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Foreword

Tashkeel has been a second home to Chafa Ghaddar since she first joined as a member in
2016. Over the last four years, she has become an important part of the Tashkeel creative
community, using the spaces and facilities to experiment and further her practice while
taking an active role in the many conversations and collaborations that arise from having a
such a diverse group of artists and designers all under one roof.

Chafa’s journey is rooted in an exploratory approach to her practice. Constantly questioning
material and meaning, spaces and subjects, technique and time, her work assumes an
agency infused with multiple layers of significance that respond to both the seen and the
unseen. Chafa’s inquiring mind and seemingly unquenchable curiosity pushes her ever
further to challenge the preconceptions and conventions that would otherwise bind and
limit; allowing her to discover new directions, new applications, new truths.

This exhibition — the culmination of her journey on the Critical Practice Programme,
which she shared with Jalal Bin Thaneya and Silva Hernando Alvarez - is a marker in the
articulation of her own practice. Due to her engagement with mentors Kevin Jones and
Jill Magi throughout, Chafa’s language towards her work is shifting, providing her with a
deeper understanding and a sense of new-found confidence, establishing a momentum
that will propel her ever forward.

Lateefa bint Maktoum
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Recesses — Chafa Ghaddar

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 undertook research and experimentation through design and digital
photography under the mentorship of Andrew Starner (NYU Abu Dhabi), resulting in a
solo exhibition and catalogue ‘Hymns to a Sleeper' at Tashkeel in February 2016.

Vikram Divecha explored the concept of time and money with mentor, Debra Levine
(NYU Abu Dhabi), devising a formula for the value of time as it relates to art creation. His
exhibition 'Portrait Sessions' at Tashkeel in October 2016 encouraged viewers to question
their economic status.

Hadeyeh Badri chose to explore an intimate account of personal loss with mentors
Roderick Grant and Dr. Alexandra MacGilp, resulting in the exhibition and panel
discussion ‘'The Body Keeps the Score' at Tashkeel in April 2017.

Raja’a Khalid explored contemporary narratives around class, luxury and consumer Gulf
culture through experimentation and research with mentors Jaret Vadera and Iftikhar
Dadi, resulting in ‘FASTEST WITH THE MOSTEST' at Tashkeel in September 2017.

Lantian Xie convened 'Water, Gas, Electricity, Rent: A Reading Group' throughout 2017
that explored issues such as hospitality, occupancy, homeliness, precarity, exception and
temporariness.

Debjani Bhardwaj examined the human condition inherent in the folktales of the
Arabian Gulf through drawing, papercut and installation, supported by mentors Les
Bicknell and Hassan Meer. It led to the ‘Telling Tales' exhibition, illustrated booklet and
activities programme in September 2018.

Jalal Bin Thaneya furthered his practice as an industrial fine art photographer, exploring
contrast and detail within industrial landscapes and the notion of access. Mentored by
Jassim Al Awadhi and Flounder Lee, his journey led to the solo exhibition ‘Beyond the
Fence' in May 2019.

Silvia Hernando Alvarez undertook research and experimentation in her photography
practice to develop a new body of work exploring a common imaginary of the Red Planet
(Mars). Mentored by artist, academic and writer Isaac Sullivan and visual artist and writer
Cristiana de Marchi, she presented her findings in 'Under The Red Light' in January 2020.
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Recesses — Chafa Ghaddar

Artist’s Bio

Chafa Ghaddar (1986) was born in Lebanon and currently lives in Dubai.
She graduated from Académie Libanaise des Beaux Arts (ALBA) where she
earned a Bachelor’s degree in Fine Arts in 2007 and a Master’s degree in
Visual Arts in 2009.

In 2012, she attended an intensiv e course in fresco and traditional
painting techniques in Florence, Italy. While developing a career in

wall painting and surface finishing, she explores the use of fresco in
contemporary practices as well as other processes and works equally
with murals, painting, drawing, photography and mixed media. She was
awarded the Boghossian Art Prize for painting in 2014 and was Artist-in-
Residence at Villa Empain, Brussels, in October/November 2015.

Chafa executes murals in the professional and contemporary art field

and has participated in several collective exhibitions and projects such

as ‘exposure 4' (Beirut Art Centre, 2012), ‘On Fleeting Grounds’ (Galerie
Janine Rubeiz, 2013), ‘Nostalgic Imagery’ (Galerie Janine Rubeiz, 2014),
‘Journeys through our Heritage’ (Beirut Exhibition Centre, 2013),
‘L'espace de la feuille’ (Galerie Tanit, 2015), ‘Feminités Plurielles’ (Galerie
Tanit, 2018), ‘Strata’ in collaboration with AHO (A Hypothetical Office)
(Dubai Design Days, 2017) and ‘The space of the avocado tree’ (Art Dubai,
2018 and Made in Tashkeel 2018).

Her debut solo exhibition ‘The Visit’ took place at Galerie Tanit, Beirut,
in November 2018. She is currently developing her first permanent and
public art commission curated by Amanda Abi Khalil as part of A.i.R.
Dubai Programme 2017 in collaboration with Art Dubai, Tashkeel and
Dubai Culture & Arts Authority.

Chafa is a participant of the Tashkeel Critical Practice Programme
2018-2019.

Photography by John Marsland

- -

diliel) dglidl 8 ypumldl

Ayilinll drogsBAl (o jl32 Cunjai Jud L.JL'\ ©odig 19 pladl (o glid (na 132 nasds Gaslg
TV plell a dyeall geiall (o Gugyyellull uu)l.e_;.u udc dian Sya ((ALBA) dlaoall giall
T 9 plell a ddygadl goiall (ua piwaledlg

b dpadaill aull Gliaig dpaall dylaall Glholll é daile 69 T 1T plall (ua I3 it Lis

W3 Gadkil sabhw il ujig olysall pde el (na duigall lgipuo pohi Julag slllhb Luijgla
U3 8ljlgo (ué Josig willasll go lopig bpaleall Gilujloall (s duaall dylaall Glbgll plsiiwl
8jila” (ale 132 Gjla ssasiall hilwgllg i naliégigall yguaill wilaglll ey wlylaall deliva (ale
s (né dogdio dilia Lillg LT 1€ ple (é lgiowuy dagl e “@uupl Jlao (na poiall pluagioy

T.10 yr0dgi /ngisl (ué Jusdop “olol

vayleallg gylisall Go sysell a i8jlig tpaleally ualyiadl Gall gdlies sjroo Jilyylaa jlae 34§
orlle) “aiglyt gininla ool Judymog (1. 1T .oall Cigu j$0) & Ciliic” Gayeo lgud Loy duclasl]
Bro) “assiype gi gujoa”uareeg (. 1€ 1juj Gain rlle) "ol eliallivugi® (T. 1V 1juj Guin
“Jyods Suinesa™g (T 10 nluili splle) “(s9a Al 95 pubuwgl” (uayeog (1. IV .pa)lecl] Digpy
us aouaill pUl” Laye0) “ualpiadl wilell” go Golaill “liljiw” Gayeoeg «(T. 1A uili splle)
(T TA L Jasaing™) "d.t.(...uuu‘.n g_i...Z\"g A(TLIA "L“Il.!.) QJT") "gsl8gadll 6y dabung (("T. IV

LJL'\ Joeig .T.IA poagi (ra Gigpu nJuili splle (a “Cujua 137 Jodll 3pall lgayeo j3e Ciolal
T 1V plal @usall gliall golip (o cjas Jula qul Iailol dyley dolell dyylanll lgibhol (gl 3paii e
ogiallg dalaill gus disa”g " Juluini”g “yus Iyl” payo go Goleill doghii spa sl

T 9-TUIA pauged " Jwsid™ G “dussill duyloadl polip” (pa 132 syl

et

6501 oo -



Artist’s Statement

Exhibition Intent

On Fresco.

Fresco matures twice. In its first stage, it is a work of construction; surfaces are initiated,
visuals are painted, the artist is active and the medium becomes solid.

In its second stage, the work manifests itself through its own degradation; the decay of the
skin, the absence of the artist and the resistance of what remains.

Through frescoes | explore the manifestation of time on surfaces. Historical gesture
appears in conversation with the present. Traces are evoked or retained, then investigated.
Temporalities clash.

| explore the paradox of a medium that can be timeless and vulnerable at once. | combine

it with other techniques, particularly to process the idea of trace and fragmentation of time
and space. | contest its immaculate historicity to suggest new boundaries and territories. |
relate to the sensuality of its surfaces that encapsulate every gesture and every error. | see it
as a living material, constantly subject to growth.

Fresco allows me to pierce an ecosystem of consistencies and paradoxes and make them mine.

What if frescoes lost confidence?

The works in this exhibition display fresco as process. Here, | problematise this historical
technique and question its principles. In particular, | employ the giornata — the mark of how
much painting can be done in a day, usually concealed in standard fresco practice - as a
finality, a permanent and visible mark. Therefore, a territory of a new skin arises repeatedly.
My actions revive a deep desire to paint, to spend time with colours and texture and vitally
immerse myself in the materials. ‘Recesses’ demands to be experienced intimately. You walk
into the show and you touch meaning without touching anything.

Chafa Ghaddar

glauyall (e

euyg ahull 3ygaig dpmlu il dyinll Jubuisi dylac (g sdgdll il anayl uilages guuyall joy
awmdi Josll payay il dagell (ag dilall duanll si8 )l (ale Josll loasy Gliall pild JUo I
B3gubniall dilluy Juagig oliall Ciluwal slai aillg dlresaall gaall aghu (e lauysi jolisg

daype dl Dleloy] Jua aghunll $94 dinioll arollo suayg oill Jlodl s o gluyall ity
&)l 8813l pa lghany 9l 8)i Cilelog 1l 03 pAALuLS (palall &0 Jigiiy U Gl Cuysa jlaé pagad
gwliie I (uiojll Jalsill dyla caliimlg (a1l Lgss Geaill sl

Agihiliie o) diojdll & dalla (gsi o Lgisey 8lsl (spizy (53l paslill caliiml gl asy oS

vinel nileay 9mg .olallg Glojll dijaig il claial 6)4al Gunill aic duals il Ciliai go lgansg
pile cassd igaay Las 63033 OSlolg slaal ] Jguagll 8lsdll o3gl (raill aylill go (duia glpa dlly
Jlpaisul gaillg jghill dLls dm 83l lahyla rdhlé of d)a JS calai aill lgahawl dnsly

iz gob lglang ilslaally SLASLI Go doghio @gd (o ghuall (rikes

Slginn ofuyall Cinaa ol il

dpbul 8j38489 duayli d4iaid gluyypall L] Cijpl lag géuyys Cilhgl pageall lia Jlocl s
g2 Jdsiwl] gliall lgoanp il dlodell (aag -"Lilijgall™ Cuosaiuwl .@pi JSdug duiall i) lood
Jpio J8di g0 abu gy ligly dalls duilgi ilodle oyl —3alg gy JUa ojlail gubiuy bo (ile

b puasilly dauiilly lolill G Libg cliadly soull daroc diey (nlals b (il gron (uai
81935 sic pinal 389 . raren Jduin lgiyai "spleio Ciladg" Jlacl wulhii .agaall asil (all solgo

st sl lguali o 993 <3 (nizo ayeall

Jlae ash

diliol] 4ly






Recesses
by Kevin Jones

No work wanted to go on the wall.

They all tended to other directionalities, disrupting standard exhibition vectors. They
veered, nestled and crouched, staking space resolutely, dwelling there implacably.

Mimicry and failure bind the works to the wall, not literally, but in spirit. Collapse is agency.
Retreat is triumph. In Ghaddar’s world, fresco resists the wall. It subverts its own verticality.
This inability to be the wall forces it to seize itself. It acts.

Fresco is a curiously liquid practice; not entirely sculptural, yet beyond the purely painted
plane. Its wetness is its essence, constituting its very name. If the wall is a host, is fresco a
contamination? The relationship is deeply complex below the surface. It is like Deleuze's
fold, which proclaims that the inside is just the fold of the outside. If the fold can be
dizzying in its infinity, the conquering skin of the fresco stuns by its tenacity. The wall is
subsumed, colonised and devoured.

Yet the wall poses the ultimate condition of verticality, to which all fresco, if it is to be
categorised thus, must capitulate. But not here.

What this is not:

Skins that have been shed (the wall did not moult because the fresco was not intrinsic to it);
a hymn to the anti-wall (like a wall, the fabric-fresco-agent is chipped and nicked, its flesh
pocked, its veins unevenly apparent);

a dance-display of shape-shifting surfaces (these are not parts, but wholes; their contours
and caverns make them worlds unto themselves).

Be careful, too, not to see freedom where it is absent. These are not emancipated beings
that slithered away from a captive verticality. What the artist has relinquished in control,
the works have claimed in agency. They do not escape. They assert.

Flesh, not skin. The fresco does not reside on a wall as a surface but impregnates it like an
invasion. Fabric succumbs to fresco’s penetration less reluctantly; the porous swathes are
easily soaked, the woven recesses eagerly absorbent.

Time is wound up in fresco in fleshy ways. A day is made palpable by a craggy crevice, the
giornata, like a jagged halo indicating where work ceased. One must seize the moments the
material stays wet and workable. It takes time to set, years to mature, centuries to withstand.

These fabric works reconfigure time. Their materiality vanquishes the vicissitudes of a
fleeting malleability; the giornata is no longer the milestone marker in a process, a clue
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signposting a step to come. Rather, it is recast as an aesthetic accomplice, entrenched in the
fabric-lime-plaster-sand folds.

The cavities of these works open on to more cavities, and caverns recede into caverns. In,
Reposed (all works 2020), one folded plane is poised atop the stiff crest of another, its own
peak rising from a swathe unfurling away from the viewer’s feet, into the maelstrom of
recesses and hollows. A contorted sculpture that bears its weight at random peaks, like
some ungainly yet compelling architectural oddity, the work mocks its own slow retreat
into an invisible collapse.

Elsewhere, Slighting and Leaning toy with the wall; the former, puffy and undulating, coyly
conscious of the sliver that separates them; the latter nonchalantly leaning into it from the

other side. Neither recoiling nor exchanging, they simply calculate the structure, unfazed. It
is like a strange encounter with some non-human form of subjectivity.

Material agency cedes place to material syntax.

If Slighting rebuffed the wall, the table abuts it. Jutting from vertical surface, the sharp-
edged display case constrains the visitor to graze the wall at its furthest extremity. This
hyper-sensitisation to structure primes the viewer for confronting an array of works on
paper, punctuated by bricks, blocks and cuts.

This is the text. There are words and phrases. The slowed-down motion coursing through
the fabric frescos is further freeze-framed in these table-mounted units. A fold is trapped.
A texture rebels. Stains blister and incisions screech. Although each unit holds its own
immobile grammar - the poised sandpaper resists the movement to which it owes its
dappled complexion, regimented bricks snare a shard of red paper, cleft fresco slabs are
stabbed with colour and maculated with lime - they are legible as a broader syntactical
weave. Like material hieroglyphs splayed on display, the textured text invites deciphering

Flesh, not skin. Paper is pulpy, bruised and pierced. A texture seems summoned from
below the surface. No plane can be considered in its flatness. Everything is bodily; each
frame visceral.
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The shift of registers jolts; from free-range floor wanderers to pinned down glass-encased
utterances. The artist’s hand accumulates more than it controls. Even constrained, the
materials orchestrate the final dance.

In the end, fresco reveals itself in a medium alien to it. What has lurked out of sight now
emerges in sound. It appears.

Fresco engulfs 'Recesses' like it grounds Ghaddar’s practice. Until now, it has been difficult
to stray from fresco when discussing her works, even those on paper. If any emancipation
has occurred, it is not the fresco surface untethered from the wall, but the practice freed
from the defining grip of a fresco-fuelled materiality. The sound installation marks this
unmooring.

On fabric, materials have taken over, left to self-organise and astound. Every pigmentation
is a surprise; each slathered layer contributes to an inscrutable weight, a potentially

noncompliant mass; the materials, coagulated into works, placed themselves.

The text is a regent. It metes out a constitutive meaning. Words are lock stepped in a
syntactical parade, a conventional order we admit and receive.

Sound is a rebel. It disdains stasis.

Ghaddar’s text is at once an explanation and a catharsis. “Fresco is sweat.” The words are
shed and cloak the space, smeared in the air.

The video reveals a hand, triply represented — an image of an image of an image.

And so we recede.

The space itself disappears into the recess.

Kevin Jones is an arts writer, consultant and founder of Juniper Mind. He served as Mentor
to Chafa Ghaddar for the Tashkeel Critical Practice Programme 2018-2019.
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A Lexicon in Celebration of
Chafa Ghaddar’s ‘Recesses’
by Jill Magi

Wayward

What if there is no available wall or ceiling on and in which to make a fresco, in which to
embed colour? The peripatetic fresco becomes the opportunity, the poetics. The situation
of the maker - starting and stopping the work for a birth, for a pandemic, for the trip from
open space to studio and from studio to gallery — is the becoming of the finished work.
Fresco unmoored, wayward. But not at all to be pitied because of this —

Leap

“1 am pushing this fresco technique further. It's time for me and my relationship to fresco
to take the leap.” It is the fall of 2019 and during our studio visit | make notes as Chafa
continues, “Me and fresco deserve this leap.”

Scrolling

Chafa likes to unroll these paintings, she tells me, because she doesn’t know what new
crack will appear as she does. “It's a discovery each time.”

Where does the work go — especially if it is monumental, large - as it waits to be seen?

To make, to put away, to take out again. A scrolling motion aids the work as the large
becomes small, storable under a table like a footnote - the trace of elsewhere and another
moment. A poetics of storage; where rolling and unfurling the scroll makes a language.
Like wrinkles on skin that speak from a new mark borne of age.

Beauty

In an extended meditation on waywardness and working class black women in the United
States of the 1920s, Saidiya Hartman' draws out a subjectivity who will not subscribe to
programmes of betterment, regimes of identity discourse, revolutionary ideals, the colour
line, the gender norm. They are wayward, gloriously out of line. To be wayward is to suffer
from “the want of beauty” regardless of —

To be wedded to sensation gone to extremes despite —

The women in Hartman's ‘Wayward Lives, Beautiful Experiments’ lived outside official
archives and history, “wanting what the world withheld - beauty.” Making and remaking
commitments to the “will to adorn, a proclivity for the baroque, and the love of too much”
even though -

Un-building

Fabric is ironically destabilised because it has been built up with layers. And so Chafa

1 Hartman, Saidiya. 'Wayward Lives, Beautiful Experiments'. New York: Norton, 2019.
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undermines our notion of solidity at the same time she uses the materials of building.
Looking around at our cities, we know that ruin-rebuild is the whole truth where the ruin is
the only guarantee.

Painting

The painter Sean Scully? is asked “what art is for?” during this global pandemic. He
answers: What it's always been about — pleasure, passion. He tragically lost a son years ago
and says he went insane for a time but through it all he never stopped painting. Painting
survives the event. It is always there, a through-line. Painting continues to seduce us,
continues to be “bottomless,” writes Jerry Saltz?, because of its possibility “. . . to embed
thought in viscous substance.” | read Chafa’s work as this almost exactly.

Desire

During one studio visit, | lean in and say, “someday, let’s talk about painting.” Chafa replies,
“yes,” adding, “did you notice that we agreed to do this in a whisper — as if painting is
taboo?”

I now realise we were always talking about painting even when | thought we weren't.

Can painting be enough as “only” painting — no conceptual apparatus, no indexical
relationship to a storyline, biography, data, archive? Too often the answer is “yes, however
[insert apology for decadence or apolitical art here.]”

The counter assertion: “Because of desire and because of painting itself.”
Excess

Desire makes the body. When desire is denied, regulated, categorised, cordoned off, so
is the body. This is the body dangerous. This pair — the body and desire — will find a way.
For example:

“Do not pick the flowers” pleads the sign at the edge of the public park. Further evidence;
a flourish of the hand in conversation, a picture pinned to a wall, silk running through
hands as the garment-to-be is dreamt up the at the fabric store. Bringing as many surfaces
as possible into vibration. Through excess, because of excess, dreaming of excess and
ending at excess framed and contained: This is art. On the floor, on the table, draped over
a support, rolled up, hanging, within the page, the edges of Chafa’s work indicate that the
work continues in an elsewhere even as its borders vibrate, making a here and now.

2 'Sean Scully Closes His Windows' by Will Heinrich. The New York Times, April 9, 2020.
3 Saltz, Jerry. 'The Richter Resolution, 2005." Painting: Documents of Contemporary Art.
London & Cambridge: Whitechapel Gallery and MIT Press, 2011.
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Abstraction

Engaging with Chafa’s work, a door into abstraction has opened up for me, making way for
the articulation of a truth | have long felt -

Through a building up of layers, the paintings in ‘Recesses’ are thickly abstract and
associatively rich. How, then, do | describe this abstraction without relying on a western
art historic trajectory that seems to rely on a problematic storyline of rebellion against the
image, the figure. My art historical coordinates - received, problematic, and unsatisfying

— come into calibration as | read ‘Abstraction of the Many? Finding Plentitude in Arab
Painting’ by Anneka Lenssen“. The essay begins by articulating that Arab intellectual
history has always validated “inner sight” as a way to know. But at mid-century, Lebanese-
Egyptian poet and theorist Bishr Faris argued, anticipating a problematic acceptance of the
Cartesian split, that to emphasise clarity of sight and artistic purification over “inner sight”
as a way of knowing - as was happening in “the west"” — was to possibly demote the role
of imagination and sensation. Along Arab thought and aesthetic lineages, abstraction is
additive and accruing, constituted as feedback loop between artist, material, and image/
imagination. The circuitry is materially, emotionally, intellectually, iconographically and
politically complex, deep.

Blue

Subjective and culturally construed, colour is also slippery, linguistically. And so colour
points to a wish, a future, even as it may instantly connect with a past.

Writing on the films of Antonioni and colour, Gilles Deleuze writes, “. . . the world is painted
in splendid colours, while the bodies which people it are still insipid and colourless. The
world awaits its inhabitants, who are still lost in neurosis. But this is one more reason to pay
attention to the body, to scrutinise its tiredness and neurosis, to take tints from it.”*> And so
the artist chases colour, perhaps gaining breath, enlivening the body, making a world.

“| can sit with blue for hours. Not the same for other colours. If blue can be consumed, I'll
breathe it,” writes Chafa. “There’s something to its depth, especially the ‘darker’ tones that
is beyond words for me. | feel it comes from within the colour, not only as a result of light
hitting the surface. But most importantly, is a sense of familiarity | have with blue. And
longing. | grew up in a house on a hill, facing a panoramic landscape of a blue sea, and

a blue sky. So, that blue sat in the house, as part of the rooms, the interior space and the
outdoor one. Almost like an architectural element.”

Tradition

Paintings — geometric and organic shapes — are shown embedded in the exterior walls of
houses in an East African village. These motifs are echoed in the fabrics of the women'’s
clothing. The women work and sometimes wrapped inside their garments are babies.
Created by folding and knotting, little compartments are made for them inside the cloth

4 Lenssen, Anneka. 'Abstraction of the Many? Finding Plentitude in Arab Painting.' Taking Shape: Abstraction
from the Arab World, 1950s-1980s. Suheyla Takesh and Lynn Gumpert, Eds. New York and Munich: Grey
Art Gallery NYU and Hirmer Publishers, 2020.

> Deleuze, Gilles. 'On Antonioni, 1985." Colour: Documents of Contemporary Art. London & Cambridge:
Whitechapel Gallery and MIT Press, 2008.
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that wraps bodies and whose patterns also wrap the houses. Other children play on the
floor nearby. The voiceover repeats a proverb: “You ask what painting is for. Paintings help
the plants grow.”

This is a scene from Trin T. Min-ha’s film, ‘Naked Spaces: Living is Round’.® The complex space
of the village and film need not reconcile any of the following to the other: The wall and the
body, art and decoration, the worker and the mother, the child and the fold, the aesthetical
and the functional, two-dimensional and three-dimensional, inside and outside, sound and
image. As with ‘Recesses’. Chafa’s work inhabits and makes a space where the counterpoints
that constitute these binaries are not so rigidly notated as to be called “difference.”

Halo

The artist working in fresco applies wet plaster around an image’s contours. From day to
day it may not be possible to match the pigment applied to these places. As Chafa’s booklet
'‘Blue was a revolution' — part instruction manual, part poem - articulates, that break is “the
giornata” - the mark of what is possible to paint in a day.

When fresco — mural, chapel ceiling, merchant’s haveli — includes an expanse of colour such
as sky, the giornata often shows. A kind of halo often appears around the heads of subjects
as their body space meets sky space. The giornata has elevated even the everyday person to
saintly status! Restoration of the fresco, poetically, makes this halo more distinct.

Yet | notice that the frescos of North India do not incur this problem of the visible giornata
with as much frequency. Sections of pigment follow the segmented designs of the facades.
Where surface adornment and building design fuse, and where the artist is not tasked with
filling up an unbroken sky, the giornata is “in-built” or accommodated. | see Chafa’s poetics
of the giornata as also so aligned, fused, and beginning with the giornata much like a
designer may begin with negative space.

Floor

If we go further inside the word “giornata” we find “Jupiter” and “day,” and also “sky.” In
‘Recesses’ the sky has fallen and the work has been laid down to rest on the floor, against
the wall, under its weight.

Elizabeth Grosz calls architecture the first art and the demarcations of floor, the first frame.”
For sleep, for sitting, for cooking, for playing, for dancing, for love, for dying. | have argued
that perhaps the loom is truly the first frame - built in order to make the woven carpet that
will create the floor, create the walls. The weaver’s body; interlaced within that frame. And
she and it - like the spider — can get up and move, taking the tool, frame and body with
them.

Skin

Look closely at the work and you will see the imprint of lace. A porous weave, an
adornment. Chafa sends me a short video of her process and | watch as she peels the lace

¢ 'Naked Spaces: Living is Round." Trinh T. Minh-ha, Director and Jean-Paul Bourdier,
Producer. 1985.
7 Grosz, Elizabeth. 'Chaos, Territory, Art'. New York: Columbia University Press, 2008.
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piece back slowly. The woman behind the camera exclaims: “Like skin!” Plaster traces, still
wet, are left behind in the recesses of the pattern, reminding us that the skin is not an air-
tight barrier truly dividing one entity from the other; the pandemic has taught us this if we
didn’t know it before.

Violence

We “shelter at home"” and it feels as if one day runs into the next. The threshold remains
uncrossed as the coming and going that used to organise our days is gone. The oppression of
a life without a visible giornata. This is, perhaps surprisingly, destabilised ground; too much
continuity, too much home. We say “we need a break” but we do not know from what.

Insisting on the break, art provides stability again.

In contrast, the idea of the superiority of a seamless whole, the rhetoric of permanence, the
invention of continuity, attempts to mask the break and strategically erase the line: This is
modernity’s violence.

Susceptible

It is early Spring 2020. Chafa and | discuss her exhibition given these times. Thinking of
“susceptibility” rather than “immunity,” she asks, “how could it not change?” We talk of
the far-away studio, about making things from materials available at the food market.
She says, “turmeric.” | mention the portability of writing and think of John Yau's article
in Hyperallergic about the prominence of drawing, now — he adds that it is art without
fabricators, assistants, big studios. “Like poetry.” 8

Art of yellow marks, stained paper. Diluted and saturated pigments. Small wooden

blocks, scraps. Stacks of studio remnants become artefacts. Pieces of sandpaper where the
accumulation of pigment sloughed off another work now forms the basis for a different,
finished work. A gathering of written statements on fresco. A table in the gallery displays
these things — as laboratory, library, store counter, kitchen table. Spaces of arrangement and
exchange; site of collaboration and transformation. In an email during the early part

of quarantine, Chafa writes, “lately I've been into cooking.”

Re-birth

The video in ‘Recesses’, encountered in the exhibition’s last room, is the only instance

of image in the traditional sense. A pictorial fresco is filmed too close to see the whole.
Mechanically, somehow ominously, the camera surveys the fresco along plot points. The
movement appears automatic and the algorithm, thorough. The frame by frame movement
is jumpy, rife with digital giornata. This document of a kind of drone surveillance previews
destruction. Of the image? Of an autobiography and its expectations? Of fresco itself? A
hand, and | know that it is Chafa’s hand - is the most legible element. By this hand, ‘Recesses’
works through an ending, an after-image, making a new body of art joyously emergent.

Jill Magi is a writer, artist, critic, and educator working in text, image, and textile. She served
as Mentor to Chafa Ghaddar for the Tashkeel Critical Practice Programme 2018-2019.

8 "Why Something as Humble as Drawing Still Matters' by John Yau. Hyperallergic, March 28, 2020.
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In Conversation: Chafa Ghaddar

Could you tell us more about why you applied for the Critical Practice Programme (CPP)?

| was a very active Tashkeel member and knew about the programme. | followed up with
some of the alumni, asking them about their practice and their journeys on CPP. Everything
sounded extremely inspiring.

I was in a research phase at the time and ready to explore new boundaries. | felt the need
to be mentored, guided and be part of a programme that would allow me to develop

my practice. | had a lot of questions and needed to be heard. So, in essence, it was a mix
between the reputation of the programme plus a personal need to push my practice further.

How did the programme’s mentorship component contribute to your journey?

When | was accepted onto CPP, | was at a stage where | needed to shake my practice and |
was aware | couldn’t do it alone. | was lucky to have Kevin Jones and Jill Magi as mentors. |
was more familiar with Kevin as we had already started a conversation about my practice.

| had taken his ‘Critical Dialogues’ course at Tashkeel and we had already collaborated on
my solo show in Beirut. So, we had an ongoing conversation and it made sense to continue
it when CPP happened. Kevin challenged me a lot. We went through a list of inspiring
readings and, with his help, | was able to sharpen my thinking and questions and shift the
language around my practice. Together we unblocked some stagnating ideas.

With Jill it was more of getting to work with someone relatively new to me. She's an artist,
poet and teacher and this made me want to speak to her even more. | knew about her work
and felt very inspired by having someone from academia. There's something about being
tutored and mentored; that spirit of when you're at school and have someone to teach you.
It felt comfortable.

With her guidance | became more confident about my themes and passion for painting. She
gave me the tools to experiment and play. She also inspired me to use writing as a medium,
which is relatively new to me. | had written texts before but never thought of including
writing into a body of work. Often, | think of words (whether in French, English or Arabic)
as starting points or suggestions for ideas. With Jill's mentorship, | got to develop this aspect
further. It was eye opening and very therapeutic. Fresco and writing became interconnected;
the birth of a new relationship that I’'m eager to explore further.
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How does the newly developed writing aspect of your practice relate to frescoes?

Working with fresco is not only about the physical manipulation of the material alone. It's
also about the dreaming - fantasising, thinking through it. | always felt that | have a lot to
say about this.

By the time | joined CPP, | had reached a point with the technique where | felt something
needed to change. | had tried to do this first through how I spoke about my practice. Kevin
helped me to understand the notion of control and the letting go of it. But even with the
production of new work, something was still missing; something about fresco needed to
come out, to be spoken. This is where writing became more urgent. | had to write about
fresco. It was the lockdown phase and | felt unable to produce work. Jill inspired me, made
me aware of the portability and ‘lightness’ of writing. No material. No tools. No studio.
Ten minutes can be enough. So | began to write, very intuitively. It felt good. Later on |
sharpened my ideas, to turn them into a text. A text that | kept imagining being spoken,
breathed with an informative tone: | have something to tell you, | want to take you through
that journey... | think of this text as a sound piece; as an intimate encounter with fresco
that | was eager to share. In an email to Jill | wrote, “Can’t stop thinking about this image
of womb and placenta connected through a chord. While thinking of this fresco/writing
relationship, at least in how | experienced it: Fresco as womb, writing as placenta. Writing
developed in the larger belly of my fresco making. It gave it more oxygen and filtered its
residue.”

Is there a connection to architecture and architectural heritage within your work; an
emotional expression of a certain inheritance or trauma perhaps?

I don't think that | place any specific root or experience at the forefront of my work now.
But if we go back 10 years or so, to the time when I graduated from college, then yes. |
was grounded in two spaces. First, my parents’ house (my childhood home) in the south of
Lebanon. It wasn't destroyed in the war, but it was wounded, which affected the structure
and triggered a certain degradation of its walls and surfaces.

| documented the surfaces of that house and its light. This developed into a body of work

| exhibited at Beirut Art Centre in 2012. It actually included my first fresco. This came from
a need for something that photography could not give me; the need to fixate a certain
fleeting reality through fresco, to create a poem or a love letter to contamination and
degradation using ash, charcoal and corrosive iron powder. That was really the origin and |
have continued to revisit this project and analyse it in many different ways.

Throughout that time, | was living in Beirut. A lot happened back then that generated a lot
of historical baggage. There was the 2005 bomb where a politician was killed, which led

to a lot of political turmoil and then in 2006 there was war. After that, | spent two years
documenting the numerous construction sites that had sprung up; a new breed of real
estate, expensive buildings. All this time, | was trying to understand the link with fresco;
how to go beyond a mere wall painting but to explore what it really means to have your
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hands on those walls whether in my parents’ house or in the city; environments | have been
brought up in that have witnessed what's happened. Particularly after the latest events in
Beirut, | have been thinking about this idea again. Do you leave a city or a house, or do they
leave you? In my practice, | have started to focus on the body — not my own body but how
everything | am looking at can be reduced to a visceral form or rendered architecturally.

| think every individual has experienced trauma. You pick up on a personal journey and as
you take it wherever you want, it almost guides you to another place. You dig deep and you
find a multitude of triggers, nostalgia, memories and emotions. It's very psychoanalytical.

I've always been obsessed with disruption. Even on the most gentle palette of colours or the
smoothest material, there is violence. Two years ago, | made a series of drawings that started
out as wounds and then mutated into other things in my mind. After the recent events in
Beirut, | found them again and I've realised that all the works | do are literally wall surfaces
of flesh. I think that | am really looking at creating that space where one cannot tell the
difference between an architectural space and a body - they are so fused with each other
that they become a new physical body; an evocation of particular spaces. The sense of touch,
being hands on with the materials is an acknowledgement of the need to heal myself, |
believe; to create somewhere you want to be and invite others into it. Fresco becomes the
facilitator of that process.

How has you practice changed since your first solo show compared to ‘Recesses’?

| feel that there has been a huge shift. I'm happy that my mentors also see it. I'm very
grateful and happy that the CPP experience really facilitated this. | feel like there is a lot of
sublimation happening; taking anything from the wall and flipping it and asking; what does
it mean when that flip happens?

I have tried to take the experience of my previous solo show in Beirut as grounds for change.
| was left with a feeling of dissatisfaction after that exhibition. It was a beautiful show in a
beautiful space and a commercial setting, but the works and their meaning had become lost
compared to when they had been in my studio. Some of them shouldn't have been framed.
It's almost as if they had become divorced and spoke a different language.

During CPP, | resolved to revisit, see what went wrong and try to be more honest with
myself. What does it mean when works are piled on top of each other as in a studio? What
does it mean when they are laying on the floor or leaning against a wall? Kevin and |
actually did a lot of research. We read writings by Manual DeLanda who talks about a lot
of things related to language, archaeology and science. He examines history in a non-linear
way, giving, for example, agency to a lot of factors that we don't usually pay attention to.
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So, it becomes not only about interest in a particular material or materiality but an ongoing
conversation with many things that I'm creating or working on.

The experience of relinquishing control is holistic because no matter how you work with
materials (especially in fresco) there are things — chemical reactions, accidents — that happen,
which are completely out of your control. | looked into this; how I can develop a work where
| allow the materials to do their job as well. Acknowledging this agency was really a major
turning point. | became aware that | needed to step back and allow the materials and the
works themselves to breathe. So, for me, | feel that ‘Recesses’ is a success already because |
feel my pieces are finally breathing.

How did you decide on the exhibition’s title?

It's related to how | chose to present the work. So, there's a lot of wall work but they are
not on the wall. There is contact with the floor and some are pieces just paused on a table.
The way the works are sitting is a major component of what | am trying to evoke; the idea
of taking a pause from something, pausing time or taking a breath. In a way, the works have
not stopped evolving but rather are presented at a certain pause in time. | wanted to express
the idea that these pieces are in flux. This is where the notion of recesses comes in. Inside
every piece, there are cavities - recesses — that echo a constant state of growth.
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Untitled #2. 2020.
Coffee on paper.

65 (L) x 50.5 (W) cm.
Courtesy of the artist.
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Untitled #1. 2020.
Mixed media on fabric.
Variable dimensions.
Courtesy of the artist.
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Untitled #4. 2020.

Mixed media on canvas: sandpaper, ultramarine pigment on paper.
40 (L) x 31 (W) cm.

Courtesy of the artist.
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Untitled #3. 2020.

Charcoal and coffee on paper, ultramarine pigment on wood block.
41.5 (L) x 30 (W) cm.

Courtesy of the artist.
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Untitled #6. 2017 - 2020.
Fresco on wood.

30 (L) x 22 (W) cm.
Courtesy of the artist.
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Untitled #5. 2020.

Mixed media on paper, and sand paper.
21 (L) x 15.4 (W) cm.

Courtesy of the artist.
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Untitled #9. 2017 - 2020.

Fresco on wood divided in two.
30 (L) x 22 (W) cm.

Courtesy of the artist.
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Untitled #7. 2017-2020.
Sandpaper.

23 (L) x 15 (W) cm.
Courtesy of the artist.
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Rested. 2020.

Mixed media on fabric.
115 (L) x 91 (W) cm.
Courtesy of the artist.
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Unfold. 2020.

Mixed media on canvas.
600 (L) x 213 (W) cm.
Courtesy of the artist.
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Slighting, Reposed and Unfold. 2020.
Mixed media on c anvas.

Variable dimensions.

Courtesy of the artist.

.7, "Caddidiog 2élg Jolio®
Uiilad (e 83350 dyid hilug
sp2in slal

diliall go o3b

56



59

(detail) Reposed. 2020.
Mixed media on fabric.
600 (L) x 213 (W) cm.
Courtesy of the artist.
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Reposed and Unfold. 2020.
Mixed media on fabric.
Variable dimensions.
Courtesy of the artist.
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Leaning and Slighting. 2020.
Mixed media on fabric.
Variable dimensions.
Courtesy of the artist.
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Slighting. 2020.

Mixed media on fabric.
197 (L) x 150 (W) cm.
Courtesy of the artist.
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Released. 2020.

Mixed media on fabric.
240 (L) x 190 (W) cm.
Courtesy of the artist.
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Leaning. 2020.

Mixed media on fabric.
66 (L) x 50 (W) cm.
Courtesy of the artist.
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Setting. 2020.

Mixed media on fabric.

Courtesy of the artist.
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(detail) Spectrum. 2012.

Fresco technique on wall with mineral charcoal, ashes, iron powder.
600 (L) x 1400 (W) cm.

Exhibited at 'Exposure 2012', Beirut Art Centre. Courtesy of the artist.
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Spectrum. 2012.

Fresco technique on wall with mineral charcoal, ashes, iron powder.
600 (L) x 1400 (W) cm.

Exhibited at 'Exposure 2012', Beirut Art Centre. Courtesy of the artist.
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From the series, 'Cheminement'. 2018.

Mixed media on paper.

76 (L) x 56 (W) cm.

Courtesy of the artist and Galerie Tanit, Beirut.
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Rupture. 2013.

Fresco on wood.

240 (L) x 150 (W) cm.
Courtesy of the artist.
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12:45. 2018.

Mixed media. Site specific installation.
Variable dimensions.

Courtesy of the artist and Galerie Tanit, Beirut.
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Undergrowth. 2014.

Pigmented prints on paper, coloured pigments, lime, sand, acrylic resin, limestone, wood.
Variable dimensions.

Courtesy of the artist.

T1E " Clpad”

i s 2 gl aliily iy o sdigle Ciléla 1§yg ke déguao Cilegiho
spgio sl

ailiall o o3l

Undergrowth. 2014.

Pigmented prints on paper, coloured pigments, lime, sand, acrylic resin, limestone, wood.
Variable dimensions.

Courtesy of the artist.
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Tissu #1. 2018.

Mixed media on canvas.

35.5 (L) x 28 (W) cm.

Courtesy of the artist and Galerie Tanit, Beirut.
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Elsewhere. 2018.

Mixed media on paper.

162.5 (L) x 110 (W) cm.

Courtesy of the artist and Galerie Tanit.

TUA LAl glo (o

89 utle 33200 diid hilug

e (0a30) 11, x (Job) 17,0

Sigp " uili splle g diliall go 3L



79

Living Relic. 2013.

Pigmented print on heat press paper.
120 (L) x 120 (W) cm.

Courtesy of the artist.
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Untitled. 2019.

Fresco on wood.

40 (L) x 50 (W) cm.

Courtesy of the artist and Galerie Tanit, Beirut.
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Collaborative Projects and Exhibitions

2017: Strata’ — fresco mural in collaboration with a hypothetical
office (AHO) and Zuleika Penniman, Design Days Dubai

2016: 'Reincarnation’ — backdrop painting in collaboration with
fashion designer Krikor Jabotian, Beirut

2012: 'On fleeting grounds’ — a photography collective and group
show at Galerie Janine Rubeiz Beirut

2010: ‘Visuals of a city in flux’ — a photography collective and group
show at UNESCO Beirut

Group Exhibitions

2018: ‘Made in Tashkeel’, Dubai

2017: 'Feminites Plurielles’, Galerie Tanit, Beirut

2016: ‘City and City’, the Arnold and Sheila Aronson Galleries, New
York (curated by Natasha Marie Llorens)

2015: ‘L'espace de la feuille’, Galerie Tanit, Beirut (curated by Clémence
Cottard and Marc Mouarkech)

2014: 'Nostalgic Imagery’, Galerie Janine Rubeiz, Beirut (curated by
Nadine Majdalani Bekdache and BAKS/art concepts); 'Journey through
our Heritage’, Beirut Exhibition Centre (curated by Janine Maamari)
2011: ‘Beirut Past and Present’, Art Lounge and Kaslik University, Beirut
(curated by Yasmine Chemaly)

2010: ‘'Space of Crime’, village of Maaser el Chouf, Lebanon (curated
by Ghada Hage)

2009: ‘Tout un chacun’, 6" Jeux de la Francophonie, UNESCO, Beirut
(curated by Ghada Hage); ‘Badger I’, UN évenement autour de I'image,
in a factory in Bourj Hammoud, Beirut (curated by Ghada Hage)

Selected Group Exhibitions

2012: ‘exposure 4, a juried group exhibition at Beirut Art Centre,
Beirut, Jury: Amanda Abi Khalil (curator), Gilbert Hage, Jannane Al
Ani, Khalil Rabah (artists) and the board of Beirut Art Centre

Solo Exhibition

2019: ‘'The Visit’, Galerie Tanit, Beirut

Art Fairs

2018: Beirut Art Fair, Galerie Tanit Beirut/Munich
2018: Art Dubai, Galerie Tanit Beirut/Munich

Awards

2014: The Boghossian Art Prize for Painting
2007: Scholarship, Ecole nationale supérieure des beaux-arts de Paris
(October-November)

Artist Residencies

2015: Boghossian Art Foundation, Brussels, (October-November)
2007: La Corbiere Village Nomade, Switzerland (July)

Collections

Boghossian Art Foundation, Brussels; Byblos Bank, Beirut; and
private collections

Workshops, Lectures and Presentations

2017: 'Time Reversed' (presentation and workshop) as part of the
exhibition ‘Midad’, Dar El Nimer, Beirut

2015: 'On surface and stability' (workshop and site-specific
installation) by the Arab Digital Foundation, Al Qusair, Egypt
2014: 'Space.Surface.Trace.' (Lecture and workshop) as part of the
exhibition ‘Breath is a Sculpture’, Beirut Art Centre, Beirut

Talks

2019: 'The Visit: In conversation with writer and critic Kevin Jones',
Galerie Tanit

2018: 'Art Dubai - Powerplay: Gallerist, Collector, Curator, Artist —
Who is the most influential?'

Website Publications and Reviews

2018: Galerie Tanit, The Visit by Kevin Jones

2018: Le WAW, A Wondrous Visit from Chafa Ghaddar

2017: Art Dubai Blog, Q&A with A.l.R. Dubai 2017 Artist Chafa Ghaddar
2017: Art Dubai Blog, A.l.R. DUBAI 2017

2016: Ibraaz, written by Natasha Marie Llorens, ABSENT BEIRUT:
Reflections on Reflections

Publications

2019: Feminites Plurielles, Galerie Tanit, Beirut

2019: Apres I'Alba, Academie Libanaise des Beaux Arts, Beirut
2012: exposure 4, Beirut Art Centre

2013: Journey through our Heritage, Beirut Exhibition Centre

Education

2009: MFA in Visual Arts and New Medias, Académie Libanaise des Beaux Arts
(ALBA), Beirut
2007: BFA in Fine Arts, Académie Libanaise des Beaux Arts (ALBA), Beirut

Certified Workshops & Courses

2018-2020: Tashkeel Critical Practice Programme

2020: Criticism & Critique course with Kevin Jones, Tashkeel

2017 & 2019: Critical Dialogues course with Kevin Jones, Tashkeel
2017-2018: Campus Art Dubai

2012: Certified Courses at the FlorenceArt studio of decorative arts, Florence,
Italy (Instructors: Alison Wolley, Marco Cavallini and Carlo V. Mori)

2009: Conceptual Photography Workshop with artist Eric Poitevin

2009: Conceptual Photography Workshop with artist Suzanna Reismann
2009: Photojournalism Workshop with photographer Robin Laurance

2008: Photography Workshop with artist Wolfgang Bellwinkel

Professional Experience

2011 ongoing: Freelance career in surface finishing, murals and bespoke
interventions on walls using painting skills

2009-2010: Internship at decorative painting studios, Beirut (Atelier d'Art
Peint Rima Yafi & Nathalie Yared Peinture Decorative)

Public Art Commissions

2017 ongoing: Commission for permanent public artwork for Al Safa Art &
Design Library as part of the 2017 A.i.R. Dubai Programme in collaboration
with Art Dubai, Dubai Culture & Arts Authority and Tashkeel, curated by
Amanda Abi Khalil.

Private & Corporate Commissions

2011 ongoing: Murals and surface finishing at over 25 private residences
2014 ongoing: Murals and surface finishing at: Kempinski Summerland
Hotel & Resort, Beirut; Matto Dubai (Restaurant); Matto Beirut (Restaurant);
Boutique Hotel Beirut; Ravioli & Co Dubai (Restaurant); Arts Cocktail Bar,
Beirut

Assisting Projects

2014: ‘Breath is a Sculpture’, assisting artist Giuseppe Penone at executing his
site-specific mural drawing Propagazione at Beirut Art Centre, Beirut

Chafa Ghaddar: Resumé

www.chafaghaddar.com
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Recesses:
Engagement Programme

Gain a deeper understanding of the
exhibition at Tashkeel Nad Al Sheba
through talks, tours and workshops.

Exhibition Visits

22 September to 25 October, 10am-8pm daily (excl Friday)

Free of Charge

To ensure health and safety, visitors to the exhibition are welcome by appointment only.
To book a visit, call 04 336 3313 or email tashkeel@tashkeel.org. Guided tours are available
upon request between 10am and 5pm.

Kevin Jones in Conversation with Chafa Ghaddar

Tuesday 29 September, 7-8:30pm

Free of Charge

Chafa Ghaddar and writer Kevin Jones discuss the Ghaddar’s art practice, exploring

the ideas that shaped the exhibition, their ongoing conversation through a journey of
mentorship and the new possibilities and ideas that have emerged through Critical Practice
Programme. Limited capacity in line with social distancing measures. Book your seat in
advance or watch the live stream on @tashkeelstudio

Artist-led Exhibition Tours

Tuesdays 6 & 20 October 7-8pm

Free of Charge

Join artist Chafa Ghaddar on an exploration of the exhibited works. An opportunity to
gain insight into the main themes and concepts of this exhibition with the artist. Limited
capacity in line with social distancing measures. Booking required at tashkeel.org.

Workshop: Overlay

Saturday 10 October, 10am-1pm & Tuesday 12 October, 6.30-9.30pm

AED 250 per person

This two-part exploratory workshop is an invitation to explore the idea of overlay
materials and text. Participants will examine examples of frescoes and palimpsests and
discussing readings shared by the artist such as ‘The Fold’ by Deleuze and ‘Poetic of
Space’ by Gaston Bachelard. Participants will be encouraged to experiment with painting,
drawing, building or writing. Limited capacity in line with social distancing measures.
Booking required at tashkeel.org.
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