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Foreword

I have had the honour to know and exchange ideas with Shamma Al Amri for the last 20
years. An ideal candidate for the Tashkeel Critical Practice Programme, she represents a
bold wave of artists from the UAE who place great importance on obtaining knowledge
through the lived experience. Holding an exemplary academic record, Shamma

has sought to both embed and expand her art practice in recent years by pursuing
professional development in the form of residencies and training programmes both
regionally and beyond.

'So to Speak’ continues her exploration of bringing the rhythmical nature of the Arabic
language into visual form. She explores concepts that cross the boundary between written
and spoken in how they affect a person’s day-to-day function and mannerisms. Choosing
one word, delving into the layers and angles of its translation and transcription by herself,
she also uses the hands of different people to study how it affects their way of expressing
it. Shamma investigates the implications of language on the collective social consciousness,
taking a similarly deconstructivist approach to a single word at a time. In her research,

she explores the Quran, the book that conveys to Muslims the importance of writing, and
where the word to ‘write’ is repeated multiple times. She reflects this meaning by repeating
a single word on a page, referring as if it was a training programme. In the beginning, the
script is fresh, considered and spaced out perfectly. She exhausts herself with repetition and
this exhaustion of writing can be seen in the way the script is written.

Shamma reminds us all that to write, to read and to listen leads us to the deepest level
of analysis and comprehension. By appreciating the many layers of meaning, a word
can assume a physical shape and colour; a materiality that can be realised (and, indeed,
questioned) using various media and techniques.

This exhibition scratches the surface of her exploration. It is a window into profound
thought that can stretch as far as a person is willing to translate and interpret that which
they observe, only if they dare to spend as long exploring it.

Tashkeel extends its sincere appreciation to Mohammed Kazem and Dr. Huda Smitshuijzen

AbiFarés as programme mentors. Their generosity of time and expertise has made a
significant contribution to Shamma'’s creative journey.

Lateefa bint Maktoum
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So To Speak - Shamma Al Amri

About Tashkeel

Established in Dubai in 2008 by Lateefa bint Maktoum, Tashkeel seeks to provide a
nurturing environment for the growth of contemporary art and design practice rooted

in the UAE. Through multi-disciplinary studios, work spaces and galleries located in both
Nad Al Sheba and Al Fahidi, it enables creative practice, experimentation and dialogue
among practitioners and the wider community. Operating on an open membership model,
Tashkeel’s annual programme of training, residencies, workshops, talks, exhibitions,
international collaborations and publications aims to further practitioner development,
public engagement, lifelong learning and the creative and cultural industries.

Tashkeel’s range of initiatives include: Critical Practice, which invites visual artists to embark
on a one-year development programme of studio practice, mentorship and training

that culminates in a major solo presentation; Tanween, which takes a selected cohort of
emerging UAE-based designers through a nine-month development programme to take a
product inspired by the surroundings of the UAE from concept to completion; MakeWorks
UAE, an online platform connecting creatives and fabricators to enable designers and artists
accurate and efficient access to the UAE manufacturing sector; Exhibitions & Workshops

to challenge artistic practice, enable capacity building and grow audience for the arts in
the UAE; and the heart of Tashkeel, its Membership, a community of creatives with access
to facilities and studio spaces to refine their skills, undertake collaborations and pursue
professional careers.

Visit tashkeel.org | make.works/uae
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The Critical Practice Programme

The Tashkeel Critical Practice Programme offers sustained studio support, critique and production of one year for practicing contemporary artists living and

working in the UAE. The programme culminates in an exhibition, publication or other digital/physical outcome. Each artist's programme is carefully built around
the individual’s practices and/or areas of research. Tashkeel works with each artist to identify mentors to both build, challenge and guide them. A mentor can
be an artist, curator, critic or arts professional with whom the artist feels both comfortable working but also, whose own area of research and/or practice ties in

with the proposed areas of focus. The Critical Practice Programme alumni are:

Afra Bin Dhaher. Mentored by Andrew Starner, Writing Program lecturer,
NYUAD. ‘Hymns to a Sleeper’ (Tashkeel, 2016)

Vikram Divecha. Mentored by Debra Levine, Assistant Professor of Theater,
NYUAD. ‘Portrait Sessions’ (Tashkeel, 2016)

Hadeyeh Badri. Mentored by Roderick Grant, Chair & Associate Professor of
Graphic Design, OCAD University, Toronto and curator, writer, art historian
Dr. Alexandra MacGilp. ‘The Body Keeps the Score’ (Tashkeel, 2017)

Raja’a Khalid. Mentored by artist and cultural producer Jaret Vadera and
Iftikhar Dadi, Associate Professor of Art Cornell University, NYC.
'FASTEST WITH THE MOSTEST (Tashkeel, 2017)

Lantian Xie convened 'Water, Gas, Electricity, Rent: A Reading Group'
throughout 2017 exploring hospitality, occupancy, homeliness, precarity,
exception and temporariness.

Debjani Bhardwaj. Mentored by artist Les Bicknell and artist and gallerist
Hassan Meer. ‘Telling Tales' (Tashkeel, 2018)

Jalal Bin Thaneya. Mentored by photographer Jassim Al Awadhi and artist,
curator, educator Flounder Lee. ‘Beyond the Fence' (Tashkeel, 2019)

Silvia Hernando Alvarez. Mentored by artist, academic, writer Isaac Sullivan
and artist, writer Cristiana de Marchi. ‘Under the Red Light' (Tashkeel, 2020)

Chafa Ghaddar. Mentored by arts writer and critic Kevin Jones and artist,
critic and educator Jill Magi. ‘Recesses’ (Tashkeel, 2020)

Mays Albaik. Mentored by audiovisual artist Lawrence Abu Hamdan and
artist, curator Ala Younis. ‘A Terranean Love Note' (Tashkeel, 2021)

Hamdan Buti Al Shamsi. Mentored by Hind bin Demaithan Al Qemzi,
founder of Hamzat Wasl Studio. ‘Kn-Bkhair’ (Tashkeel, 2021)

Hind Mezaina. Mentored by the curator, writer, strategist and photographic
consultant, Peggy Sue Amison. ‘Wonder Land’ (Tashkeel, 2021)

Nora Zeid. Mentored by design professional, researcher, educator Ghalia
Elsrakbi and assistant professor, graphic designer, Hala Al Ani.
‘Cairo Illustrated: Stories from Heliopolis’ (Tashkeel, 2021)
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Artist’s Bio

Shamma Al Amri holds a Master’s degree in Cultural and Creative Industries
and a second in Contemporary Art Practice (Royal College of Art, London).
She is an active member of the UAE cultural scene and has founded several
cultural projects such as The Nomad Box, Majhool and bleep. She is a co-
founding member of The Arab Art Salon in London.

Shamma has participated in a number of exhibitions both locally and
internationally including the United States touring show Past Forward
(2014-2016), Equal Voices (Royal College of Art, London, 2018), Becoming
(Subject Matter Gallery, London, 2017), From Barcelona to AD (MACBA/Abu
Dhabi Festival, 2018), The Power of Dreams (UAE Pavilion, Shanghai, 2010;
UN Representative Offices, China & UAE); as well as Art Dubai, Sikka Art Fair
and Third Line gallery. Her last solo show was ‘Everything You Can Think of is
True’ (AlSerkal Avenue, 2019).

Shamma has completed the SEAF programme by the Salama bint Hamdan Al
Nahyan Foundation in partnership with the Rhode Island School of Design
as well as residencies at Delfina Foundation (A.i.R Dubai), Domaine Du
Boisbuchet (France) and the Abu Dhabi Cultural Foundation (UAE).
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Artist’s Statement

Shamma Al Amri is a multidisciplinary artist concentrating on the study of language. She is
interested in examining found text (such as graffiti and anonymous mark-making), as well
as bureaucratic and dogmatic forms of text prevalent in our contemporary landscape. Her
research delves into linguistic theory, the origins of script, and the study of sacred texts. It
stems from her deep need to reconnect with the Arabic language and study its implications
socially, collectively and politically.

She investigates concepts of self-autonomy by exploring rhetoric and its function within
society. She deploys a framework of self-imposed discipline, interrogating text through a
playful and deconstructive method of re-configuring sound and form in order to learn and
unlearn meaning, and create new narratives.

She works with various mediums to establish how one navigates systems through text,
image and translation, as language becomes a performative act in her work.

Exhibition Statement

In this new body of work, Shamma Al Amri continues her ongoing research into language.
During her time on the Tashkeel Critical Practice Programme, she examined the specific use
of language in oaths and took this as a starting point to develop her own ‘artist's oath’.
This led her to study habitual and customary words and to explore their legitimacy across
contexts to reveal their degree of elasticity, transformation or resistance.

During this process, Shamma honed in on the root of a single Arabic word that dictates
correctness, exploring the multiplicity of meaning and context to navigate concepts of
agency and social behaviour within collective systems. Her particular interest lay in the
study of Arabic text and its visual and theoretical implications as a means of shifting

and expanding systems of engagement today. By drawing inspiration from pedagogical
methods and sacred texts to popular culture, she invites the viewer to explore language as
an expression of both image and meaning.
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Mentors

Shamma Al Amri was
mentored by the following
creative professionals during
her journey on the Tashkeel
Critical Practice Programme.

Dr. Huda Smitshuijzen AbiFares

Dr. Huda Smitshuijzen AbiFarés is the Founding Director of the Khatt Foundation and Khatt
Books publishers. She holds degrees in design and design history from Leiden University (PhD,
2017), Yale University (MFA, 1990), and Rhode Island School of Design (BFA, 1987). She was

a jury member of the third Jameel Prize for Islamic Art and Design 2013 (Victoria & Albert
Museum, London) and member of the grants selection committee for the Mondriaan Fund
(2011-2012) & The Netherlands Architecture and Design Fund (2013). She is member of AGI
(Alliance Typographique Internationale). Dr Smitshuijzen AbiFareés specializes in multilingual
typographic research and design, with a focus on Arabic typography and design history.

She has taught design and typography courses in the Arab world and internationally since
1994. She has published several books and essays on typography and design from the Arab
world, and contributed essays to professional and academic publications. She is the author
of Arabic Typography: A Comprehensive Sourcebook (2001), Typographic Matchmaking
(2007), Typographic Matchmaking in the City (2011), Arabic Type Design for Beginners (2013),
Nomadic Traces: Journeys of Arabian Scripts (2019), Kameel Hawa: The Art of Shaping Arabic
Letters (2019), Typographic Matchmaking in the Maghrib (forthcoming), and The Catholic
Press of Beirut: A Printing and Design Legacy in the Arab East (forthcoming). She works as an
independent design curator, researcher, writer, designer and publisher.

Mohammed Kazem

Mohammed Kazem lives and works in Dubai. He has developed an artistic practice that
encompasses video, photography and performance to find new ways of apprehending his
environment and experiences. The foundations of his work are informed by his training

as a musician, and Kazem is deeply engaged with developing processes that can render
transient phenomena, such as sound and light, in tangible terms. Often positioning himself
within his work, Kazem responds to geographical location, materiality and the elements as

a means to assert his subjectivity, particularly in relation to the rapid pace of modernisation
in the Emirates since the country’s founding.Kazem was a member of the Emirates Fine Arts
Society early in his career and is acknowledged as one of the ‘Five’, an informal group of
Emirati artists — including Hassan Sharif, Abdullah Al Saadi, Mohammed Ahmed lbrahim and
Hussain Sharif — at the vanguard of conceptual and interdisciplinary art practice. In 2012,

he completed his Master’s in Fine Art at the University of the Arts, Philadelphia, USA. In
recent years, he has participated in several group shows such as 21,39 Jeddah Arts (2020),
Guggenheim Abu Dhabi (2017), Guggenheim New York (2016), the Yinchuan Biennale (2016),
Sharjah Biennial (2015), Gwangju Museum of Art (2014), Fotofest Biennial in Houston (2014),
Boghossian Foundation (2013) and Mori Art Museum (2012), amongst others. In 2013, he
represented the UAE's National Pavilion at the Venice Biennale with an immersive video
installation entitled ‘Walking on Water’, curated by Reem Fadda, and in 2015 he showcased
works from the Tongue series at ‘1980 — Today: Exhibitions in the UAE’, curated by Hoor Al
Qasimi.His works are held in the collections of the British Museum, London; Guggenheim Abu
Dhabi and New York; Mathaf: Arab Museum of Modern Art, Doha; Sharjah Art Foundation,
Sharjah; Barjeel Art Foundation, Sharjah; Vehbi Kog¢ Foundation, Istanbul; King Abdulaziz
Centre for World Culture, Dhahran; among others.
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A Visual Dictionary of
Textual Paradigms

By Dr. Huda Smitshuijzen
AbiFares

Language, poetry and script hold a special status in Arab culture where the wealth of the
Arabic language is celebrated. The Arabic language is further venerated through its material
embodiments, Arabic calligraphy. Using imagery through words, either figuratively in poetic
texts or visually in calligraphic compositions, are some of the attributes of Arab visual culture
to this day. Shamma Al Amri chooses to continue in this tradition, taking her mother tongue
as a subject matter to deconstruct and explore in her artwork.

Starting from the belief that the word is the beginning of consciousness, Al Amri launched
into an investigation of the implications of language on society and collective consciousness.
Her investigations into the visualisation of meaning, through the exploration of one Arabic
word at a time, paved the way for multiple chapters within an expansive visual dictionary
of Arabic language paradigms - this exhibition being its first chapter. Al Amri’s research and
explorations brought her to reconsider her position as a writer who originated from an oral
tradition. She initially saw language and text as immaterial, stripped of any visual qualities.

However, as an artist, she was compelled to reconsider her previous standpoint. She
embarked on an investigation of the possible ways to bring back to language its materiality:
After all, texts in the Islamic tradition and culture are always written in books, performed
(recited or read) and inscribed on various material and support. The act of writing or reading
or listening brings a new understanding to the experience and ultimately unpacks other
layers of meaning.

Al Amri looked into how language drives society as a representation of collective values

and social consensus and as means of control and guidance of the individual. By carefully
selecting the first word (or chapter) of her imaginary dictionary, the word ‘sahh’ (correct) and
through the various processes she undertakes in giving it shape, she explores the languages
of education, of social discipline, of collective assimilation, of autonomy and of individual
agency. This word, which consists of only two letters, ‘sad’ and ‘ha’, takes on different
meanings as its physical shape, colour and materiality is transformed in the different pieces
in the exhibition; as it is repeated, reversed, performed, coloured, tooled, printed and drawn
with various media and techniques.
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Materiality

Al Amri presents us with the first visualisation of the research she conducted on linguistic
theories, sacred texts and the genealogy of the Arabic script. She creates a book assembled
from the sheets of papers collected from various sources, entitling it ‘Miswaddat Qasam

Al Fananin’ (Sketchbook of an Artist's Oath). She layers the various texts printed on
transparent plexiglass sheets, creating a transparent book where texts seem to float

in mid-air. She presents us with a physical visualization of the temporal process of her
research. The transparency renders the text opaque and unreadable, where words are no
longer immaterial meaning but physical objects in which meaning can be glimpsed but
never fully comprehended.

The materiality of the object takes precedence over meaning and questions the ‘correct
way'’ (‘Al Tarigga Al Sahiha’) to read a text. The very authority of language and its finality
are challenged by the authority of the book-object that fragmented the texts in favour of
the one visual statement.

In another work, Al Amri challenges the concept of absolute meaning. She turns the word
‘sah’ into a moving sculptural object that visualises the notion of multiplicity of meaning.
The object consists of two pendulums, at the end of each the word ‘sah’ is die-cut. As they
swing, the two ‘sahs’ cross and, for a brief moment, become one; one truth or correct
way. At other moments, the two words are at opposite ends and far apart; alluding to the
notion that two rights can also be distinct and even opposite. The hypnotic movement of
the pendulum creates instances where the words sit side by side to form the

word ‘sah-sih’ (wake up!).

Through her choice of the oldest form of Arabic script to draw the word, Al Amri returns
the word to it basic visual embodiment. The blocky Kufic script with compressed heavy

strokes represents a solid and confident ‘sah’! However, this form is immediately negated
by the oscillating motion of the pendulum that emphasise the instability of the meaning.

Visual puns are some of the playful games that Al Amri brings to her work. The word
becomes an image, the object becomes another image and, when combined, they deliver
multiple meanings.
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Performance

The artist is alone in her studio practising the ‘correct way’ to write the word ‘sahh’. She
attempts different ways to line up the word on a grid, to write neat lines. Her hand gets
tired at times and the words are not straight, while at other times her writing improves
and her letters look nicer and more controlled. She runs out of ink, tries different coloured
inks, different layouts and configurations on a page. Her performative writing act is
meditative during which other words start to form in her mind as she writes; words that
relate to ‘sah’; ‘sah-seh’ (awaken) or ‘has-has’ (reveal). With each repetition, the word
starts to refer to the preceding word and the new ‘sah’ becomes a more correct new
version of itself and so forth. With every iteration, Al Amri creates a new reference point
that exists in relation to other reference points.

As she writes, she reflects on all the instances when we use this word — the times we

have agreed on things reluctantly ‘sah!” (OK, fine!) or the times we worried about

doing the right thing. We sense in her handwriting her emotions and her struggle. The
performance of attempting to control the writing of ‘sah’ displays the inevitable failure to
reach perfection. The repetition again highlights the passing of time. It not only reveals
vulnerability and human error but also demonstrates how discipline and repetition can
deliver a variety of unique gestures and emotions.

The handmade process is transformed into a series of clean digital colour studies in
another work. In this work, Al Amri explores the shifting meaning of the word through the
interactions of colours. These shift depending on context and the eyes of the viewer, the
same way that the meaning of ‘sah’ shifts depending on frame of reference or situation.

This work invites the viewer to reflect on the personal ‘reading’ of texts; just like the
way our perception and emotional response to colours are very personal, so is our
understanding of ‘what is correct’, often dictated by our religious, social upbringing and
life experiences.
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Social Context

Al Amri's self-imposed discipline of questioning by doing and her methods of
deconstructing the meaning of one simple yet loaded word, allows her to create
new meanings and allude to current social narratives. It also compels her to take the
experiment out of her personal studio and to collaborate with others in a ‘real’
social context.

She repeats the experiment of writing the word ‘sah’ in collaboration with construction
workers who attempt over a period of time to bend steel rods to create the perfect shape
of the word. By looking at the final pieces, the viewer experiences the daily struggle and
labour put into ‘getting it right’. The ‘correctness’ of the collaboration is as much probed
as the resulting physical word-objects.

Bringing the exercise a step further, Al Amri attempts to bring her word ‘sah’ to another
and more controversial context; a correctional facility (‘islahiyah’, from ‘islah’ or making
something correct again). She attempts to collaborate with people incarcerated for doing
something ‘wrong’ to produce a work that reflects on the meaning of ‘sah’ in such a
loaded context. Initiating such a project will no doubt unleash a complex bureaucratic
process with its own protocols and language of authority and moral codes.

In conclusion, for the first chapter of the visual dictionary of textual paradigms, there is
no better word to start with than the word ‘sah’! Experiencing this body of work will no
doubt be the first step on a long journey of discovery that will be both thought-provoking
and enjoyable.

Dr. Huda Smitshuijzen AbiFareés is a is a typographer, writer, researcher, graphic designer,
lecturer and design consultant. She is the founding director of the Khatt Foundation and
mentored Shamma Al Amri as part of the Tashkeel Critical Practice Programme 2022.
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Bridging the dreadful gap
between right and wrong
By Adel Khozam

Trying to understand the truth only requires realising the difference between what is right
and what is wrong. However, is there anyone in the whole world who can recognise this
difference? And if that happened, would we have realised the reality of the universe and
the reality of our existence? Definitely not.

We hesitate between doubt and certainty and fail to grasp the truth of both. Our
lives and diaries remain hostages to this uncertainty. Right turns into wrong and
the correct meaning is overturned; perhaps because of a letter, misinterpretation or
misunderstanding, and it becomes completely the opposite of its intended meaning.

From that point, we must enter the world of Shamma Al Amri; a world based on
unanswerable questions. This space is fraught with uncertainty and — by the deliberate
demolition of signs and ideas — where changing time is the only constant.

In her exhibition, time refers to that moment in which we change every time we turn
another corner; just as the rays of sunlight change when reflected on a corner from one to
another.

Erasing the Oath

Shamma Al Amri is trying to seize not the constant but rather the variable itself. She wants
to put it in a corner and freeze it forever. We notice this in her work (the artist’s oath
draft), which is a dismantling of a strenuous effort that has delved into detail and inscribed
the artist’s thoughts about the conditions, duties and values that he/she must abide by.
Shamma realises from the beginning that the artist is not a doctor or a lawyer — one who
places him/herself in a position restricted by certain conditions. Regardless of its kind, art is
not a job in the first place but rather an escape beyond the contexts of commitment of
any kind.

The artist longs for an imaginary thing called ‘freedom’ and this is exactly what Shamma
does in this exhibition; she talks about freedom as a dream. She notes down, writes and
proposes ideas about what the artist can abide by but, in the end, she hides it all as if it

were just unrealisable ideas.
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The Terrifying Void

Shamma plays with the word ‘right’, which is dangerous in its linguistic connotations; and
its opposite is, of course, not only the ‘wrong’, but ‘fault’ and ‘rejection’, and its opposite
is also the word 'no’ that we heard a thousand times in our childhood. Let us take, for
example, the work of the moving pendulum in two opposite directions; both of which
bear the word ‘right’. This eternal cross-pollination between the word and its identical
twin, generates a third concept in the mind.

When we combine ‘sah’ (right) and ‘sah’ (two words that separate and come back to unite
in an endless movement), the viewer may think that there are no other words but the void
that is generated in this movement when the two words separate; it is really scary. It is
greater than the concept of ‘right’ or a suggestion of ‘sah seh’ (wake up, playing with the
word ‘right’) when the two words meet together. Yet when they are apart, the emptiness
here seems like an abyss that swallows everything. Once again, Shamma tries to draw
some feature of the philosophy of time in this work. However, for me, it is the philosophy
of mass and emptiness; the mass of significance generated by the word and the infinite
emptiness that surrounds them.

Outside In

Shamma also goes beyond to practice her passion in experiments on the same concept and
the same word ‘right’. At first, her tendency was to discover the relationship of this word
to herself and her inner psyche and what exactly the word ‘right’ means to her. Shamma
may have heard this word a million times in her conservative social environment and as a
girl, she must follow the ‘sah’ in all her actions, movements, words, clothes and thoughts.
It is a sacred word and everyone should subject to it and any deviation from this ‘right’
could cost Shamma dearly. But in her artistic practice, this artist was unable to control the
rhythm of this moral and social condition.

She went to write in her own hand the word ‘right’ a thousand times, yet all these were
wrong, imperfect and not like its twinning word. Then, she went to newspapers, books
and published works and did not find anything to cure her insatiability. The word ‘saheeh’
(correct) is not repeated in the encyclopaedias of historical and religious heritage, yet it
partially enters the contexts of derivative words that are close to the same meaning, such
as 'sahafa’ (press), ‘sahra’a’ (desert), etc.
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The word ‘right’ is rarely used alone even in poetry; it is a word that constitutes half of our
existence, and it is the equivalent of good and evil, right and wrong. The meaning of this
word may extend to the entire human body, for the word ‘Sehha’ (health) belongs to the
same root and any imbalance in ‘right’, or health, means disease and death.

Shamma emerges from internally besieging this word and goes to monitor its
transformations outside itself. She asked workers on a construction site in Dubai to twist
rods of coarse iron with the help of machinery and try to create the word ‘sah’ in their
perfect way. However, the results were crooked and some even hideous.

A construction worker cannot produce art when asked to do so. He is obliged to follow a
comprehensive and strict system (else the whole building could fall down on everyone's
heads). In other words, the construction worker must commit 100 per cent to have his
product ‘sah’ (perfect) and exemplary while, on the other hand, the artist is disruptive, a
saboteur, experimental and becomes a danger to any exemplary work system.

Conditional Freedom

Shamma goes to the penal institutions of Dubai and asks the officer in charge to order
the inmates to implement her strange request by carving the word ‘right’. She discovered
that those inmates also follow a committed and idealistic model of the production process;
not allowing themselves to produce a piece of art, they make a chair or a table using basic
elements on certain terms. Yet, when asked to carve the word ‘right’ and shape it as they
want, it is as if we asked them to describe the word ‘freedom’ while still in prison.

Political, social and cultural issues overlap in Shamma Al Amiri’s exhibition. We see the
obvious boldness in addressing art from an Emirati, Arab and Islamic cultural perspective.
This does not necessarily apply to the Western mentality, who may not understand the
significance of the word ‘right’ and its psychological semantics.

It is an act she has practiced before in previous works and exhibitions where she used
Arabic words and connotations; confirming her desire to formulate a concept for her
artistic practice that stems from the depth of her culture and training. This is something
we do not find among many who are tempted by the trend of art, who follow it blindly,
and who are captivated by form at the expense of meaning.
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The Third River

Visual art has always been a prisoner of form at the expense of meaning. However,
recently, the great schools of art have tended to venerate the concepts and ideas that stem
from the artist. Through this exhibition, we find that Shamma Al Amiri presents her own
vision of existence, of the meanings that control us, of the idea of correctness.

The mistake is like two roads that have no third; yet she cuts in to create a river in a barren
land and irrigates it with the water of her high ambition. She wants to say that a person
always has several available options; and that the middle way that lies between the two
extremes (that is, two opposites) is a vast space for creating new, restructured questions
and inventing a diverse and different concept of the meaning of life.

Adel Khozam is a highly respected and admired Emirati poet, composer and journalist. He
has worked in the UAE press since the 1980’s. He has published around 14 books of poetry
and two novels. His poems have been translated into several languages.
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Red and Green. 2022. 2022 " paddllg poadll gu"
Print on archival paper. ganiyl g e delih
60 x 40 cm (each). (logio J4J) @ 40 x 60
Edition of 5 (each). (lgio J4I) dsi 5 (0 jlaun]

Blue and Yellow: 9 from 3. 2022. 12022 ."(3 g0 9) yaundllg Gjdll Gu"
Print on archival paper. iyl g e delih
60 x 40 cm (each). (login J4J) @ 40 x 60
Edition of 5 (each). (lgio J4I) i 5 9o glunl

(Detail) Red and Green. 2022. .2022 " paadllg peadll gu” (Jwaai)
Print on archival paper. ganiyl g e delih
60 x 40 cm (each). (logio J41) (@ 40 x 60

Edition of 5 (each). (lgio J4I) dsi 5 3o ylaus]
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Calligraphy reed and ink on paper (green).
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The Artist’s Oath. 2022.
UV on plexiglass.
21x29.7x 12 cm.

.2022 " pliall pund”

e dnansigll §oo deuiidlly delih
Soudle Guusaly) s alyj
21 x29.7 x 12

Pace. 2022.

Steel and magnetic
bearings.

180 x 15x 6 cm.
Edition of 3.

2022 " gjlusi"
Silgallg Guphlisall Jola
pass 6% 15 x 180

i 3 00 Jlsual
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Bending Directions (Abubaker, Abdulrahman). 2022.
Hand-bent metal rod made by construction workers.
Various dimensions.

2022 .(poapllaicg 1y oil) "dsifo Ciloylei”
bpgio slayl

Restricted Directions (Prototypes). 2022.

Digital photograph of prototypes by inmates of
The Punitive and Correctional Institute, Dubai.
56 x 22 cm.

Restricted Directions. 2022.

Hand-cut wood by inmates of The Punitive and
Correctional Institute, Dubai.

Variable dimensions.
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Diction (Red). 2022. 12022 " (yoal) olu"
From the ‘Diction’ series. o dudaa o
Dye on hand-cut newspaper. Lgsy diaguado Jilolsy déguas 8agja

62 x 57 cm. o1 57 x 62

Diction. 2022.
Dyed newspaper with hand-cut words.
62 x 57 cm (each).
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42

€] o7 |t - oy et



45

So To Speak - Shamma Al Amri

Perforation. 2022.
Plexiglass, cut-out newspaper.
9x11x 10 cm.
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Exit. 2019.

Powder coated stainless steel, acrylic, LED lights, electrical circuits.

32.5x90 x 8 cm.

Edition of 7.

Photography by Walter Willems.

First exhibited at ‘Everything You Can Think of is True’

(Zayed University Urban Satellite Space Alserkal Avenue, 2019).
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Suspended Judgement. 2018.

Copper, DC motor, LED spotlight, fire bricks, audio.

42 x 42 x 50 cm.

Photography by Walter Willems.

First exhibited at ‘Everything You Can Think of is True’

(Zayed University Urban Satellite Space Alserkal Avenue, 2019).
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Your Emotion, Your Problem. 2019.

Stainless steel, glass, DC motor, water, LED spotlight.

16 x 48 x 17 cm.

Edition of 3.

Photography by Walter Willems.

First exhibited at ‘Everything You Can Think of is True’

(Zayed University Urban Satellite Space Alserkal Avenue, 2019).
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I/ Can. 2019.

Date syrup and cream cheese on paper.

In Heaven. 2019.

Date syrup on paper.

24 x 68 cm (each).

Photography by Walter Willems.

First exhibited at ‘Everything You Can Think of is True’

(Zayed University Urban Satellite Space Alserkal Avenue, 2019).
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Shamma Al Amri: Resumeé

Education

2016-2018 Master's of Contemporary Art Practice, Public Sphere, Royal College of Art, UK
2012-2014 Master's of Cultural and Creative Industries, Higher Colleges of Technology, UAE
2004-2007 Bachelor's of Arts and Science. Latifa College, Zayed University, UAE

1997-2003 High School Diploma (Distinction) Latifa School for Girls, UAE

Fellowships and Residencies

2021 Residency, Abu Dhabi Cultural Foundation, UAE

2014-2015 Fellowship, Rhode Island School of Design, USA

2013 Christie's auction in collaboration with artist Nja Mahdaoui, UAE
2012 Residency, Domaine Du Boibuchet, France

2011 Elite (Sheikh Mohammed Young Leaders Programme)

2009 INSEAD School of Business, Lee Kuan Yew School of Public Policy
2008-2009 Berlin Cultural Programme Residency, FABRICA, Italy

Exhibitions

2019 Everything You Can Think of is True, Solo Exhibition, ZUUSS Al Serkal Avenue
2018 Crescent/Increscent, Sager House, London

2018 Equal Voices in the Room, Dyson Gallery, London

2018 MACBA, From Barcelona to AD, Manarat Al Saadiyat, Abu Dhabi
2017 Becoming, Subject Matter Gallery, London

2016 Past Forward, Meridian International Center, Washington DC
2016 Public Privacy, DUCTAC, Dubai

2013 Time and Space Matter, Project D, Dubai

2013 Art Dubai, Tashkeel, Dubai

2012 Mawtini, Tashkeel, Dubai

2010 Power of Dreams, UAE Pavilion, Shanghai

2010 United Nations office, China

2006 Perceptions, Third Line Gallery, Dubai

Other

2019 Artist Talk "Negotiating Language and Written Word", Art Jameel, Dubai, UAE

2018 Artist Talk "Art Without Artists - Agency through the absence of authorship, binaries
and collectivism", Tate Modern, UK

2018 Artist workshop "On Hybridity and Mimesis: Language as a performative act",
Royal College of Art, UK

2012 Published book “Shadows of Light: Pinhole photography of the UAE"
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Exhibition
programme

Enjoy a deeper understandings of the new
body of work created by artist Shamma

Al Amri in her latest solo exhibition ‘So

to Speak’ and discover how the Tashkeel
Critical Practice Programme nurtures the
development of an artist’s practice

Booking required at tashkeel.org

Artist-led Guided Tour with Nasser Abdullah
Sunday 25 September, 11am-12pm & 12-1pm
Free of charge

Join Shamma Al Amri for one of two 60-minute exhibition tours examining materiality,
form and meaning with curator and former Chair of Emirates Fine Arts Society, Nasser
Abdullah. Gain an in-depth perspective on the research and curation behind the exhibition,
the concepts and processes explored by the artist, and the impact of the Critical Practice
Programme.

Poetry Evening
Wednesday 5 October, 7-9 pm
Free of charge

The exploration of language is a shared topic for both Shamma Al Amri and the artist, poet
and film director Nujoom Al Ghanem. Together, they will lead a workshop exploring the
word 'correct’. Nujoom will introduce the importance of the weight of words developed in
the Sufi tradition and lead an exercise to produce a piece of poetry, creative text or sound.

One-word Risograph Workshop
Sunday 9 October, 2-4pm
Price: AED 300 per person. Book at tashkeel.org/workshops

Join Shamma Al Amri and graphic designer Ibraheem Khamayseh to create work using the
Tashkeel Risograph machine. Using as a starting point the Arabic word ‘sah’ and its multiple
meanings (a focal point of the exhibition, ‘So to Speak’), participants will explore how a
single word or concept can be produced in Riso-print form.

So to Speak — The Talk
Wednesday 12 October, 7-8 pm
Free of charge

Shamma Al Amri joins Jolaine Frizzel (Institute of Emerging Art) to discuss how the non-
Arabic speaker can access the work presented in the exhibition as well as Shamma's journey
on the Critical Practice Programme and its impact on the trajectory of her art practice.
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