Abbas Akhavan

Pearl Divers

2010

22 Carat gold on Xerox copy

297 x 21 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Abbas Akhavan

Untitled (Garden)

2015

Site-specific installation in Al Majaz Waterfront; cloth, wire
Dimensions variable

Courtesy of the artist and The Third Line Gallery, Dubai

Ammar Al Attar

DIFC The Gate, Dubai

2012

Lambda C-Print matte

42 x 59.4 cm

Courtesy of Barjeel Art Foundation, Sharjah

Ammar Al Attar

Dubai Mall, Level 2, Fashion Avenue

2012

Lambda C-Print matte

42 x 59.4 cm

Courtesy of Barjeel Art Foundation, Sharjah
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Ammar Al Attar

Omar Al Khayam Restaurant, Al Dhaid, Sharjah
2012

Lambda C-Print matte

42 x 59.4 cm

Courtesy of Barjeel Art Foundation, Sharjah

Ammar Al Attar

Mirdif City Center, Dubai

2012

Lambda C-Print matte

42 x 59.4 cm

Courtesy of Barjeel Art Foundation, Sharjah

Ammar Al Attar

Dadnah Fishery Village, Fujairah

2012

Lambda C-Print matte

42 x 59.4 cm

Courtesy of Barjeel Art Foundation, Sharjah

Ammar Al Attar

Al Dhaid Farms, Al Dhaid, Sharjah

2012

Lambda C-Print matte

42 x 59.4 cm

Courtesy of Barjeel Art Foundation, Sharjah

Faycal Baghriche

The Message Project

2010

Video

185 minutes

Courtesy of Barjeel Art Foundation, Sharjah

Tarig Mahmood, Muhammad Riaz Ahmed, Sajad Hussain Bughio,
Muhammad Shabbir Ahmad Din, Vikram Divecha, Shahid Ahmad

Bashir Mahmood, Mohammed Mostafa Mohammed Junu Mia
Shaping Resistance

2015

Site-specific intervention in Al Majaza Park; hedges

Dimensions variable

Courtesy of the artists

Tariqg Mahmood Muhammad Riaz Ahmed, Sajad Hussain Bughio,
Muhammad Shabbir Ahmad Din, Vikram Divecha, Shahid Ahmad

Bashir Mahmood, Mohammed Mostafa Mohammed Junu Mia
Shaping Resistance

2015

Hedge trimmings, garden mesh, sketchbooks

Dimensions variable

Courtesy of the artists
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GCC

Figure B: Micro Council

2013

Wood, brass, acrylic glass, glass, gold leaf, paint
12.6 x 67 x 67 cm

Courtesy of Kraupa-Tuskany Zeidler Gallery, Berlin,
and Barjeel Art Foundation, Sharjah

Iman Issa

Proposal for a Crystal Building

2014

Wooden structure, crystals, lights, treated image of the structure
200 x 50 x 50 cm (structure) 29.7 x 42 cm (image)

Courtesy of Rodeo Gallery Istanbul, and Barjeel Art Foundation, Sharjah

Pouran Jinchi

Hammered 7 (from “The Blind Ow!” series)

2014

Copper on panel

102 x 76 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Pouran Jinchi

Hammered 8 (from “The Blind Ow!” series)

2014

Copper on panel

102 x 76 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Pouran Jinchi

Tajvid #2 [Sourat Al Omran]

2007

Ink on paper

3657 x 134.6 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Raja’a Khalid
Blattpflanzen |

2015

Archival inkjet print
81.28 x 104.14 cm
Courtesy of the artist

Raja’a Khalid
Blattpflanzen Il

2015

Archival inkjet print
81.28 x 104.14 cm
Courtesy of the artist

Raja’a Khalid
Oud Aura
2015

Industrial scent diffuser, synthetic Oudessential oil, ‘Oud Odorants:

Patent Application WO 2013/029958 A1/Abstract and Prior Art’
Dimensions variable
Courtesy ofthe artist

Monira Al Qadiri
SOAP

2014

Video

8 minutes

Courtesy of the artist
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2015
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Farah Al Qasimi

Meat Shop

2014

Archival inkjet print

69 x 86 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Farah Al Qasimi

Broken Sandcastles

2014

Archival inkjet print

69 x 86 cm

Courtesy of the artist and The Third Line Gallery, Dubai

Farah Al Qasimi

Mind Your Head

2014

Archival inkjet print

69 x 86 cm

Courtesy of Barjeel Art Foundation, Sharjah

Farah Al Qasimi

Old McDonald's Sign

2014

Archival inkjet print

69 x 86 cm

Courtesy of Barjeel Art Foundation, Sharjah

Abdallah Al Saadi

Alphabets

1990-2013

Unbound book

1356 x 162 x 11.2 cm

© Abdallah Al Saadi; Courtesy of the artist

Abdallah Al Saadi

Alphabets (Detail)

1990-2013

Unbound book

1356 x 1562 x 11.2 cm

© Abdallah Al Saadi; Courtesy of the artist

Abdallah Al Saadi

Naked Sweet Potato

2013

Unique pieces of 18 Carat gold jewellery
Dimensions Variable

© Abdallah Al Saadi; Photo courtesy of Abu Dhabi Tourism &

Culture Authority, from “Emirati Expressions: Realised”

THE STATE

Syntax Freezone

2015

Bound book

40 x 25 cm

Courtesy of THE STATE

Jaret Vadera

Even nowhere is someplace
2015

Vinyl

Dimensions variable
Courtesy of the artist
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Jaret Vadera
File_Not_Found
2013

Digital video

1 minute loop
Courtesy of the artist

Jaret Vadera
Untitled

2015

Digital video

6 minute loop
Courtesy of the artist

Lantian Xie

Woodland Fern No. 4

2015

Wood, paint, fluorescent light
275 x 608 cm

Courtesy of the artist

Lantian Xie
Taxidermy Peacock
2014

Taxidermy peacock
Dimensions variable
Courtesy of the artist

Lantian Xie and Amal Hawijeh

Captain Majid (Detail)
2015

Animation cel from Captain Tsubasa, sound recording,
postcards with note from Yoko Ogai

Dimensions variable
Courtesy of the artists
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