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U.A.E. Unlimited continues its orbit around the country’s art capitals, and this year returns
to the Emirate of Sharjah with an exhibition about material noise, titled Tashweesh. We are very
pleased to be working with the Maraya Art Centre once again, following a successful collaboration
on the exhibition Al Haraka Baraka in 2016. As we enter out fifth cycle, we would like to express
our deep gratitude to Her Excellency Noura Al Kaabi and the Ministry of Culture and Knowledge
Development for their continued support.

Being back in Sharjah this year is particularly exciting, because it also coincides with the 14th
edition of the highly-acclaimed Sharjah Biennial, which has become a significant anchor-point
for artists, curators, writers, collectors, and art lovers from all across the globe. Over the past
two decades, the biennial has not only contributed immensely to the development of the U.A.E.’s
cultural milieu, but has also fueled interest in regional art internationally.

In our fifth iteration, we are exceptionally pleased to have the remarkable Nujoom Al Ghanem
as our Senior Guest Artist. Nujoom has tirelessly and generously mentored the emerging artists
we have on board this year, imparting her knowledge, skills, and experience with all of the
participants, and providing them with advice, constructive critique, and encouragement. We are
deeply grateful to Nujoom for dedicating her time to working with our artists, and we would also
like to wholeheartedly congratulate her on being selected to represent the United Arab Emirates
at the upcoming Venice Biennale in 2019.

As the duo behind U.A.E. Unlimited, we strongly believe in education and in the merit of
continual and multifaceted learning, which is why this year, we have expanded the scope of the
program to also include training sessions in writing and photography. These workshops were
conducted by arts writer Laura Egerton, and by photographer and NYUAD professor Tarek Al-
Ghoussein, respectively. Participating artists also had the opportunity to receive media training,
and consider how it may be relevant for their current practice, and their careers more broadly.

Another innovation that has been introduced into the current cycle is the addition of a
Curatorial Assistant role, to advance learning opportunities for emerging curators, and for young
cultural practitioners who would like to learn more about curatorial practice. This position gives
them an opportunity to work alongside a more experienced figure, and become immersed in all
aspects of putting together an exhibition, while learning about the complexities and intricacies of
taking a project from a concept stage to realization.

Additionally, U.A.E. Unlimited strives to foreground the importance of arts writing and critique,
which is why it has consistently engaged Emirati and U.A.E.-based writers in contributing to its
annual exhibition catalogues. It is our hope that these publications will serve as a platform for
the country’s young voices, and promote critical discourse and scholarship production around
contemporary art.

Last year, we invited the collective trio of Rokni and Ramin Haerizadeh, and Hessam
Rahmanian to mentor the participants of /shara — our fourth exhibition, curated by Karim Sultan.
They have since generously extended their support to us, and partnered with U.A.E. Unlimited
to mentor and guide our emerging artists annually, for which we are profoundly grateful. In this
capacity, they have not only conducted workshops with our participants in the summer of 2018,

TASHWEESH

but have also continued to provide uninterrupted guidance, mentorship, and professional advice
to the artists throughout the current program cycle. They have all contributed immensely to the
counseling of young talents, and we very much look forward to continuing to work with all three
of them in the years to come.

This year's exhibition theme is Tashweesh, referring to white noise or intermittent disturbances
within our daily lives. The subject has been partially explored in some of our previous exhibitions,
including Public Privacy (2015), and Bayn (2017). Modern life in the U.A.E. is incredibly fast paced,
and the idea of “glitches”, “disruptions”, and “white noises” is common to us all. It is an inevitable
part of our material environments, and accompanies our day-to-day experiences. How does one
tackle the white noise in their surroundings? Each artist has a unique perspective on the subject,
which they have explored through their work.
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TASHWEESH

It is our great privilege to have the exhibition Tashweesh. Material Noise, a group exhibition
featuring commissioned works by six Emirati and U.A.E. resident artists in collaboration with
U.A.E. Unlimited, on view at Maraya Art Centre. Not only does this exhibition take place during
the 14th edition of the Sharjah Biennial in 2019, but it is also the second time that this collaboration
returns with its annual exhibition to the Maraya Art Centre since 2016. Since that time, U.A.E.
Unlimited has worked with Maraya Art Centre in numerous ways and different capacities, in
venues such as Warehouse421 in Abu Dhabi and Alserkal Avenue in Dubai.

The theme of this year's exhibition, selected by Maraya Art Centre’s curator Laura Metzler,
addresses material noise as a subject and thus puts into the foreground what usually remains in
the background. Maybe such an exhibition, with its — at first glance - rather unassuming focus,
is more appropriate than ever in a world filled with information, eye-catching advertisement and
ultimately desensitization of the individual. Do we pay attention to the little things in life that are
always there, but never seem remarkable enough to comment on?

The artists commissioned for this exhibition have engaged with exactly these hidden
moments, celebrating the extraordinary within the ordinary in different ways. Ranging from artistic
explorations of sound, light, scent, objects, figures, groups and silhouettes, the artists have
spent their time being mentored by Emirati artist, poet and filmmaker Nujoom Al Ghanem from
September until December 2018. Al Ghanem, who is representing the United Arab Emirates at
the Venice Biennale this year, has guided the artists alongside numerous training sessions in
the fields of conceptualization of ideas, writing, photography and media preparation with writers
Laura Louise Egerton, Palestinian-Kuwaiti photographer Tarek Al-Ghoussein and the returning
guest artist mentors Ramin Haerizadeh, Rokni Haerizadeh and Hesam Rahmanian. Maraya Art
Centre's curator Laura Metzler has also been supported by the introduction of the German-
Kashmiri assistant curator Iman Vakil, a new role within U.A.E. Unlimited’s mission to support
emerging art professionals in the field of curation.

Maraya Art Centre hopes that visitors will have the chance to experience the commissioned
artworks as part of a developmental process of uncovering the hidden moments of everyday life,
but also of discovering the emerging talent in the United Arab Emirates and the significant role
that the satellite platform U.A.E. Unlimited has played since its foundation in 2015 by His Highness
Sheikh Zayed bin Sultan bin Khalifa Al Nahyan. Managed by the Executive Director, Shobha Pia
Shamdsani, who is also the Art Adviser & Director of the Modern & Contemporary Middle Eastern
Art Collection of His Highness Sheikh Zayed bin Sultan bin Khalifa Al Nahyan, U.A.E. Unlimited
has paved the way for supporting upcoming, emerging and established talent. With this objective
in mind, we are equally grateful for the recognition and support of the Ministry of Culture and
Knowledge Development under Her Excellency Noura Al Kaabi, which has been vital to make this
exhibition a success.
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U.A.E.
Unlimited is a
unique platform within the exhibi-
tion context in the United Arab Emirates. This
is the second year | have been involved, first
as the Senior Advisor of Ishara: Signs, sym-
bols and shared languages that was held
at Concrete at Alserkal Avenue and now as
the curator of Tashweesh: Material Noise at
Maraya Art Centre. It's special because of
the parameters that are laid out by the organ-
ization, under the patronage of H.H. Sheikh
Zayed bin Sultan bin Khalifa Al Nahyan,
directed by Shobha Shamdsani. It requires an
equal number of national and resident artists
who are considered at the beginning of their
careers to produce artworks to be developed
only after being selected. There is a sense of
inversion in the curatorial project in this way
and the end product becomes fully the result
of the journey and the collective action of all
of the parties involved, be it the curator the
artists, the session leaders, the guest artist or
the commissioning body. Every step is nego-
tiated and evolves, becomes a reflection of a
certain moment and nexus of thoughts and
actions in a particular moment in a country
that is continually changing.

The title of the exhibition this year is
Tashweesh, a word in Arabic that is often
associated with technology and sound, most
accurately translated to white noise. “The radio
bitashweesh™ when it cuts out or is turned

1. Also a lyric from Mashrou’ Leila’s im bimbillila7,
Raksit Laila, 2011

TASHWEESH

between
channels, reveal-
ing the mechanism of the trans-
mission and its this moment of confusion
or disruption that is the starting point for
the show. It's a compilation of sounds that
become indecipherable when played togeth-
er, fading into the background without giving
preference to any particular frequency. This
became a way of looking at the importance
of U.A.E. Unlimited then and is also a way |
have often thought of material culture and the
everyday environments that are constructed
and carefully orchestrated around us every
day.

Curatorially | think of the show and the
platform as an open question. My person-
al interest in the subject has come from
long-standing interests and reflections on
material and art through my work with Dr.
Kirsten Scheid, an art anthropologist at the
American University of Beirut, who introduced
me to important texts such as Bruno Latour’s
Reassembling the Social and Alfred Gell's
Art and Agency. They each set up complex
relationships where material does something
in relation to the artist and the audience mem-
ber. Latour's Actor Network Theory (ANT) has
been particularly important in providing a way
of thinking through active histories and com-
munities. He uses a science lab to build a the-
ory of social standing where non-human and
human actors interact with equal importance.
Here, individual choices become dependent
on the cumulative outcome of all previous
choices made by the participating actors,
thereby creating a complex, ever-changing

platform for unpredictable outcomes. The
importance of what is around us becomes
heightened when you start thinking of mate-
rials as actors, and their presence as choices.

Gell is more focused on art objects spe-
cifically; their capacity to have agency and
how that agency functions in relation to all of
the parties involved. He thinks of art objects
as indexes for the whole host of the human
experience through their materials and colors,
traits of all kinds—in other words, through
their “thingness.” What the index means is
governed by the context in which the viewer
learned about the materials involved and their
arrangements.

At the time, | had thought about them
through Randa Mirza's photo series Beirutopia
where the photographer captured the aspira-
tions of developers’ billboards that surround-
ed construction sites throughout the cap-
ital. She photographed the utopias but with
pieces of the surrounding area that interrupt
their idyllic universes, and at a distance where
the billboards show their manufacturing, the
image appearing slightly pixelated in contrast
to the solidity of the curb or trashcan, the tear
that is obstructing it. Mirza's strategy in jux-
taposing the picture-perfect with the messy
in the confines of a single frame, reveals her
cognizance of the complex values that various
materials and their contexts can carry. She
deliberately places shiny billboards with their
pie-in-the-sky promises, alongside images
of the existing city, with its difficult, historic,
emotionally-complicated architecture, that in
many cases is slated for demolition. The ele-
ments of her compositions are indexing the
materials in her environment, and presenting
a moment in the history of the city that has a
lot of contradictions. The plastic vinyl of the
advertisements is everywhere, making things
shiny, new, disposable, but these visions are

always interrupted by the daily reality of a
country that doesn't have enough resources
for its citizens.

The context in the Gulf and the U.A.E. is
completely different, however, and the relation-
ship to material, even when thinking through
the same basic starts, becomes an interesting
exercise and experiment. The historic Emirati
heritage structures and the futuristic visions
of starchitects can exist together here, and
architects from around the world have left
signatures across the country. Communities
have set up their own streamlines to get the
foods and goods that make their spaces feel
like home, manifesting on a scale as large as
the Global Village, or as small as individual
tailoring shops or restaurants. Tashweesh in
this way is an effort to celebrate the compli-
cated indexes that we experience on a daily
basis and the continual overlapping of asso-
ciations and values through materials. Rather
than having a specific outcome in mind, we all
went through the process together to develop
the end product. It is not an exhaustive study,
but the result of one particular network of
actors making decisions within a finite interval
of time.

On the surface because the U.A.E. is
so different from places like Lebanon it can
be dismissed as a place where nothing hap-
pens, inherently inauthentic because of
its newness and lack of cohesion,
while simultaneously having a
contradicting reputation
for the extravagant
and dramatic.

What
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emerges when you shift the dial a little and
start looking into what the different frequen-
cies that have blurred together into the every-
day are and how they interact, it becomes
immensely complex and rich. The everyday in
this manner has been fuel for artists for dec-
ades and the goal in this exhibition was to use
a platform that is providing an opportunity for
a variety of voices to come together to exam-
ine those different frequencies that operate
together to form the artistic dialogue and
community of the U.A.E.

Suheyla Takesh outlines some of this his-
tory in her essay Intensifying White Noise,
the everyday environment has played a big
role in the practices of some of the nation’s
most established artists. Beyond those who
she discusses, including this year’s guest art-
ist Nujoom Al Ghanem, are other artists like
Shaikha Al Mazrou, a U.A.E. Unlimited alum-
na, who has built series of work inspired by
the materials around her, building composi-
tions inspired conceptually through minimal-
ism that build energy through the balance and
tension of the materials she brings togeth-
er. Raja’'a Khalid's commission for Alserkal
Avenue, Change Your Life (2016) also comes
to mind, thinking about the prevalence and
ritual in gym culture and its aspirations or her
performance Sirens (2016) that activated her
solo show SOLAR FLARE, ALWAYS RED
at Grey Noise. The performance investigat-
ed and responded to the beauty standards
and guidelines of Emirates airlines, having
Cabin Crew members attend the opening, all
wearing the official lipstick color of the airline
Sephora 01 ‘Always Red.

Tashweesh is building also on the dif-
ferent themes that U.A.E. Unlimited has
engaged with in the last four editions: the
conflict between the public and the private
spheres, migration, positions of artists in
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between spaces or communities, and alterna-
tive shared forms of communication beyond
language. Tashweesh tries to understand
how these themes are manifested around us
in the physical environment and thinks about
how integral that process of manifestation
and communication through physical space is
to understanding and contextualizing the work
of artists in this country. To this end, previous
works by artists such as Talin Hazbar, Farah Al
Qasimi, Vikram Divecha, Khalid Mezaina, and
Shaikha Al Ketbi could also be seen as tied to
the conversation and laying the groundwork
as well.

The prompt for Tashweesh in particular
was to use the environment around them and
to actively shift the channel to look at every
day structures and systems that are so com-
mon place, so incorporated and banal to the
extent that that they have ceased to be con-
sidered interesting or considered at all. To this
end, we chose artists who have practices that
thought about materials in different ways and
wanted to play with the nature of the project.
Each participant has a different practice that
is material focused in its own way and they
become their own frequency and energy lev-
el in this complicated wavelength. Some are
looking at material as an index or as a way of
choreographing the public. Others use it as a
story telling mechanism or method of thinking
of history. There's considerations of the pub-
lic themselves as white noise, the swaths of
strangers that we all encounter on our daily
paths that we may or may not ever see again
or know anything about and also of nature and
the environment.

The commissions were developed across
six months of work, from July 2018 through
January 2019 and as with other years the
process included sessions with guest artists
Nujoom Al Ghanem as well as an art writing

session with Dubai-based curator and art
writer Laura Egerton, and a photography ses-
sion with photographer Tarek Al-Ghoussein.
Ramin Haerizadeh, Rokni Haerizadeh, and
Hesam Rahmanian, the guest artists from
2018's edition /shara hosted two introductory
sessions and also continued to provide addi-
tional mentorship throughout the process.

The sessions with Nujoom Al Ghanem
were focused on providing options for broad-
ening the existing perspectives and vantage
points of the invited artists to the themes. They
included readings and exercises that encour-
aged an exploration of material and process,
also wanting to push for the exposure of a
broad range of poets, filmmakers, and art-
ists that Al Ghanem had found inspirational
in the development of her own practice. She
has contributed an essay herself outlining this
process and role in the program and she was
a particularly interesting mentor because of
the complicated mixing of different media and
modes of expression throughout her career.
Laura Egerton has also offered a reflection
on the work via the lens of the writing session
and the writings that were submitted by the
artists as interesting or important to their own
personal development as artists.

The resulting works and the exhibition are
roughly laid out from the most literal use of
material to the most abstract, giving each of the
artists a space with both a commissioned art-
work and loaned existing pieces that put their
larger practices in dialogue with the theme,

and open up the

different expres-

sions and methods of

their individual process-

es. The show, rather than set-

ting up an interwoven narrative

of commonality highlights distinct

voices and relationships with this idea of

material noise and brings the artists different

perspectives and communities into the same

space, whether to interfer with or bolster one

another, often doing both, but always bringing
them together.

Rawdha Al Ketbi's new piece is the clos-
ing chapter of a saga that has been unfold-
ing around the mysterious figure of Rafi. Her
practice is based on found objects that she
collects in abandoned sites in Abu Dhabi and
then weaves together as imagined narratives
emerge. Rafi is a character that has come to
her through a series of coincidences, first in
a phone book, and then on a damaged pass-
port, the owner of which shared a birthday
with the artist.

Through her installations she has con-
jured this figure and his presence, thinking
about the quiet journeys people take across
the country every day and the things we leave
behind that ultimately are undecipherable and
the relationships we have with one another
that we don't even know we have. Her stu-
dio is a warehouse with these articles care-
fully gathered and laid out, damaged photos,
forgotten toys, leftover condiments that have
been boiled, left unprotected to the elements.
They're the witnesses to the activities of peo-
ple and places that have slipped out of view,
out of placeness, rendered invisible.

As she began this commission she
returned to sites she has been visiting over
time and had found some of this material only
to discover it demolished and wiped away, not
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even able to stand as the loose collection of
memories it had been before, unable even to
be haunted. She interjects her poetic text with
a series of questions, reflecting on this jour-
ney, friendship and loss and the chance and
fate of it all.

Ayesha Hadhir has built on her ship-
wreck series that she developed as part of the
Sheikha Salama Emerging Artist Fellowship
program from 2016-2017. Her family historical-
ly have been fishermen and the practice and
appreciation of the sea and diving has been
handed down generation to generation. In her
original pieces she scavenged objects from a
ship that was wrecked off Al Dhabiya Island
by her family's beach home. She created an
installation and a performance that reanimat-
ed these objects to create new stories.

For her U.A.E. Unlimited commission, she
left this shipwreck and turned her attention to
the ongoing systems of the sea around her
particularly looking at the coral and algae that
has become a sort of companion on her div-
ing expeditions. She was taught diving at this
site by her father who recently passed away.
Through her regular diving practice, she has
witnessed over time the changing cycles of
the algae and in her new installation tied this
into her own reflections on her relationship to
the sea and her father, thinking of the chang-
ing and morphing of the algae as a reflection
of her life and family continuing to expand and
retract, bloom, transform, and then retract
again, always to come back to one another.
In her own text she compares the continual
growth and death to the cancer cells that ulti-
mately led to the early death of her father.

For the installation she has commissioned
interpretations of her own images of the algae
that grows in the Arabian gulf through embroi-
dery in different materials, creating a site-spe-
cific installation and also trying to experience
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the process of rendering the organic forms
herself, creating at times messy attempts
to control and understand these growing
changing organisms under the sea. She is
also collaborating with local performance
artist and curator Camilla Singh for a perfor-
mance during the opening which features the
performer becoming increasingly entangled
herself in a landscape of the domestic sphere
and the aquatic environment simultaneous-
ly as networks of the same materials Hadhir
has used to create her own renderings of the
algae stretch between chairs and grow on the
floor of the gallery. The remnants of the per-
formance will be on display for the duration of
the exhibition.

Tor Seidel is presenting two works that
have at their start soap. Seidel has been
interested in collecting this material for years,
combing through markets across the world to
document all the different varieties of mate-
rials and scent that people use for cleaning.
Soap is a substance with a long history and
intimate connection with the body and bodily
rituals, used to clean oneself, others, and the
things that are the physically closest to us.

His past work in this series has looked
at different ways of categorizing his vast col-
lection from color to scent profiles, highlight-
ing the variety of modes of computation and
processing this material as data. As part of
the Made in Tashkeel exhibition in 2018 he
presented a sealed shelf with different selec-
tions, that were then identified on a sheet of
paper by their scent profile. The viewer was
thus isolated from the scent experience itself
and were left to consume it through their con-
nection with the text.

For Tashweesh, Seidel has taken these
projects farther, setting up a questionnaire
that asks participants to document their mem-
ories and associations with particular soaps.

Rather than opening it to his entire collection
he focused on identifying the soaps avail-
able in the market in the U.A.E., creating a
type of atlas of the communities present and
the scent profiles associated with them. The
responses have a variety of answers, most
associating with a particular childhood mem-
ory of people or places. Scent is one of the
strongest senses for memory and through
this atlas Seidel also indexes some of these
memories and sensations that allow us to
appreciate the intimacies of the global scent
profiles that are found in the country.

The results are shown in two pieces in
this exhibition, Spectrum and Scent Fields. In
Spectrum Seidel has taken all of the varieties
of soap that he was able to find and has melt-
ed them down and molded them into bars of
equal volume. They have all then been melt-
ed into a collective black soap base, making
them one, their colors and properties mak-
ing a diverse landscape, and their scents
combining together to create one powerful
experience that reflects the collected scent
profiles of all of the soaps.

In Scent Fields, Seidel has crafted 10
particular scents that are combinations of
the varieties that had some of the strongest
reactions. They're housed in closed com-
partments, able to be opened one by one to
experience their unique scents. They have
also been melted into a standard form but are
accompanied by the questionnaire answers,
the reflections and memories that are associ-
ated with each piece, making the work essen-
tially a foil for the earlier work from Tashkeel
and letting the smell rather than specifically
the aesthetics serve as the archive and the
record of what becomes a collected memory.

These commissions are accompanied
by three photographs from Seidel's manne-
quin series which are portraits of highway

scarecrows used to warn and slow cars
around construction sites to limit the risk to
workers. Rather than having a living being on
the side of the highway they create dummies
generally from materials they have on site and
dress them in the realistic uniform and gear
to create as life-life an experience as possi-
ble to trigger the drivers’ empathy and con-
cern, causing them to be more alert and to
slow down. The three images chosen show
three different mannequins complied in differ-
ent ways, one a seeming collection of cones,
another where its colleagues had even given
it a face, and the third where all facial features
are completely lost, the shape of the head
being constructed instead of extra pants rath-
er than any sculptable material.

Hashel Al Lamki has a very multi-discipli-
nary practice but has chosen to respond to the
theme through painting, thinking of everything
we see or don't see in the world around us
and also what it means to produce art amidst
noise. He's produced a seven panel painting
that considers the context of rapid economic
and urban growth in the region over the past
forty years. The panels show an interrupted
landscape of mountains and three panels that
both somehow seem to stand alone and to
complete the work, sandwiching and breaking
the rolling and patched strokes of the nature
scene around them. In the center is an inter-
preted reproduction of Salvador Dali's The
First Days of Spring (1929) and to the left is a
color shifted landscape with wide swaths of
sky as well as a football pitch and a barrier
stretching into a distorted vanishing point, out
of sync with the movement around it. In the
landscape all seems well but an iceberg juts
out of otherwise grassy planes leading up to
the base of the mountains, and that itself is
divided across panels.

For Al Lamki the noise of the everyday is
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inspiration for creation but the sheer volume
and the speed at which it has absorbed the
U.A.E. also makes it necessary to tune it out
and the energy to do this becomes a disrup-
tion in and of itself. He describes the painting
as a journey, both literally but experientially,
responding to the negotiation and collabora-
tion of the multitude of voices that artists navi-
gate in the effort to build a practice.

The new commission is accompanied by
some of his smaller lamp sculptures that he
produced for a collaborative exhibition with
Mohammed Al Mazroui whose former home
he and two other artists now use as studios,
a gallery, and their own artist-run platform,
bait 15. The lamps, from his ongoing series
The Mallet are amalgamations that Al Lamki
has instinctually combined, blending everyday
materials and colors with a sensistivity that
evokes a curiosity and a sense of humor with
a tinge of anxiety.

Mona Ayyash’'s work shifts the interpre-
tation of the theme to the digital realm pull-
ing from footage available on the internet of
large-scale professional sporting events orig-
inally shot for broadcast. Her practice is con-
cerned with boredom and the idea of what is
happening when nothing is happening, how
rich those moments can be. Her commission
Groupings in this way also triggers a tempo
shift in the exhibition which has required the
following of clues, navigation of a performed
space, an activation of memory via scent, and
an interrupted journey up till this point.

The work is a new step in Ayyash's series
One, Two, Three, Four which she original-
ly exhibited in her MFA show at Concordia
University in Canada. The footage in that
case was spread out on a number of chan-
nels and would dialogue with one another or
separate. Methodically, Ayyash isolates a sin-
gle second in these broadcasts that can be
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(almost) seamlessly looped, focusing on small
gestures or pauses in events that are driven
by the power and force of the body large-
ly unleashed through grand and sweeping
movements. It's a slow work, always building
up anticipation and never giving the satisfac-
tion of the powerful. She plays with the tempo
and the choreography but again not allowing
the works to hit the sense of rhythm or collage
that is also satisfying in the trajectory of other
flashing, seizure inducing videos.

Groupings moves beyond the individual,
keeping the same format of one second loop-
ings from professional sporting broadcasts
but looks at groups of people in this set-
ting in team sports and coordinated actions.
Volleyball players hug and release, hug and
release, rowers dip their ores and retrieve
them, legs flex and fold in the air as they hover
over water. As they loop and repeat the sub-
jects of the footage become abstracted at
times, morphing into other worldly creatures
or frustratingly stuck moving forward and
backward forward and backward, never pull-
ing ahead or drifting behind.

They're presented on two screens placed
far enough out from one another to never be
able to fully focus on the content of both at
the same time. Between them are bleachers
for the viewer to sit on as they navigate the
screens. The bleachers server to bring the
exhibition visitors into the same choreography,
mimicking on a small scale the sports seating
of the spectators in the footage, also coordi-
nating their movements back and forth visually
between the screens as the watch the con-
tent. But perhaps the most dramatic change
that happens is that it also forces the visitor
to sit, and interpret the something in the noth-
ing, to be calm and patient and to shift modes
entirely.

The last piece is Zara Mahmood's work,

Momentary (I,l, and Ill), is a departure in her
practice that has been based on more tradi-
tional methods and aesthetics of printmaking
and painting. Her new work is three sets of
five images that have been printed on acryl-
ic sheets. Displayed on shelves the subtle
imagery shows the abstracted movement of
light on a delicately textured surface. She is
interested in considering light itself an artist
and the inability to fully capture its movements
and daily gestures that shape our environment
and experience of life.

By placing the images on acrylic light
again becomes a key part of viewing and
encountering the work. The print casts its own
shadow onto the wall behind it, adding a new
depth. The coloring of the panels alters based
on the time of day and the particular moments
in which the images were captured. The shift-
ing gradient also signaling the other unseen
elements around them, casting shadows and
filters for the sun. It acts as the exhibitions
closing moment of stillness before the visitors
exit back into the entryway and are accompa-
nied by two older prints from her MFA degree
show at the National College of Arts in Lahore
in 2003. They were a response to the preva-
lence of the figure and the start of her interest
in the world which those figures inhabited.

In Chinese Whispers (2003), she evokes
the childhood game where one person whis-
pers into the next person's ear, the mes-
sage shifting based on what each individual
believed the last had said until its read aloud,
almost always ending as something com-
pletely different. Here she has started with a
seed and through printmaking grafted differ-
ent plants at different stages onto one anoth-
er to create an impossible visual journey. In
Hypocrisy (2003) she started with the texture
of the cactus and extended it out imagining its
transformation to an incompatible manmade

form, the clothes hanger. They share a cele-
bration of the potential of these overlooked
wonders.

In the stairwell, across the second and
third floors of Maraya Art Centre guest artist
Nujoom Al Ghanem'’s latest installation cre-
ates an immersive experience. In this work
she is interested in the anonymity and the
noise of the people around us. Fascinated by
the commuting crowds in airports and train
station, she's rendered one-thousand two
hundred abstracted shadowed figures who
become those faces we see every day but
never will meet. They hang from the ceiling
in the center of the stairs, allowing people to
pass, and as they move across the landings
light throws their own figures up on the walls,
letting visitors become part of the installation
themselves.

An audio piece made in one of the ses-
sions at Al Ghanem's studio drifts in from the
entryway, blending with the audio of a satellite
zooming through space that accompanies her
installation. Nujoom had asked each artist to
express what they imagined to be white noise
and then mixed it together to make a collabo-
rative expression. It becomes the perfect entry
and exit point for the exhibition, for this edi-
tion of the program, and for thinking about the
context where it all takes place. The artist’s
individual visions come together in the context
of a simple exercise, recorded on a phone,
creating an audio composition and rhythm. It's
the coming together of frequencies and back-
grounds and lets us think about how beautiful
noise can be.
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Blazing afternoon sun hits the highway,
turning asphalt into water. Glimmering puddles
dance and disappear before my eyes, moving
swiftly, like an apparition. | drive on, chasing
mirages, and with my peripheral vision catch
glimpses of familiar words on blue-coloured,
metal road signs. | turn the steering wheel,
and feel its plush textile lining brush against
my fingers. To my right, in a cylindrical com-
partment, is a paper cup with the remnants of
a sweet-scented Latte. Measured beats fill the
interior of the car—courtesy of FM broadcast-
ing technology—and my thumbs reflexively tap
against a plastic panel on the wheel, adorned
with a capital H for Honda.

Material white noise.

The coalescence of all things that cre-
ate an elaborate backdrop to our everyday
experience. Moving through space and time,
we encounter scores of materials, textures,
colours, sounds, smells, and flavours. We
confront objects, transmit ideas, formulate
concepts, and operate mechanisms—often in
an automated, cursory manner, which leaves
individual elements that constitute our envi-
ronments simply indiscernible. They blend
and fuse into one another, creating an amal-
gam that we refer to as background, material
white noise.

The term, which is widely used in the
disciplines of physics, telecommunications,
and acoustic engineering, was originally con-
ceived to denote a complex signal or sound
that covers the entire range of audible fre-
quencies possessing equal intensity'. This
means that as multiple frequencies play out
simultaneously, it becomes difficult for the
brain to pick out a single, distinct sound to
listen to. Similarly, when thinking of material
white noise, one can imagine a synthesis of

1. “Noise | Acoustics.” Encyclopedia Britannica, 2013,
www.britannica.com/science/noise-acoustics.
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countless material modules into a complex
physical environment, of which individual
components are almost inextricable. With
that in mind, artists presented in this exhibi-
tion take on the challenge of pulling their envi-
ronments apart, and focusing their lens on its
elemental constituent parts—be it light, scent,
language, the workings of a body part, or
objects as memory capsules. They tease out
the distinct characteristics and properties of
these otherwise intertwined ingredients, and
through deliberate manipulation, push them
into new realms.

Works featured in Tashweesh take the
material landscape of the United Arab Emirates
as their point of departure. Informed by their
surroundings, participating artists draw on the
material culture they live in, and are in direct
contact with. This includes not only a cogni-
zance of tangible things and physical objects
around them, but an awareness of how these
objects are used and consumed, how they
influence behaviour, and at times, how their
circulation may impact the life of a communi-
ty. Building on a rich legacy of U.A.E.s artists
whose work demonstrates a sensitivity to the
country’s shifting material environment, this
group of emerging practitioners confronts the
complexities of grappling with and respond-
ing to the particularities of the local context.
In looking at their distinct interpretations of
white noise in their personal domains, one is
compelled to slightly zoom out of the present
moment, and take a brief glance at the recent
history of transforming material conditions in
the U.A.E., and how these rapid shifts have
influenced the work of artists.

An exhibition of the U.A.Es pioneering
arts community, mounted by the NYUAD Art
Gallery in 2017 and entitled But We Cannot
See Them, provided invaluable insight into
early creative experiments in the country, and

also foregrounded the astute awareness this
early artistic community had of their context,
of the structural changes that came with the
process of modernisation, and of the shifts in
the region’s societal frameworks? Members of
this group of Emirati artists displayed a truly
modern approach towards art making, in that
they embraced the fast-paced transformation
of their material environments and communi-
ties, and responded with work that very much
reflected the current moment. Their prac-
tice often involved locally-found materials,
mass-produced items, and discarded objects,
which some of them collected, manipulated,
and turned into charged social—perhaps
even socio-political—commentary.

An artist whose work immediately, and
expectedly, comes to mind in this frame of
reference is certainly Hassan Sharif. Not

2. The exhibition But We Cannot See Them: Tracing a U.A.E.
Art Community 1988-2008, curated by Maya Allison with Bana
Kattan and Alaa Edris, was on view at the NYUAD Art Gallery
between 1 March — 27 May 2017.

only is he widely recognised as a pioneering
figure of modern art in the Emirates, but he
was also an artist whose conceptual practice
deliberately engaged the U.A.E.'s material
and consumer culture. For a significant part of
his career, he collected objects compulsively,
and employed materials that were in his own
words “available.” A conscious commitment
to using things that were part of his imme-
diate environment is a testament to Sharif's
critical awareness of the systemic factors that
played a role in shaping and transforming the
U.A.E.'s material milieu—such as trade routes,
consumer patterns, shifting tastes, and dis-
carding practices. Income from oil revenues
and the population’s increased purchasing
power also played a significant role in gen-
erating the material white noise that served
as background to his experience, and led
him to foreground concerns like “over-indul-
gence” in his work.* In Sharif's recent posthu-
mous retrospective exhibition at the Sharjah
Art Foundation, audiences had the opportu-
nity to see his mounds of banal, mass-pro-
duced consumer products, including rubber
flip-flops, metal kitchen utensils, and piles of
coiled-up rope.® Critical of unrestrained con-
sumerism, and of the excessive flooding of
markets with retail goods, Sharif “resorted to
the idea of redundant repetition” in construct-
ing his compositions.®

The work of Khorfakkan-born Abdullah Al

3. NYUAD Art Gallery. “Interview - Hassan Sharif (with
Christianna de Marchi).” In But We Cannot See Them: Tracing
a U.A.E. Art Community 1988-2008. Akkadia Press, 2017. pp.
262-263.

4. Lord, Christopher. “Hassan Sharif: Make It New.” Harper’s
Bazaar Art, July/August 2014, 40-47.

5. Hassan Sharif's retrospective exhibition, entitled / Am The
Single Work Artist, curated by Hoor Al Qasimi, was on view
at the Sharjah Art Foundation between 4 November 2017 - 3
February 2018.

6. Sharif, Hassan. “Weaving.” 2008. http://www.hassansharif.
com/uploads/publications/39.9020weaving1374834539.

pdf.
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Saadi also draws considerably from his imme-
diate environment. An austere, rocky terrain
surrounding his studio, framed by mountains
and tucked away from the more populated and
built-up city, informs his topographical draw-
ings on paper and stone, his rock installations,
landscape-based performances, and studies
of the local flora and fauna. Found objects
take on a new meaning in this context, and
constitute items like bones, feathers, and odd-
ly-shaped stones. Although Al Saadi is gen-
erally perceived as drawing from the U.A.E.'s
natural landscape more than its man-made
counterpart, he in fact very astutely reflects on
the economic and material changes that mod-
ernization has brought to the region. His instal-
lations serve as commentary on the country’s
transforming landscapes, and the tin cans,
cardboard boxes, and rubber pieces he often
incorporates into his pieces, foreground the
circulation networks of manufactured goods.
In the third edition of Emirati Expressions held
in Abu Dhabi in 2013, Al Saadi presented a
display of 24 sweet potato-shaped pieces of
jewelry, manufactured from an unusual for his
oeuvre material — 18 carat gold.” Elevating a
common, locally-grown vegetable—which has
been a subject of Al Saadi's rigorous inquiry
for several years—to the status of a luxury
product, hints at the opulence that has come
to characterize the U.A.E. in recent decades.
It also evokes multilayered trade networks,
and the region’s long-standing connection to
the gold industry, which is inextricably inter-
twined with local heritage and material history.
A life-long collector and chronicler of objects
from his trips across the mountains, Al Saadi
perceptively takes note of the subtle material
white noise in his surroundings, and turns it

7. The third edition of Emirati Expressions, entitled Realised,
curated by Reem Fadda with Maisa Al Qassimi, was on view at
Abu Dhabi's Manarat Al Saadiyat between 30 October 2013 — 18
January 2014.
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into compositions that reflect environmental
concerns and conjure personal memories.

Another Khorfakkan-born, conceptual
artist who engages with the local landscape
is Mohammed Ahmed Ibrahim. Dubbed a
‘land artist’ by many, Ibrahim often creates his
work directly on the open terrain, using nat-
urally-occurring materials that are part of the
local environment, like rock, clay, and earth.
Responding to the material backdrop of his
immediate surroundings, he not only cultivates
a personal harmony with nature, but reflects
conceptually on the loss of land to urban
development in the U.A.E., and raises ques-
tions linked to systems of value ascription to
crude resources and manufactured commod-
ities. In 2015, he performed a piece titled Land
Shift, in which he swapped a patch of earth
from Oman with one from Dubai, thus creat-
ing a palpable change in the material make-up
of both environments, as well as interrogating
how a spatial shift of soil may influence its
monetary value. Ibrahim also often works with
signs, symbols, and sculptural compositions
that are reminiscent of primordial forms and
folkloric motifs, reflecting on notions of her-
itage, memory, and legibility. These are typ-
ically manufactured using organic materials
from his surroundings like coal, soil, paper,
and wood.

In a conversation about white noise and
shifting material landscapes, Mohammed
Kazem's conceptual practice certainly can-
not be overlooked. From GPS coordinates
that document his whereabouts, to personal
vantage points linked to the process modern-
ization in the U.A.E., his work is inextricably
linked to the dynamic, multiplex environment
he is part of, and to his subjective experience
of it. Kazem's oeuvre often engages autobi-
ographical detail, and reinterprets ephemer-
al data from his immediate surroundings. In

contrast to artists collecting found objects, he
can be viewed as a collector of data and infor-
mation, which he ‘archives’ in inventive ways—
whether through the process of scratching on
paper, by burrowing into it with scissors, or by
allowing paint to free-flow and form organic
compositions. White noise in Kazem's work
constitutes transient, at times immaterial phe-
nomena, like light, sound, time, and rhythm,
which he documents through performative
work and experiential multimedia installations.
This brief text, focusing on a select num-
ber of practitioners, offers but a few aper-
tures onto the rich and diverse
landscape of the U.A.E.'s artistic
community that has, and contin-
ues to aptly respond to the country’s
transforming material milieu. Tackling
subjects that range from rapid urban
development (and re-development), to
shifting seascapes, automation, manifesta-
tions of luxury, language, and self-adornment,
artists in the U.A.E.—at varying stages in their
creative careers—take countless perspec-
tives and frames of reference in reacting to
the intensifying material white noise around
them. Ebtisam Abdulaziz's assemblages of
found objects, Farah Al Qasimi's witty explo-
rations of consumer culture, Ammar Al Attar’'s
documentation of vernacular spaces, Alaa
Edris's images of manipulated of urban envi-
ronments, are but a few that come to mind.
Leading up to the exhibition, the six
emerging artists presented in Tashweesh
had the opportunity to attend several train-
ing sessions, and be mentored by Nujoom
Al Ghanem—an Emirati artist, poet, and film
director, who began her career in the 1980s.
Alghanem’s approach to art making was
doubtlessly influenced by her background in
journalism, and an affinity with language as a
creative medium. Looking at her paintings and

performance art, one cannot but discern a lyr-
ical, poetic dimension, which is both informed
and complemented by her literary practice.
Growing up in her grandparents’ house, sur-
rounded by novels and collections of poetry,
Alghanem became interested in language ear-
ly on, and developed an experimental, inter-
disciplinary approach towards expression—in
both art and verse. Her avant-garde method
of using free verse in contrast to established
canons of composition, and her early inves-
tigations into performance and installation
art, carried out alongside Hassan Sharif and

Khalid Albudoor as part of the Aqwas Group,
were not only ambitious in terms of medium,
but were also forward-looking in their mind-
fulness of the U.A.E. as being a transformed
milieu. A visibly altered material, social, and
economic environment presented artists with
a new set of creative concerns, and called
for new tools and processes. Alghanem
responded by consciously traversing the
bounds between mediums, disciplines, and
professional affiliations, seeking to develop a
congruous, tailored approach to each of her
lines of inquiry.

She participates in Tashweesh with an
installation piece, comprising twelve hundred
painted figures, suspended in space at vary-
ing heights. Each figure is rendered in black

slgall aua
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and white with minimal gestural strokes, trans-
lating into a swarm of ephemeral impressions,
reminiscent of fleeting silhouettes within a
crowd of people. It is a conglomeration of
solitary, anonymous passersby that one may
encounter—but never really meet—in a busy
place. Like transitory shadows, they momen-
tarily come into one’s field of vision, and quick-
ly disappear into space, leaving no discernible
trace. Reflecting on the sense of alienation
common in modern societies, and the imper-
sonality of human interactions in large cities,
Alghanem offers a poetic take on the paradox-
ical experience of solitude in densely-populat-
ed settings.

Paying close heed to the material white
noise around them, the group of artists pre-
sented in Tashweesh offers six distinct, per-
sonal interpretations of their environments.
Paralleling some of the figures discussed
above, a number of them are collectors of
objects, some of them work with memory and
with language as a medium, others find ways
to document fleeting, transient phenomena,
or reflect on the passage of time. The meth-
ods they employ, however, are uniquely theirs,
and reflect a subjective take on what facets of
background material noise in their surround-
ings they find compelling. Mona Ayyash takes
a surgical approach to her video work, slic-
ing and stitching sections of existing film to
generate a novel reading and experience of
recorded sporting events. Rhythm, repetition,
and periodicity become essential components
in her work. Ayesha Hadhir translates tangled,
intimate memories into a tangible form through
alluring, multilayered embroidery. Taking visual
inspiration from water algae she encountered
on a diving trip with her father, she reflects
upon the cyclical nature of life, and the suc-
cession of life and death. Zara Mahmood doc-
uments the ephemeral interplay of light and

TASHWEESH

shadow on various surfaces in her garden.
Treating light as a material component in her
work, she harnesses its potential to impact
and alter an environment, particularly when
recorded over a period of time. Rawdha Al
Ketbi uses language as a medium, and apart
from writing poems, engages semantics in her
mixed-media sculptural compositions. In these
composite works, she interweaves memory
with imagined characters, and enigmas of the
human psyche. Tor Seidel engages the notion
of olfactory memory through the collection
and manipulation of scented soaps. His pro-
ject involves not only the procurement and
study of very specific aromatic products from
the region, but an ‘alchemical’ process, so to
speak, of transforming them into a new state
that is potent with new meaning. In mixing and
recasting melted soap into original configura-
tions, he opens up the possibility of altered
readings and associations. Finally, Hashel Al
Lamki uses the medium of painting to reflect
upon short-term memory, and data retention
in a time of informational excess. Dwelling on
the experience of being constantly saturated
with text, images, and sounds through elec-
tronic portals, her work addresses what can
be referred to as ‘informational white noise.’

Displaying a range of methodologies,
and working within an array of varying systems,
all six artists address the common concern of
recognizing and distilling the material white
noise around them into components that can
be studied, manipulated, and transformed.
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ART, THE
CUSTODIAN
OF OUR
EVER-
CHANGING
NATURE

Visual arts are the reflection of the deeply
rooted values and ever-shifting emotions driv-
ing our lives, here in the United Arab Emirates.
They strongly relate to our daily life and to
how we perceive the world around us. Back
in the days, the artist would take his brushes
and colors, and nestle in the quiet nature away
from any optical or acoustic noise interference
(tashweesh), where the trees and the birds
are in perfect harmony with the whooshing
wind, the mountains and the sea. Meanwhile,
in today’s city life, the dissonant discord of
noises from cars, trucks and crowds hardly
blends with TV anchors’ blather on war, and
the senseless chatter on radios and mobile
phones. At every corner, construction work-
ers are drilling, erecting buildings, roads
and bridges. The contemporary artist is then
forced to take in this amalgam of noises that
sneak up on him and infiltrate his body, soul
and imagination, hence mutilating the vision of
his very existence with a rush of constant and
never-ending “Tashweesh”.

This artist, child of this boisterous city,
even as he tries to meditate and search with-
in for the inner peace and quiet, could never
escape the interference that has taken over his
restless mind, becoming part of who he is, and
reflecting in his artistic expression. And that is
exactly what U.A.E. Unlimited is trying to high-
light in this unique exhibition. We are current-
ly witnessing a global phenomenon deeply

TASHWEESH

affecting the artistic expression in today'’s life
through the thought process, the styles, the
tools and the queries of the artists. The center
seeks to dive into the invisible, spiritual, and
psychological roots that guided the work of
the participating artists, particularly in view
of the fact that the project was a cooperation
effort that brought together the six artists with
Emirati poet and artist Nujoom Al Ghanem,
a strong believer in the importance of dai-
ly meditation, with a rich cultural journey as
one of the pioneering Emirati contemporary
poets, and an acclaimed filmmaking record
of award-winning movies. Al Ghanem'’s visual
art also represents the combination of phi-
losophy and poetry, and the openness to the
experimental ideas and values, which makes
her the best artist to grasp this Material Noise
that infiltrates us whenever we try to mend our
broken souls.

Picasso once said: Art washes away from
the soul the dust of everyday life. He certainly
did not mean the physical dust but the hustle
and bustle of thoughts that conquer our minds
no matter how hard we try to elude, and that
obscure our vision of the reality around us.
The artist's quest is to dissipate that deceptive
mirage of noises and to boldly help us identi-
fy the cracks through which this Tashweesh
invades our lives, to finally be able to wash off
our burdened souls.

In this exhibition, artist Nujoom Al Ghanem
presents several shapes of accumulated, fad-
ed and unclear shadows which are in fact neg-
ative images of real human souls surrounding
us wherever we go, in a mall or an airport, on
a train or in the street. We may simply pass
them by, subtly brush against them, exchange

a quick glance or even a few words. But even-
tually, they all leave as they came, and nothing
of them remains but a vague distant memory.

Nujoom seeks to capture this very
moment, in all its elusiveness, through the
shutter of a virtual camera that grasps the
shadows of passers-by, and turns them into
distinct beings, independently of their human
vessels. Faces and voices become pointless,
and the shadowy figures reflect the fragile-
ness of our existence, pushing us to see life in
every small detail, and to embrace the “now”.

All we need to do is contemplate this army
of shadows gathered by Nujoom Alghanem in
her wonderful work, where these thousands
of beings are frozen in a single moment in
time, for us to have a silent conversation with
them before we imagine them going on with
their life, scattered around the world. And
unlike actual shadows that are usually on the
ground, the artist breathed life into them, made
them dynamic, animated, and full of energy...
And whatever remained imperceptible to our
5 senses, Nujoom ingeniously depicted for us
to see and feel.

To me, these shadows were of people |
knew... | could see my mom'’s abaya fluttering
in the wind, | could see familiar faces, | could
even see myself... This piece is the overlap
of times and spaces, and draws the audience
into an interactive process packed with ques-
tions on life and reality: Who are we? Who are
they? What connects us to these shadows?
All those who walked by this exhibition sought
their own shadows in the mass, and as they
left, a part of them chose to stay behind.

The emotionally and mentally confused
contemporary artist does not let nature be. He
actively seeks nature and disrupts it to ask all

kinds of questions. Seven paintings by artist
Hashel Al Lamki, displayed horizontally at eye
level, are the loud disturbing shout that delib-
erately destroys the natural peace and quiet of
nature in its external form.

We stand here before another shape of
distorted nature, of heterogeneous colors and
no sight of any life. No water, no sun, no birds,
even the green is not one that's normally found
in nature. The mountains are barely a gradua-
tion of colors surrounded by desolation and
despondency. The pink and purple clouds are
scattered repugnantly... Combined, these
paintings are meant by Hashel Al Lamki as
a dissonant art that disturbs our pursuit of
peace within nature. “Peace will never be, as
long as the soul is troubled”, he says. We see
nature differently to the way it's seen by those
who live in harmony with it...

And yet, the distorted shapes give way to
a deeper contemplation. All we need is to find
the line that separates us as human beings
looking at the paintings, from the phony visions
of nature that shake our real understanding of
the beauty surrounding us. The artist is not
looking to give us a scenic tour but is push-
ing us to reconsider the accumulation of dis-
sonance in our daily lives that have become
today a staple in our new modern existence.

In these paintings, nothing is realis-
tic. People and things, souls and matter,
everything reflects the artist's vision of this
crooked world, and how our deformed eyes
have come to peace with the material aspect
of nature, to a point where we are only attract-
ed by forged beauty, as fake as an industrial-
ly-lit lampshade.

Across the room from these paintings is
another piece of work by Al Lamki; carefully
crafted lampshades displayed in an intimate
setting, as a direct contradiction to the exter-
nal nature, but which has become a more
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familiar sight for modern humans prisoners of
closed rooms and secure walls.

The work of Rawdha Al Ketbi invites us
to witness the brutal burial of words, objects
and memories, and to admit that our lives have
become purely consumptive. Nothing is here
to last; our homes, our friends, the places
where we grew up, words filled with emotions,
and even names... In this work, we find noth-
ing but ravage, corrosion and perplexity.

In Rawdha's poem, we are introduced to
Rafi, a character swallowed up by chaos in
the urban amalgam of the city. His house was
destroyed and he is found with nothing but a
wandering soul. In the middle of the poem,
Rawdha sweeps in and throws at us a series
of difficult existential questions, and cleverly
pulls us into the ravaged house to look for Rafi
with her, and perhaps in the process look for
ourselves, or our loved ones dispersed in a
rotation of homes, countries and continents.

The poem is a flagrant representation of
the loss of the inner peace in our bond with
objects and people around us, in an ephem-
eral world swallowing up everything that once
mattered to us, including our photographs,
our documents and our passports.

It is also related to the sculptural work
accompanying it: A harsh frame of rusty iron
and corroded words, half of them withering in
space and the other half sinking in the cement,
highlighting that everything, even meanings,
eventually dies. They are the remnants of a
world that once looked rosy and pretty. But
in fact, we float in a world of noise, where
everything we see is nothing but an illusion.

It doesn’t matter whether you read the
poem first, or you look at the sculpture before.
Both components will lead you to the big

TASHWEESH

questions: Are we entitled to hold on to the
concrete and iron remnants as evidences of
our complex existence? Is art supposed to
take us to places where we can close our eyes
and be oblivious to what harms our souls? Or
is the artist's duty to drag us, with our eyes
open, to remind us of what will soon be wiped
out of our memory?

The complete structural pieces and the
engraved embellishments on the concrete
spelling out the name of “Rafi" are also a
farewell poem. The letters are rushed into the
embellishments, making the piece look like
old relics fading away in time.

Ayesha Hadhir's work is a composi-
tion of philosophical ideas directly related to
time. Ayesha observes the transformations
of marine organisms throughout the year and
monitors color changes of algae in the winter
and summer. She tries to comprehend the
sea in all its states, but the pieces of work she
presents take us beyond these direct ecolog-
ical observations and more specifically to the
history of the sea in this part of the world.

These soft nets made of wool are an
implicit representation of the nets used by her
ancestors in their centuries-long relationship
with the sea. What are these algae stuck to
the nets? In brief, it is the rust that has grown
when the people of the sea abandoned their
old occupations and settled in modern cities
and urban constructions, as if the sea, when
we neglect it, falls sick and decays.

Again, we are here in front of a Tashweesh
of a different kind. Ayesha does not present
us with artisanal knitting; she smashes this
concept to show us the true face of things,
as they must be seen. The work includes the
chairs, the walls and the actual image of the

artist crawling inside this world, and the inter-
twining net of people, objects and nature.

The concept of time represented by
Ayesha in this piece of work is also confused.
There is the unseen past that echoes in the
sea-salt-covered artifacts and in the patches
of algae and viscosity. Then there is the pres-
ent, partly covered with algae but still visible
among the threads of the net. And the third
component of time is reflected in the patch-
es that Ayesha left blank, for which the future
remains unknown.

Having pretty eyes is not enough to actu-
ally see the world around you. That's what
Mona Ayyash expresses in her complex con-
ceptual video composition. She pushes us to
face the truth that each of us seeks from his
own angle.

Two screens hung apart from each other
display a live broadcasting of the same event,
or even sometimes of 2 distinct sports events.
Our point of view determines our place in
time, as if we were in a visual game taking us
back and forth in 2 different directions. We
need to be looking to the right to understand
what's going on, but our eyes keep getting
drawn to the screen on the left. And it never
occurs to us that all we have to do is close our
eyes to get away from this visual scattering
and seek our inner peace, or that staring at
the blank space between the 2 screens could
set us free. Instead we are prisoners of what
we are meant to see and hear. What exactly
are we looking for whenever we watch these
large human formations in sport events? Are
we looking for human intimacy? For harmony
and discipline? Or is it something we lack as
we are taken by what's happening outside of
our being.

This work is extremely realistic. Today, we
are torn between a multitude of screens as we
stare at the television and our mobile phone
at once. Even at work, we are torn between
at least 2 screens baring contradictory facts.
And the confused mind receptive of all this
input at once cannot find tranquility or seren-
ity. Mona Ayyash is forcing us to clash into a
reality we don't want to see, where we'd rather
keep looking right and left in our quest for the
truth which, in fact is right in front of us.

After a deep contemplation of the work
of Zara Mahmoud, you can only emerge with
vague and complex impressions from the
rhythmic shapes painted by light, and lean-
ing against a wall like the keys of a piano. The
music is a dance of freedom between the light
and the shadows, reflecting the rotation of
days and nights in today’s speedy world.

Zara intensifies these transient moments
and puts them together in a deliberate hier-
archy. They may be completely meaningless,
or could be bearing emptiness and silence.
Every component holds its own music, which
is underlined by the way the pieces are dis-
played. As the eye moves from one piece to
the other, an invisible link maintains the rela-
tion. The viewer is also invited to measure the
space between them to understand that he
is in front of a matrix of tones that complete
each other into one single melody. And yet,
the pieces are far from similar.

There are unlimited possibilities for today’s
artist to express his views and visions. Zara,
however, chose the basic elements of light and
shadow to create her new visual concepts.
The light here is not fabricated, but rather nat-
ural, captured by the artist in the midst of its
movement, in it slow progression on the stairs
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of time, which brings us to a deeper philo-
sophical realization that the unique feature of
the world is its ephemeral nature, and the only
constant for everything, is change.

The essential truth reflected in Tor Seidel’s
work is that all things are interconnected. The
viewer may pick up the small piece of soap,
smell it, and inhale its scent before putting it
back. But these pieces carry within them alll
the elements that are invisible in our exist-
ence: The atoms that

of others.

The other work of Tor is the statue of
the road construction worker. In brief, he
has become the modern day scarecrow that
moved from the fields and farms to urban cit-
ies. He is never greeted; he is left out day and
night in extreme heat or cold. He has become
invisible to us, and Tor is bringing him into this
exhibition as a contemplation topic. While the
scarecrow’s purpose was to scare away birds
and other animals, today, the modern scare-
crow’s duty is to warn people of the road
dangers, and keep them from falling in the

many holes scattered

form. the substance, THE ART'ST’S QUEST along the way.
the firms that manufac- IS TO DISSIPATE THAT

ture thousands of soaps

overy day, bsh}?ps, peo- DECEPTIVE MIRAGE
foartha coversour bocies OF NOISES AND TO
every morning. We may think BOLDLY HELP US

about fancy soaps sold to rich

people, and cheap soaps sold IDENTIFY THE CRACKS
in batches to the poor. All these TH ROUG H WH |CH

connections are concealed in

tth sk:nalll piecelz 0|i soapl, it we THIS TASHWEESH
“ el:1 fht(';:: tpoie?:gs Cii:et?\g. .a;rtist’s INVADES OUR
awareness of himself as a link in this LlVES, TO FlNALLY

chain of relations made of thoughts,

memories and emotions incited by the BE ABLE TO
sense of smell from different pieces of WASH OFF OUR

soap, and by the sense of sight from the

multitude of colors. The sense of touch BURDENED

is also triggered by the different shapes.

Tor Siedel completes the elements of
this open-ended work by asking people to
engage in a survey, and records their impres-
sions and memories related to the pieces of
soap in front of them. The work leaves the
viewer’s imagination open to see, smell and
bring back his own memories, as well as those

~ TASHWEESH

SOULS.
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ALIGNING
WITH
KNOWLEDGE

TO ACHIEVE

ARTISTIC
RICHNESS

| have to admit that when | was invited to
participate in this session of U.A.E. Unlimited,
| was struck by its amazing title “Material
Noise”, which for me carried many conno-
tations in its English version, and presented
endless associations in the possible Arabic
translations, referring to confusion, interfer-
ence, fuss and mess... The pronunciation and
the written shape of the words also presented
me with a variety of possibilities.

At first, | did not pick up on the breadth of
professional responsibility on my hands, and
on what it would take to work with six young
artists, as engulfed as | was in the connota-
tion of the title, and the endless potential in
terms of symbolism, conceptualization or even
realism. “Tashweesh” was proposed at a later
stage to avoid literal translation, attempting to
capture the essence of the words presenting
us with multi-level connotations and insights,
and a wide potential in usage and research.

Coming from the world of literature, | was
seduced by the linguistic and poetic aspect of

TASHWEESH

the title, which for several days, filled my mind
with a constant state of noise, but at the same
time gave way to contemplation and scrutiny
from different angles.

This was a powerful incentive to think
about all the possibilities as | prepared for
the dialogue sessions with the participating
artists. The challenge was to draw these six
young people into worlds that go beyond the
outer form, and allow them to delve into the
substance and tackle the choices in writing,
reading and searching on various levels for
the idea of “Tashweesh”, starting from the
linguistic aspect which concerns firstly the
word, ending with the visual expression of its
topic.

But | was also afraid of disappointing
them, since many of those who practice art
are blindly convinced that there is no direct
connection between literature and philoso-
phy, and artistic creation. They do not grasp
the usefulness of reading a poem, to create a

piece of art and may not be interested in evok-
ing the experience of a poet or a novelist as
a helping tool for achieving an artistic com-
position. For them, art is built solely by their
fingers, and they associate poetry and writing
with the art of calligraphy. They may see the
experiences of artists such as Picasso, Dali,
René Magritte, Sai Tombelli or Anselm Kiefer,
who have created works inspired by literature,
poetry and history, as exceptions.

But aren't these exceptions what make
an artistic experience unique and different?
Wouldn't these artistic creations, developed
through knowledge and research, hold a spe-
cial place in our minds and memories? It's
undeniable that experiments that require a
certain level of research are more culturally
valuable and attractive.

In all fairness, the full support of those in
charge of this project and their deep knowl-
edge of the required cultural pillars reinforce
this alignment. Thus, | went with our artists to
discover the worlds of Tashweesh as a cen-
tral theme of this session through literature,
the richest in description and the deepest in
terms of research material, and the best start-
ing point for understanding the dimensions
of any creative approach even if it relies on
visual, psychological, conceptual or scientific
forms.

It was not merely a gamble that could
succeed or fail, because starting from a point
deeply rooted in intellect, culture and human-
ity is a safety net, even despite its apparent
difficulty for those who are not accustomed
to reading every day or who have never start-
ed an art project based on literary narratives,
poetry, philosophy, or even history.

Someone who reads every morning before
delving into his art can never fail. Someone
with a constant thirst for knowledge can never
lack inspiration. And those who wish to pro-
duce meaningful works of art must be pre-
pared to go further in their quest for knowl-
edge and research, to seek answers away
from stereotypes, and to roll up their sleeves

and work hard.

We are in a constant need for learning
and discovery, regardless of our age or pro-
fessional experience. We always need to
update our knowledge and expand our sourc-
es even if we're working in highly specialized
fields. For those in the world of art and culture,
research is never ending, and other creative
contributions have opened up new possibili-
ties to help us expand our horizon.

From the beginning, it was agreed with
the artists to focus the line of work in this
direction. The results were in my opinion very
worthwhile. | enjoyed watching them pick their
materials based on the realities brought to
them by the poems they were reading. And
it was interesting to see their artistic work
draw its inspiration in the poetry of Mahmoud
Darwish and Matsuo Bashg, or to find in one
of their paintings the inherent spirit of a con-
templative text by Jalaluddin Rumi.

It was emotive to find them receptive of
the idea of working on sounds that come
to mind whenever the word Tashweesh is
brought up, or to see them participate, without
any reservations, in the live audition that was
proposed as one of the activities, or to watch
them formulate emotional scenarios using the
language of video.

Those who actively and responsibly tack-
led the topics of the research and opened
themselves to discovery, experimentation and
participation, are those who truly contributed
to the success of the experiment and made
each session rich, interesting and valuable.

| am deeply thankful for the opportunity |
had to work with them, delve into their experi-
ences, read their insights and watch their pro-
jects come to life.
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WAY S
TO OBSERVE
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We poor myopic humans, with neither
the raptors gift of long-distance acuity, nor
the talents of a housefly for panoramic vision.
However, with our big brains, we are at least
aware of the limits of our vision. With a degree
of humility rare in our species, we acknowl-
edge there is much that we can't see, and
so contrive unthinkable ways to observe the
world.!

Creativity can manifest itself in a variety of
forms. By performing creative acts, we reveal
our ability to rise above the mundane. Could
it be the best way we have discovered to
observe the world? Where can creativity stem
from? Must it be a divine moment of inspira-
tion or is it more likely to occur as a part of our
day-to-day lives, a fresh take on the quotidi-
an? Is it something particular talents are born
with or can it be developed and fostered? Can
it be a solitary act or does creativity benefit
from interaction and communication? How
can we hear it over the humdrum buzz of our
all-consuming lives?

All these considerations are present when
one studies Tashweesh, the 2019 exhibition
of U.A.E. Unlimited at Maraya Arts Centre,
Sharjah. In the build up to the show, sever-
al group activities took place between the six
selected artists and members of the U.A.E.
creative community, including critique ses-
sions with curator Laura Metzler, where the art-
ists were encouraged to create collaborative
projects and share ideas. Two sessions were
at the home and studio of Ramin Haerizadeh,
Rokni Haerizadeh and Hesam Rahmanian,
who had been the guest artists for the 2018
edition of U.A.E. Unlimited. The talented trio
initially presented their practices, which both
collectively and independently value image

1. Robin Wall Kimmerer, Gathering Moss: A Natural and Cultural
History of Mosses, Oregon State University Press, 2003,
pp 7-8
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making and the materials of art. The second
session explored works by international artists
who explore these themes. Lonnie Holley and
Anika Yi primarily work with found objects,
which they manipulate, finding them intrinsi-
cally imbrued with meaning and relevance.
Sarah Sze questions our relationship with
images in the digital age and Liz Deschenes
is an exemplar in methods of displaying
abstracted photographic images. Nujoom Al
Ghanem was the guest artist for this edition,
an inspiring polymath who has found success
and joy in being a professional filmmaker, poet
and visual artist. She will represent the U.A.E.
at the 2019 Venice Biennale. She led a series
of six workshops in her Jumeirah studio. Tarek
Al-Ghoussein, a leading photographer and
professor at NYU Abu Dhabi, led a photogra-
phy workshop about image taking and using a
pinhole camera.

As part of this programme, | led a writ-
ing workshop. It took place in October, a time
when the participants were in a place of tran-
sition, still learning about each other’s prac-
tices and considering how they were going
to complete the project. For me, it was an
ideal moment to learn more about this intrigu-
ing group and the best vehicle to investigate
their positions as artists. | could impart knowl-
edge to them, with an understanding that they
would share some with me and we would all
be richer for the experience.

My entry point to appreciating art has
always been through a combined formal and
contextual analysis, a what, how, why check-
list — the perfect apparatus for an artist hav-
ing difficulty preparing their artist statement.
“There are already a lot of words in the world;
sometimes it is better not to add any more. Or
if you do, it had better be worth it". So begins
a text | give to the students to consider, taken
from writer James Bridle which continues: |

THE
WORLD

came back to writing as a way of thinking and
of thinking through, of occupying the space
between things, and opening them up again”
2, This poses the question for artists as writ-
ers, whether they wish to consider the idea of
writing becoming a part of their artwork, so
therefore a creative act in itself, or whether
for them writing has purely a descriptive role,
supplementary but independent to their art.

“The door is where | entered; it is what
pulled me in, the entrance to his world.” As
part of her piece Rafi is Gone, Rawdha Al
Ketbi wrote an emotional, poetic response
to the termination of the connection she had
found with an unknown character, Rafi, who
had left his mark on several abandoned build-
ings in Abu Dhabi. The imagined narrative
inspires her creative process, which focusses
on removing objects from their original context
and transforming them into something else.
Initially ordinary and unremarkable, through
her intervention, a rusted doorway becomes
a powerful object, a window onto another
world. Maintaining and even exaggerating age
and rust through her process, Al Ketbi relish-
es the imperfection of the materials she finds
and choses to incorporate into her artworks.

Creativity is perhaps in the choices the
artist makes, how they decide to memorial-
ise an important aspect of their lives, making
it have value. The transformative process of
idea to material, of removing the function of
a material object altogether, turning it into
something else: these are all crucial in artistic
practice. Hashel Al Lamki's series of paintings
are instinctual visual responses to his natu-
ral environment, a creative outpouring onto
canvas.

Ayesha Hadhir has one overwhelming
natural force in her life: the sea. An inspiring

2. James Bridle, ‘Why | write, Frieze, 7 July 20186, https://frieze.
com/article/why-i-write-0

text for her is the painter Ran Ortner’s artis-
tic statement, which begins: “The ocean mir-
rors the tempo of my body, the beating of my
heart, the in and out of my breath. Waves like
a metronome mark the present, each insist-
ing: Now.” He concludes: “the sea is where |
bathe my wounds, where | get lost in all that
is luxuriously infinite. Nothing is more sym-
phonic, more effervescent, more delicately
complete than the endless sea”. Diving with
her late father and discovering shipwrecks
led Haidhar to a fascination in how objects
change underwater. Her new commission for
U.A.E. Unlimited takes as its primary subject
an element in the sea that is often overlooked,
that of algae. It has a cycle of its own, crucial
to the survival of the delicate underwater eco-
system. She has replicated its colour, patterns
and growth through embroidery. These mes-
merising textiles have a distinctive character
and echo connections the artists has with her
past.

It is often the most banal moments that
form the strongest memories. In his prac-
tice, Tor Seidel explores cenesthesia via the
material of soap. Almost indestructible, it has
the potential to outlive us all and can hold
scents which trigger particular memories or
sensations. All whilst being one of the most
commonplace materials imaginable. A poet-
ic element has been brought into the titles of
his new works, Scent Fields ‘The unrealistic
world or the beautiful things that are under
the sea’, which balance the empirical look and
feel of his display and methodical approach. A
data set compiled by responses to a question-
naire completed after smelling the ten soaps,
Seidel has chosen to select extracts from
these anonymous responses, and hung them
in a picture frame above the cabinet enclos-
ing the soaps. They are snippets of memories

3. http://www.ranortner.com/artist-statement/

slgall aua

MATERIAL NOISE 67



which when seen side by side have an unu-
sual eloquence: “the smell of wet grass, smell
of my neighbourhood, the sound of rain, the
sound of flowers breathing”. We have little
control over these triggers, which can often be
upsetting and unwanted. Spectrum presents
one way of reasserting control: Seidel has
removed stamps from the soaps, altered their
shape, colour and smell. It calls into question
how we recognise objects — that if we remove
these defining factors, what remains? Has
something new been created?

Mona Ayyash does precisely this with
found footage of international sporting events.
By removing the optimal instant when a foot-
ball lands at the back of the goal, a diver hits
the water or a basketball goes through a hoop,
she makes her audience shift focus from suc-
cess, failure and results to look instead at
small gestures, moments that would normal-
ly slip under our radar. There is a mesmeris-
ing beauty in these never-ending, repeating
glitches. Titled Groupings, this latest installa-
tion in the ongoing project One, Two, Three,
Four specifically highlights teamwork and
competition, the audience forced to assess
angles of bodies and their physical relation-
ships to one another, especially with the two
screens hung at some distance, competing
for attention. A decisive element in the work
is that of slowness — no movement actually
stops but by breaking it down, frame by frame,
something interesting happens.

In advance of the writing workshop, |
asked the artists to send me a writing sam-
ple of their own and a text that they admired
written by someone else. The results were
fascinating in their remarkable differences.
Al Lamki shared a 25-page scientific paper
titled ‘Instrumental complexity of music gen-
res and why simplicity sells’. Seidel a passage
by Walter Benjamin analysing the poetry of

TASHWEESH

Charles Baudelaire. Ayyash’s pairing of her
piece of writing and chosen excerpt were tell-
ing, her personal statement began: ‘Home is
an underlying theme in my practice. Yet | am
not concerned in understanding home in the
context of where | am from. | believe home
can also be a return instead of a space, as
one would complete a gesture they return to
the beginning.” Cleverly shifting from a per-
sonal impression to the physical substance of
her work. Ayyash took her MFA at Concordia
University in Montreal, a city whose arts scene
made a big impression on her. A text by Mayra
Morales who Ayyash collaborated on perfor-
mances with as a student, labels Montreal's
contemporary art scene as a ‘wild beast’ con-
stantly in flux. The text gets more and more
abstract, a creative act in its form of writing
but still directly relevant to Ayyash'’s practice:
“...all is a matter of action. Of a sensibility for
opening the door to the gaps and a sensibility
for when the openings create new closures,
of a sensibility to put movement back into the
equation...™ Through its subject matter and
language, repetition and rhythm are key.

This essay opened with a quotation from
the text presented by Zara Mahmood, taken
from a book telling the history and significance
of moss, an often-unnoticed element of nature.
Mahmood's practice has frequently investi-
gated botanical forms, but for her new body
of work Drawings by Light she has abstracted
materiality so far as to become almost invisi-
ble. Ghostly impressions remain; imprints of
a moment, of a reflection, of a shadow. The
artist writes, “The images evoke parallels to
the rituals and routines that constitute life on
a daily basis; that leave no physical residue,
impressions or marks.” Taken directly from

4. Mayra Morales, The Adjacent Possible — I. Against structure
because of movement: A life in the gap, 2017

5. U.A.E. Unlimited Proposal, 2019 exhibition, Zara

Mahmood

a momentary impression, Mahmood docu-
mented light falling across various surfaces in
her home. Light is the most basic element we
live with and yet do not give much thought to.
Natural light forms the rhythm of our day, or at
least for the majority of the natural world who
do not have the luxury of artificial light. Its pat-
tern and repetition tied irrevocably to seasons,
to the sun, to the position we are on earth.
Through her series of prints, with their barely
discernible differences and shifts, Mahmood
has created, in her own words: “drawings that
touch upon notions of ‘what was’, ‘being’ and
‘becoming’.

Can a story really have a beginning, middle
and end? What happens in-between when no
one is watching? That is the interesting part,
and is what Tashweesh manages to capture.
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and Hesam Rahmanian this year have taken
on and ongoing role of Art Practice Advisors,
artists looking for conversation and reflection
and did so for two introductory sessions for
the artists in Tashweesh and will continue to
do so for future editions. They respond to the
country regardless of nationality, age, expe-
rience, and the pairing with different cura-
participate in that also mixes up the conversa-
tions and spheres of influence.

/

8m
\\ Juilill Cilllang Culdalaill el}m plol Jlaoll £51g49
A R I Ramin Haerizadeh, Rokni Haerizadeh,

building on their belief in community partici-

pation and open peer to peer dialogue. They

continually open their home and studio to local

openness of the platform in bringing together

artists from all demographics working in the

tors and established artists that allow it to be

a project that everyone in the art world can

RAMIN HAERIZADEH

ROKNI HAERIZADEH
HESAM RAHMANIAN
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COMMISSIONED WORK

MONA AYYASH

Groupings
2018

s Two Channel Digital Video

and 3-Row Aluminium
Bleachers
Variable dimensions

One, Two, Three, Four is an ongoing
compilation of found footage of
international sporting events, manipulated
to shift the focus to the fragmentary
gestures of the body. The clips are
extracted from their original context,
eliminating the narrative of success and
failure from the sport. The subjects are left
to swim, step, bend, or lift endlessly in a
loop, without a result. Through the loop,
time is elongated, and subjects repeat
their gestures infinitely.

Groupings is a piece that extends from the
One, Two, Three, Four series. It focuses on
sporting footage that involves teamwork,
examining the notion of grouping. It

looks at when a group of figures come
together, work together, move together,
exhaust themselves together. The shape
that is formed by the group, and the

small movements from the figures, are
highlighted when the same action is
repeated.

A set of portable bleachers are placed in

front of two TV screens for the viewers
to sit on as they watch the video work,

slgoll aiua
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creating an environment for the viewers to
also act like spectators of a game. Groups
of people in real life, watching groups of
people on screens.

Groupings also explores competition,
specifically competition for attention

from the viewer. The videos have subtle
distractions and disruptions that will
attempt to attract the viewer’s eye. The
two screens are hung with a distance
between them, making it difficult to see
both screens at the same time. One will
have to keep turning their head to see
what is happening on the other screen, as
the videos softly compete with each other
for the viewer’s attention.

Night Wanderer portrays the themes of
voyeurism and boredom. Large-scale
photographs from her family home are
used as a background and stage for the
video installation, that can only be viewed
outdoors and in the evening. The video is
projected out of three windows, from the
second floor of a building. The projections
show an image of a bedroom, a living
room, and a kitchen.

The video starts slow, nothing is
happening. She then appears in one of the
windows, projected larger than life. She
moves within these three spaces and at
times looks out the window. Inviting the
viewer on the street to look at her as she
looks back, both waiting for something to
happen but nothing does.

slgoll aiua
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One, Two, Three, Four
2015

Three Channel Digital Video
Installation Image
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Night Wanderer
2013
Three channel digital video
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COMMISSIONED WORK

AYESHA HADHIR

Plant the seed before

the soil returns

2019

Mixed media installation of
commissioned embroidery,
family furniture and natural
growth

Variable dimensions

For two years | have been obsessively
researching the underwater world and

its materializations, diving at the site of a
shipwreck | have visited all my life. This
underwater world is like a rediscovery

of oil because it has given me so much
to work on and create from. The vibrant
colours of algae growing on the shipwreck
in the summer become languid and pale
in the winter, enunciating a subtler beauty.
Patterns form, morph and regrow over
the course of a week, a month or a year. |
observe the transformations and become
aware of new pathways for understanding
the world around me and within me. |
have experimented with mesh dresses

by submerging and tethering them to the
shipwreck, giving nature the next set of
decisions. | return at intervals to inspect
the growth and decay of the ecosystems
that build themselves onto the dresses.
Time produces intricate expressions of
the algae’s biological community.

The space | dive is the inner sanctum
that connects me with myself, my family
history, and the seismic changes that
followed the discovery of oil in the United
Arab Emirates.
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As | turn inwards | sense a kinship between

the algae’s patterns during cycles of growth

and death, and the growth of cancers within

the fluidity of the human body. Cancer produces
a similar palette of vibrant colours, with cells
growing, dividing and metastasizing, through
winters and summers, until eventually taking
over the human body. It kills the human and
then kills itself.

In this installation | am focused on the colours
of the algae and its variance in the cold waters
of winter vs. the heat of the summer sunlight.

| commissioned artisans from studios in Paris,
Mumbai, Bangalore, and Abu Dhabi to translate
my photographic documentation of the algae
into embroidered slabs, later seamed together
by an Indian tailor in Abu Dhabi.

The algae are under constant transformation.
They are shaped by the cultural traditions of
Indian, French and Emirati embroidery and
returned to me. They creep and grow here, in
this space, over and through the chair from my
grandmother’s maijlis, an Egyptian antique chair,
and they have not yet reached the chair my
father sat in before and during his battle with
cancer.

These algae persist in the absence of water,

the absence of soil, and continue on a path of
growth and regrowth, like me, like my family, and
my country.

Performance:

The Path of Tides

2019

Collaborative performanceby Ayesha Hadhir & Camilla Singh
Performed by Camilla Singh

In this performance Camilla Singh will follow

the path of tides, inhabiting empty space within
Ayesha Hadhir’s installation, tracing the rise

and fall of the water that is not present. This
performance is caused by the gravitational
forces of the moon and sun, the rotation of the
earth and the need to find solace when culture is
eroded and people are called upon to embroider
it's gaps and form something new.
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COMMISSIONED WORK

RAWDHA AL KETBI

Rafi is Gone

2018

Mixed media installation
Variable dimensions

Rafi is Gone

It all makes sense now.

Rafi followed to deliver a message.

He is gone forever.

His home got demolished.

Rafi is gone..

My dear friend... where did he go? Did he
disappear?

It’s too soon to say goodbye.

| visited Rafi’s home today to say hello and
check up on my friend,

Why did | go for a visit?

| got a weird feeling

Something was missing,

Something broken,

Something calling for help.

It was the end of it.

Unfortunately, | didn’t get the chance to
say goodbye.

His home disappeared with his soul.
Demolished.

| didn’t believe it was gone until | saw it by
my own eyes; it was heartbreak when | no
longer felt his existence.

slgoll aiua
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Come back Rafi. ..

The door is where | entered; it is what
pulled me in, the entrance to his world.
The door was open, was it welcoming me
or did | force myself in?

The door is the end of him. It closed, and |
was trapped in his world.

Rafi didn’t want to leave, he was forced to
leave, and | am forced to say goodbye.
Rafi no longer exists.

The words sinking through the concrete,
distorted. Elongated. It says, “where did
Rafi go”. The structure represents the
skeleton of the house, and how it is build.
And represents myself within his world
digging in to find the last piece of him. But
why am | interested in his life? Why am

| invading his privacy? It was a journey
through abandonment and | found a lost
spirit that spoke to me. | never had a non-
existing friend. | never saw Rafi, we never
spoke; but he gave me signs, which pulled
me in. He became my dear friend.
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RAFI 1999
2018

Concrete on Carpet

170 x 80 cm

Digital Print engraving
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COMMISSIONED WORK

HASHEL AL LAMKI

Palindrom Echo
2019

Acrylic on canvas
Seven panels

120 x 100 cm each

Nature’s serenity comes from the harmony
in disharmony. It is an open vessel for
mediation which allows for creativity to
channel through white noise.

In this series of seven panels, a fantasy-
like reality is constructed from an echoing
memory. A space where self-claimed
escape manifests on both the visual
surface itself and the recipient’s gaze; a
visual consequence of inherit knowledge
in textual data.

A metaphysical depiction of the white
noise surrounding us. A subjective noise
that seduces the parallel distortion of the
protection of the privacy.

The repetition as a rhythmic unit in a
panoramic view patents the strength in
tragedies through offering an acceptance
of reality, proposing a wider viewing angle
of the horizon.
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A reproduction of existence is another
voice for white noise. Dali’s First Day
of Spring surfaces once more here to
establish a platform for the artist to
destroy and to recreate.

In today’s world, the world inside us

is becoming monochromic, allowing

the notion of fantasy to fizzle, enabling
individuals with the capacity or the desire
to obtain or reach the depicted reality.

Parallelism as a line cannot be achieved
together:

-The criminal - the victim - and the knife-
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Untitled (from the series The Mallet)
2015 - Ongoing

Assorted objects and light

Variable dimensions

Installation view: NYUAD Arts
Centre Project Space
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COMMISSIONED WORK

ZARA MAHMOOD

Momentary I, I, 11l
2018

Digital print on acrylic
sheets

5 pieces per set

24.2 x 14.2 cm each

With her latest body of work, Zara
Mahmood’s practice focuses on drawings
that touch upon notions of ‘what was’,
‘being’ and ‘becoming’. Drawings by Light
involves the artist capturing natural light
and its ephemeral manifestations on
different surfaces. The images evoke
parallels to the rituals and routines that
constitute life on a daily basis; that leave
no physical residue, impressions or marks.
Her process of image-making takes form
in digital prints on acrylic sheets, photo
transfers on fabric, videos and drawings
on paper.

Hypocrisy and Chinese Whisper belong

to a body of work that marks Zara
Mahmood’s practice exploring a visual
language composed of the ‘overlooked’

- forms deemed mundane by the human
eye that have been stripped off their
formal organization to facilitate a narrative.
At first the familiar forms lull the viewer
into security, but upon close inspection
the viewer is confronted with a reality that
is more frayed and complex.
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Sl
2003

CuiilgSly irdill b
Cuupogu e
w51 x 77

Hypocrisy

2008

Line etching and Aquatint
on somerset

77 x51cm

wall yuogl!
2003

CuiilgSly Jirdill s
Cuupogu e

s 37 x 72.5

Chinese Whisper

20083

Line etching and Aquatint
on somerset

72.5x 87cm
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TOR SEIDEL

Spectrum 1

2018

156 transformed soaps
poured as ingots into a soap
plate

124 x 240 x 10 cm

Scent Fields: The
unrealistic world or the
beautiful things that

are under the sea

10 soap ingots with
fragrance, cabinet, wood
Each ingot 12 x 23 x 3 cm
145 x 45 x 100 cm

In his latest work, Tor Seidel builds
on his interest in soap as an object of
information and particularly looks at is as
a data set for considering the populations
of the United Arab Emirates. In his piece,
Spectrum 1, he gathered 156 kinds of
soap that are available in the country and
transformed them, changing the shape,
color, and smell of the different varieties
through a process of shredding, melting,
and casting them into identical molds.
He designed a questionnaire and tracked
people’s responses to the varieties,
creating a qualitative data set to coincide
with the quantitative characteristics
such as chemical-olfactory composition,
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origin, and distribution. The commercial
identifiers have been lost and each
soap-ingot is transformed into a kind of
blueprint full of data to be read collectively
across the full spectrum of soaps through
their own imperfections and surface
texture that developed through the
identical molding process. They read as

a type of visual archive of the memory
and personal ritual through an everyday
medium that is tied to the personal
experience of cleansing.

In Scent Fields, 10 casted soap bars are
stored in a cabinet in compartments.

The visitor opens the cabinet door and
experiences its scent and the memories

it triggers of rooms, experiences, people,
stories, or feelings. The absence becomes
the presence, the intangible experience,
bridging time and distance. These

have been particularly crafted blending
the scents of separate experiences
documented in the questionnaire. They
become complex scent compositions that
are collective memories rather than those
tied to a specific individual.
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Mannequin Nr. 3

2015

Inkjet print on hahnemtihle
115x115¢cm

Mannequin Nr. 55

2017

Inkjet print on hahnemtihle
115x115¢cm

Mannequin Nr. 94

2017

Inkjet print on hahnemtihle
115x115¢cm
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COMMISSIONED WORK

NUJOOM
AL GHANEM

Mixed media installation
with ink on paper and light
Variable dimensions

Around Us

When the surrounding noise becomes
deafening, we search within for a safe
haven for our souls. We dive inside our
inner world and barricade ourselves in
isolation to seek the quiet we need. We
may think that we have left the noise at
the door, unaware that we have taken it
with us, down to its smallest detail; the
shapes of passers-by, their faces, their
voices, their feelings, their colors and
their shades, their laughs and their cries,
their lamentation and their sarcasm, their
resentment and their gratefulness, their
steps, their words... We carefully lock
everything in our consciousness and
sometimes even allow them to infiltrate
our senses and reach the deepest point
of our existence.

Down the line, we find out that we have
surrendered bit by bit to this tremendous
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tide of leverage that others have on us. We
are, in a way or another, passing through
the sidelines of someone’s pathway, just
as they are passing through ours. We
become their noise and they become ours.

On one hand, this work represents the
moments where | crossed path with those
who left a legacy in my mind, memories |
couldn’t erase. | brought them here to let
them speak for themselves, and to leave
some of their prints and noises in this
space.

On the other hand, this is an open
invitation for you to explore the scope of
this work in this environment, and to adorn
it with your esteemed presence.

Thank you for passing by.
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FOUNDER AND PATRON OF U.A.E. UNLIMITED

H.H. SHEIKH ZAYED
BIN SULTAN BIN KHALIFA
AL NAHYAN

H.H. Sheikh Zayed bin Sultan
bin Khalifa bin Zayed Al Nahyan
has an innate sense of duty towards
enhancing the civic life of his coun-
try. Through a number of diverse initi-
atives, he strives to support emerging
creative voices, and to enrich the cultural

life of the U.A.E.. With a steadfast commit-
ment towards promoting local and regional cul-
ture globally, he has become, at the young age of
30, one of the most prominent art patrons in the coun-
try and also on the international stage. H.H. Sheikh Zayed
bin Sultan bin Khalifa Al Nahyan is a Patron of the Centre
Pompidou in Paris, and of the British Museum in London. Being a
keen collector of modern and contemporary Middle Eastern and South
Asian art himself, he serves on their Middle Eastern acquisition commit-
tees. In this capacity, he—independently, and also with U.A.E. Unlimited—
has generously donated artworks by prominent Emirati artists to both institu-
tions, including pieces by Mohammed Kazem, Mohammed Ibrahim Al Mansoori, and
Ammar Al Attar. H.H. Sheikh Zayed is also a Patron of the Sharjah Art Foundation, and
an Honorary Patron of Art Dubai. Apart from being an advocate of the arts, His Highness
also shows a commitment to humanitarian work, and to supporting scientific research. He is
Chairman of the Board of Alliances for Global Sustainability. He serves on the Board of the Make-
A-Wish Foundation, U.A.E. Chapter. He is also Chairman of the Sultan bin Khalifa al Nahyan
Humanitarian and Scientific Foundation, and Chairman of the Board of Trustees of the Sultan
bin Khalifa Thalassemia Award. In 2015, H.H. Sheikh Zayed has established U.A.E. Unlimited
(formerly U.A.E. Unlimited Arab Exploration): an open exhibition platform, committed to the sup-
port and promotion of creative pursuits within the U.A.E. and internationally. U.A.E. Unlimited is
now in its fifth cycle, and has already begun to make a positive impact on the cultural landscape
of the country, and on the life and career of emerging artists. Sheikh Zayed is a graduate of the
University of St. Andrews, Scotland, where he received a Master of Arts with Honors in Middle
East Studies and Modern History.
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EXECUTIVE DIRECTOR OF U.A.E. UNLIMITED

Art Advisor to H.H. Sheikh Zayed bin Sultan bin Khalifa Al Nahyan, Shobha Pia Shamdsani
is also the co-founder of U.A.E. Unlimited — a satellite art platform that supports emerging
Emirati and U.A.E.-based artists. Shamdsani has been the platform’s Executive Director
since its inception in 2015, and has overseen the successful development and real-
ization of four exhibitions under its auspices. She continues to work closely with
H.H. Sheikh Zayed bin Sultan to put into effect the organization's mission, and
to widen its scope. As the art advisor to H.H. Sheikh Zayed bin Sultan, she
carries complete directing responsibility over all aspects of his private
collection. In this capacity, she has collaborated with H.H. Sheikh
Zayed bin Sultan in building an extensive collection of mod-
ern and contemporary art from the Middle East and South
Asia. Shamdsani's experience in the visual arts has also
often translated into an engagement with large-
scale sumptuous interior design projects in Abu
Dhabi, where she worked closely with arti-
san painters, craftsmen, and engineers
at various stages of the design and
construction process. With experience
in London, Singapore, and Abu Dhabi,
Shamdsani's art and culture interests
have been shaped by a very diverse
set of influences. She remains con-
nected to the international art com-
munity through a continual engage-
ment with biennials and art fairs on the
global stage.
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DIRECTOR OF MARAYA ART CENTRE

DR. NINA HEYDEMANN

Dr. Nina Heydemann is currently the director of the Maraya Art Centre and the 1971 - Design
Space in Sharjah, United Arab Emirates. Established in 2010, the Maraya Art Centre is a non-prof-
it art space that is also home to the Maraya Video Archive and the Maraya Art Park. The 1971 -
Design Space, launched in Sharjah in 2015, is a non-profit platform for local as well as internation-
al designers and houses the 1971 - Design Store. Before her appointment, Dr. Nina Heydemann
worked as the Senior Manager — Visual Arts heading the Department of Visual Arts at the Abu
Dhabi Music & Arts Foundation (ADMAF) in Abu Dhabi from 2014-2018. She received her PhD
degree in Art History from the University of Leipzig, Germany, and the University College London
(UCL), United Kingdom. Her dissertation “The Art of Quotation. Forms and Themes of the Art
Quote, 1990-2010", examines inter-pictorial referentiality of contemporary artworks. Previously,
she worked as an exhibition manager for the Deutsche Bank Art Collection in Frankfurt/Main,
Germany. Dr. Nina Heydemann studied Art History and Cultural Sciences at the University of
Leipzig, the Universita Ca’ Foscari Venice and Venice International University, Italy. She was
awarded scholarships from the University of Leipzig, the German Academic Exchange Service
(DAAD) and the German Academic Scholarship Foundation (Studienstiftung des deutschen
Volkes).
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CURATOR

LAURA METZLER

Laura Metzler is the curator at
Maraya Art Centre in Sharjah. She
received her BA from the University of
Texas at Austin and her MA from the
American University of Beirut having
written her thesis on the influence of
scientific research on the later works of
Saloua Raouda Choucair. Her curato-
rial practice is particularly engaged in
transregional dialogues and emerging
art historiographies. She is an interloc-
utor for the 9th Asia Pacific Triennial
for Contemporary Art, was the Senior
Advisor for U.A.E. Unlimited's 4th
exhibition /shara, and has been cho-
sen for the Alserkal Residency 2018
Summer Cycle to begin a new curatori-
al research project.
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NUJOOM AL GHANEM

Nujoom Al Ghanem is a poet, artist
and film director from the U.A.E.. She was
born in Dubai, 1962. She holds an MA in
Film Production, from Giriffith University
in Australia and a bachelor's degree in
Video Production from Ohio University in
the USA. Her career began in journalism.
She started publishing her poetry work in
the early eighties, and art was her first pas-
sion and dream profession. It became the
integrated element in her films, especially
the art videos. Nujoom is also an award-winning film director.
She has produced, written and directed numerous fictions,
documentary and art films and won a number of regional and
international awards and recognitions. In addition to producing
her own films, she currently works as a film, media and cultural
consultant as well as a mentor for art and film.
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ART PRACTICE ADVISERS

RAMIN HAERIZADEH, ROKNI HAERIZADEH,
HESAM RAHMANIAN

Ramin Haerizadeh (born 1975, Tehran), Rokni Haerizadeh
(born 1978, Tehran) and Hesam Rahmanian (born 1980,
Knoxville) have lived and worked together in Dubai since 2009.
They work independently and together propagating a form of
collaboration that doesn't suppress individualism. The seeds of
their language were sown as early as 1999, back in Iran. Their
practice offers up a novel redefinition of the collective, as theirs
is constantly growing and contracting to incorporate friends, writ-
ers, and artists at large. It entails the use of both low and high art
references, and they freely embrace ‘what is considered marginal,
wasted, wrong, messed up, useless, and taken for granted'. Their indi-
vidual practices differ stylistically while political and social commentary
become inherently subversive in a common reflection. The exhibitions
they conceive are as much insights into their daily practice, which they
designate as the ritual of living and working together. Immersive and mul-
ti-media, their installations build upon their perception of life as theatre
while also making visible their process. Generally, their proposals begin
with the ‘creatures’ that the three artists become, physically and mentally,
and whose very beings are the roles played. Multivalent references from a
variety of sources are carefully contrived and filtered growing in parallel with-
out trying to reconcile them. Placing emphasis on the importance of ‘reporting
on our time’, they wish to bring attention to the urgencies of the present moment
while opening up questions over a spectrum of subjects such as views on art and
culture, gender fluidity, and power mechanisms. ‘The conglomeration of things
actually asks us to look at what is in front of us’ comment the artists, demanding
time for contemplation. The artists seek to encourage the viewer to recognise the
reality of interdependency and the value of solidarity with others. Therefore, they
create a sense of alienation or estrangement from reality with depersonalised individ-
ual subjects (creatures) and inhomogeneous crafted objects. In this way, they aim to
exorcise the sentimentalism, resulting in an emotional distance to elicit from the viewer
astonishment rather than empathy and ultimately allowing for critical analysis.
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CONTRIBUTING AUTHORS

SUHEYLA
TAKESH

Suheyla Takesh is an art
curator and researcher, currently
serving as curator-at-large at the Barjeel
Art Foundation in Sharjah, U.A.E. Under
the umbrella of the Foundation, she has devel-
oped exhibitions in Sharjah, Abu Dhabi, Kuwait
City, Amman, and Toronto, and is currently co-cu-
rating a show of twentieth-century abstract art at
the Grey Art Gallery in New York. Suheyla holds a
master’s degree in History, Theory and Criticism of
Architecture and Art from MIT, where she was also
affiliated with the Aga Khan Program for Islamic
Architecture.
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ADEL KHOZAM

Adel Khozam is an Emirati poet and a
weekly columnist in Al Ittihad Newspaper,
as he had been working in the U.A.E. press
since the 1980s. Khozam is a member of many
media committees in the U.A.E., as he was
a member of the jury of Dubai International
Film Festival 2016, U.A.E. Films Competition
2005, and was the editor-in-chief of the daily
bulletin of Dubai International Film Festival
2007. He's active in the poetry and liter-
ary scene in the U.A.E. and abroad, as his
poems were translated into several languag-
es, including English, French and Indian, and
German. His last novel entitled “Life in Third
Eye" was translated into English and got
excellent reactions in the United States, and
it won the Golden Seal for featured books
in literature and was nominated for Eric
Hoffer Award for Independent Publication
in America.He also composed several mel-
odies and songs for theater and television
in the U.A.E. and won several times the best
music award from Sharjah Festival of Child
Theater. Currently, he is a director of a TV
channel at Dubai Media Incorporated (DMI).
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TAREK AL-GHOUSSEIN

Tarek Al-Ghoussein is a U.A.E.-based Kuwaiti artist of
Palestinian origin. Much of his work deals with how his identity is
shaped in a context of inaccessibility and loss. His work has been
acquired by collections such as the Solomon R. Guggenheim
Museum, New York; Freer and Sackler Gallery at Smithsonian
Institution, Washington DC, Museum of Fine Art, Houston,
Texas, the British Museum and the Victoria & Albert Museum,
London; Sharjah Art Foundation, Sharjah; the Mori Art Museum,
Tokyo; the Royal Photography Museum, Copenhagen, Barjeel
Foundation: Sharjah among several others. Solo shows include:
Odysseus, Warehouse421, Abu Dhabi (2018), Al Sawaber, The
Third Line, Dubai (2017); CAP Kuwait (2017); Galerie Brigitte
Schenk, Cologne (2015); K Files, The Third Line, Dubai (2014);
Taymour Grahne, NYC (2014), Kalfayan Galleries, Athens (2011)
and A Retrospective, Sharjah Art Museum, Sharjah (2010).
Tarek is a Professor of Visual Art at NYU Abu Dhabi where he
lives and works.
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LAURA EGERTON

Laura Egerton came to Dubai in
2006 to join the founding
team of Art Dubai and

3 has been working within
the U.A.E. arts commu-
nity ever since. Originally
from London, she holds

MA's in the History of

Art  from Cambridge

University —and  the

Courtauld Institute of

Art. For this edition of

U.A.E. Unlimited she

led a workshop on art

writing, presenting the
history of the discipline
and formulating ways
the artists can articu-
late their ideas. She has
run such courses with

Art Experts+ and the

College of Fine Arts,

University of Sharjah.

Other current projects

include project manag-

ing Louvre Abu Dhabi's
first symposium, deliver-
ing regular curated trails
for Alserkal Avenue,
moderating talks and
giving tours at Art Dubai
and across the Emirates,
editing the bi-annu-
al Art Map and artist
publications for Akkadia Press and the

Jameel Arts Centre and writing for pub-

lications such as The National, Canvas,

Selections and Open Skies.
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MONA AYYASH

Mona Ayyash is a Dubai-raised visual
artist. Her art practice focuses on repeti-
tion, memory, slowness and boredom. She
holds an MFA in Studio Arts from Concordia
University in Montreal, Canada. Selected
group exhibitions include Loaning Sister
Cities at Casino Artspace in Hamilton,
Ontario (2016), Collision 11 at Parisian
Laundry in Montreal (2015), Regarding
Borders at Maraya Art Centre in Sharjah
(2010), Dubai Episode at The Third Line in
Dubai (2010). She took part in the Campus
Art Dubai 5.0 Core Programme and was
an artist-in-residence at the Alserkal
Residency for their Fall 2017 cycle.
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AYESHA
HADHIR

Ayesha Hadhir, (b.1994,
Abu Dhabi, U.A.E.) stud-
ied Visual Art at the College of
Arts and Creative Enterprises at
Zayed University. Ayesha works pre-
dominantly in installations using textile,
to create textured pieces — centralising the
materials she uses. Her work is inspired by ele-
ments and objects that revolve around familial
histories and activities such as diving and fish-
ing. She has exhibited across the U.A.E. in dif-
ferent capacities including a solo exhibition, A/
Doobah curated by Walter Willems, in Alserkal
Avenue Dubai (2018) and group exhibitions
including, Emirati Traditional Games, curated by
Summayya Al Suwaidi, at Al Qattara Art Centre,
Al Ain (2017); 35th Annual exhibition, curated
by Nasser Abdullah, Emirates Fine Art Society,
Sharjah (2018); Do Art Do it Now commissioned
by the Guggenheim Abu Dhabi, Manarat Al
Saadiyat, Abu Dhabi (2017). Ayesha was select-
ed as one of the Salama Hamdan Emerging
Artist Fellowship (SEAF) in collaboration with
Rhode Island School of Design, Community and
Critique, Cohort 4 exhibition. Currently Ayesha
works in arts programing at Warehouse421, Abu
Dhabi.
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RAWDHA AL KETBI

Rawdha Khalifa Al Ketbi is an Emirati visual
artist who works with found materials and mem-
ories from abandoned places. Her main practice
involves photography, mixed media and installa-
tion art with a particular interest in experiment-
ing with techniques to ‘age’ various found mate-
rials she collects from sites in the United Arab
Emirates. Her work has been exhibited in group
shows including Stranded and Welcoming at
Alserkal Avenue, Dubai, and a solo presentation
of her work Transitional at Abu Dhabi Art in 2018
with Zayed Univesity. Rawdha is currently a BFA
Graduate in Visual Arts in the College of Arts

dAg) and Creative Enterprises at Zayed University,
sl Abu Dhabi.
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HASHEL AL LAMKI

As Edward T.Hall said, “The relationship between man and
the cultural dimension is one in which both man and his envi-
ronment participate in molding each other” | was born in U.A.E,,
where | have experienced not only the rapid industrial and archi-
tectural growth of Dubai and the rest of the Emirates, but also
the cultural complexities and dynamics that came as a result
of the construction boom. | infuse these perspectives and
bring them into my work that focuses on social innova-
tion, sustainability practices. In 2007, | joined a BFA
program at Parsons the New School for Design
In New York City. During my time at Parsons, |
nurtured my passions and enriched my prac-
tice through multidisciplinary collaborations
in the vibrant context of New York City
with strong emphasis on materiality
and artistic discourse.
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Tor Seidel is a German artist who
pursued an MA in Art, Philosophy and
Archeology at the Freie Universitat Berlin.
He has formerly worked as commercial
photographer for clients ranging from
Zaha Hadid to Vogue, and as art direc-
tor for European art, architecture, fashion
and archeology magazines. Currently, Tor
is a lecturer in the Fine Arts program at
the University of Sharjah, and is repre-
sented by The Empty Quarter Gallery in
Dubai. He has published two books on
the Emirate, “The Dubai”, (Hatje-Cantz
2014), and “Mannequins”, (Kerber 2018),
and has exhibited in London, Miami,
Berlin, and Venice. In 2016, Tor received

the Syngenta Photo Award.
ZARA MAHMOOD

Joi
JHas

Zara Mahmood is a Dubai-based art-
ist who is currently working as an Adjunct
Professor in Visual Communication at the
American University in Dubai and at Zayed
University. She holds a Bachelor's degree
in Fine Art from the National College of
Arts (NCA) in Lahore, and after acquir-
ing her undergraduate degree, pursued
a Master's program in Fine Art at the
University for the Creative Arts (UCA) in
the UK with a focus on Painting. Her work
has been shown in both solo and group
exhibitions in Beirut, Dubai, Karachi, Lahore,
Madrid and Philadelphia, and she has partic-
ipated in Art Dubai's Campus 5.0. She is also a
member of Dubai - based alternative rock/electroni-
ca band ‘Sail Into Night'.
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Established in 2015, U.A.E. Unlimited is an Abu Dhabi-based satellite platform, supported
by H.H. Sheikh Zayed bin Sultan bin Khalifa Al Nahyan — a prominent art patron, and a col-
lector of the arts. It was co-founded with his Art Advisor, Shobha Pia Shamdsani, who also
serves as the platform’s Executive Director. Shamdsani and His Highness Sheikh Zayed
work closely together, to define and put into effect the organization’s mission, and to con-
tinuously widen its scope.

U.A.E. Unlimited supports emerging Emirati and U.A.E.-based artists by offering
professional assistance in developing, producing, and promoting their work. This is
done through strategic collaborations with art organisations and cultural practitioners
across the country. The initiative thrives on creating opportunities and avenues for
exposure for young talent, thereby contributing to the overall cultural production in
the U.A.E.

Recognising the importance of supporting emerging artists and curators,
and giving them an opportunity to learn and acquire new skills, each year U.A.E.

Unlimited selects one or several senior advisors to serve as mentors for all
of the participants. Artists and curators are both encouraged to experiment,
to test new processes and techniques, and to explore new areas within
their practice. Previous mentors have included experienced artists, like
Mohammed lbrahim Al Mansoori, Manal Al Dowayan, the collective trio of
Rokni Haerizadeh, Ramin Haerizadeh and Hesam Rahmanian, and most
recently Nujoom Al Ghanem.

As a platform for cultural innovation, U.A.E. Unlimited also strives
to foster productive dialogue around contemporary art in the region,
which is why it has consistently engaged art writers and critics to
contribute to its annual publications. It is our hope that this oppor-
tunity for young voices in the U.A.E. and the Arab World to be
heard, will translate into valuable conversations, and lead to pos-
itive developments in the field of culture.

U.A.E. Unlimited hosts one major exhibition per year, show-
casing newly-commissioned artworks on a variety of sub-
jects. Past exhibitions include Public Privacy at the Dubai
Community Theatre and Art Centre in 2015, followed by A/

Haraka Baraka at the Maraya Art Centre, Sharjah in 2016;
Bayn at Warehouse421, Abu Dhabi in 2017; and Ishara
with Alserkal Programming at Concrete, Dubai in 2018.
This year's exhibition is titled Tashweesh, and it takes
place in the Maraya Art Centre, Sharjah.

www.uaeunlimited.org
Facebook, Instagram: @uaeunlimited

TASHWEESH
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TASHWEESH

Established in 2006, Maraya Art Centre is a non-profit
creative organization located in Sharjah, U.A.E. Maraya Art
Centre offers innovative programmes through its multifaceted
initiatives, and public outreach activities including workshops,
lectures, talks and other art related events. Maraya Art
Centre strives to support emerging artists and designers in a
comprehensive way, providing opportunities for continual growth
through research, exhibition and project development across its
initiatives including: The Maraya Art Gallery, 1971 - Design Space,
Maraya Art Park, Maraya Residencies, Jedariya and Maraya Project
Space. The Centre hosts a growing recourse library and video archive
open for the public.
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