SYRIA:

INTO THE LIGHT

SELECTION OF PORTRAITS AND FIGURES IN
SYRIAN ART, FROM THE COLLECTION OF
THE ATASSI FOUNDATION






SYRIA:INTO THE LIGHT

SELECTION OF PORTRAITS AND FIGURES IN SYRIAN ART,
FROM THE COLLECTION OF THE ATASSI FOUNDATION

ALSERKAL AVENUE

NTNANS S|

Foundation




CONTENTS

FOREWORD
Mouna Atassi, Founder and President, Atassi Foundation

SYRIA: INTO THE LIGHT
Rasha Salti, writer and curator

THE FACE AND THE BODY IN SYRIAN ART
Dr.Nagham Hodaifa, artist and researcher




Giving is but the fragrant flower
Inhabiting one’s soul

Should the soul feel its kindred flower
Has reached of age a thousand years
All history will come close

And then it will depart

Between the pull and the push

Your fragrance, Syria

Your civilisation, Syria

Will be the fragrance

That quiets the heart

Elias Zayat
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FOREWORD

Mouna Atassi



“GOD IS NOT A MERE WORD,
AND NEITHER
IS AHOMELAND”’

Fateh Moudarres

Syriais the centre of attention of the world today, revealed in a
most unbecoming image. All effort must therefore be exerted
toreveal the true, civilized face of Syria. We shall emerge from
darkness in order to celebrate light and address the world using
the most enduring of languages: art and culture.

Soon, destruction will be vanquished, and the arts shall stand
withess.

Soon, darkness will be dissipated, and artists shall embody the
conscience of the act.

Our country will always be remembered by its own children

This exhibition portrays Syria through text and imagery. The
questions that come to mind here are the usual ones often
raised and repeatedly discussed: Is it possible to read a
country's history through its artwork”? What position does art
occupy inasociety? What is the role of the artist in society?
Fateh Moudarres (1922-1999) stated, ‘I hope to be able to
believe that artists stand witness to their age.” He also stated,
‘Artis what turns hellinto a thing of beauty.” Itis, therefore,
certain that artists are the ethical conscience of their age andits
primary witnesses.

Portraits and Figures has been chosen as the theme for this
exhibition, which covers the period extending from the early
20th century to present day. | believe that portraiture has been
one of the most important facets of art in our country since

the start of ancient civilisations. Ancient sculptures, Palmyran
visages, frescos, icons, folk art, and painting are examples. Elias

Zayat writes in his essay Art in Syria from the Roots to Modemity:

‘Painting, drawing, etching, and miniatures as terms are of no
importance. Indeed, imagery has accompanied civilisation in
Syria, and it has always been indicative and expressive. Hence,
writing was born from the image, and thus began the dawn of
history.”

The exhibition includes artworks by artists of various
generations, styles and media. Oil paintings, drawings,
engravings, sculptures, photographs, videos and composite
artworks are examples. Classical works will reveal to us types of
civiland religious personages, as well as other men and women
across a variety of social strata and epochs that extend from
the 1920s until 2016 — almost a century — thus portraying the
diversity and richness of the Syrian social fabric. “We will meet
the people who belong to this land,” Syrian poet Adonis averred
in The Land to which | Belong. We shall look at the old man with
the light twinkling in his eyes, as well as the Mawlawi Sheikh
decorated with foreign medals. We shall meet women: mothers,
Bedouins, peasants, socialites and goddesses from Palmyra.
We shall witness the change that society has undergone;
empathise with the tired workers; inhale the fragrance of the

soil with the farmers; get to know marginalised individuals, and
celebrate artists' self-portraits

We shall travel across epochs; we shalllook at faces and
bodies revealing themselves, sometimes as an end — often
asameans —all towards a specific cause. Towards serving
and defending a principle; towards venting an agony the artist
finds intolerable; towards expressing an existential anxiety;
towards extricating truth from history so that it might be revived;
towards documenting events that dug deep chasms into souls;
and towards criticising and incriminating society. Faces shall
become disfigured and screams will soar high; bitterness shall

be portrayed as sarcasm. And then, the declaration of revolution
and the quest for freedom shall ring true.

This modest exhibition shallinvoke Syria the way it was and still
is; for that is who we are. You are invited to criticise or to flatter.
We only aim to forget all images of destruction and devastation.
And then, perhaps, we will be able to fight the agony of the
present

Most artworks on exhibit are from the collection of the Atassi
Foundation for Arts and Culture. Other works have been
borrowed from contributing artists and other special sources
in order to create a comprehensive exhibition. We extend our
appreciation to each and every one of them.

We are also proud to have collaborated with Alserkal Avenue,

to whom we also extend special thanks, for providing us with
this magnificent location, Concrete. Thisindeed indicates a
strong belief in this artistic and cultural project and confirms their
patronage of the fine arts.

| consider this event to be a very important message to all those
who may have overlooked the role of art and culture in Syria.
Also, to those who do not share the belief that, thanks to arts
and culture alone, peoples of the world are able to meet and
consecrate the values of beauty, so that the sweet fragrance of
peace may permeate the world

Mouna Atassi
Exhibition Curator

Founder of the Atassi Foundation for Arts and Culture
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drawing, etching, photography, sculpture and video by

Syrian artists — pioneers, modern and contemporary.
With a few exceptions, all the artworks are culled from the
collection of the Atassi Foundation. The curatorial premise
of assembling portraits is many-fold, on the one hand,
portraiture is a prominent feature of Syrian modern art that
beckons serious consideration, and on the other a genrein
modern and contemporary art, it can mediate emotion and
affect with captivating precision. Portraiture in modern and
contemporary Syrian art reflects a singular history of the lived
experience of Syrians peoplehood; it has been a realm for
incarnation, projection and subversion, for the representation
of individuals, social types, collectivities, as well as a repository
for collective memory. This exhibition of portraits offers a
compelling and unsuspected narrative of Syria's short 20th
century, told in the faces, gazes and postures of the men and
women, notables, workers, tradesmen, shepherds, heroes and
mythological figures.

E 3 yria: Into the Light is an exhibition of portraits in painting,

One of the oldest genres in visual art, portraiture was central

to rituals of mourning and enduring with death to cultures of
antiquity in the Mediterranean, including Phoenician, Pharaonic,
Greek and Roman. Each culture devised its own means to make
anear-exact likeness of faces of individuals immediately after
their passing. The portraits were a souvenir, a commemoration,
away of maintaining their presence among the living. That
ritualistic form of funerary portraiture endured for centuries,
taking myriad forms and using a wide variety of techniques,
across the world. Intime, in Europe, portraiture became closely
associated with the ruling regime and with representation of
power. The classical conceit of portraiture was intended to
idealise the sitter's social position, as signified by his or her pose,
posture, adornments, accoutrements and backdrop. In that
register, for the sitter, the portrait was not an artist's subjective
representation, but rather a testament of being confirmed in

the position he or she wanted to claim. With the emergence of
photography, that mission was fulfilled far more quickly —it was
efficient, much less costly, and could be reproduced serially.

Aktham Abdulhamid
Untitled, 2006
Wood, 100 x 65 x 10 cm.



Inthe history of modern Arab art, painting social
and political élites (and a notable number of
religious figures) was as commonplace as in
Europe, in parallel to other painting genres
Portraiture came to the region in the 19th
century, prospered briefly, but with the ‘modern
turn’in the early 20th century when artists
began to explore their own subjective universe,
it lapsed. Photography too, came early to the
Levant and replaced portraitures role as a
private commission to iconisize an individual's
social standing. In Syria, with the first generation
of modern artists returning home after earning
their diploma from fine art academies in Europe,
portraiture as a representation of a reality

that the artist wished to bring into visibility, or
recognise, thrived. Tawfik Tarek (1875-1940) and
Michael Kurcheh (1900-1973), both of whom
studied in Paris, painted several portraits of
individuals they respectively deemed worthy of
representation. While Tarek's style was

more impassioned towards a precise
re-iteration of reality, Kurcheh's style was
impressionist, producing an interpretation of
reality. Tarek stuck closer to academism, while
Kurcheh dared a more subjective voice.

Tawhik Tarek
Untitled, 1913
QOil on canvas, 91x 130 cm.
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Syrias 20th century has been mired in

severe political turbulence, its aspirations for
independence and sovereignty have beena
long, protracted struggle, and remain embattled
untilthis present moment. In that regard, it can
also be described as a 'short century'. In the first
three decades, Syria withessed the ravages

of the First World War, the end of the Ottoman
empire, the aborted promise of an independent
Arab kingdom, and the establishment of the
French colonial mandate.

Tarek and Kurcheh began to paint against the
backdrop of congruent political movements,
nascent Syrian nationalism, Arab nationalism,
the Muslim Brotherhood, communism, and
socialism. In other words, a society where
citizenship, rights, political and cultural identity,
and modernity were beginning to claim
ground in social and intellectual elites’
self-consciousness through print media,
salons, university campuses, cultural clubs, and

Subhi Shuaib
Porter, 1936

Water colour on paper, 21 x 17 cm.

other realms of civil society. The artists' answer
to the question ‘whom to represent’, seminal

to modern portraiture, is notably anti-litist
Tawfik Tarek paints a sheikh, a Mevlevi dervish,
Subhi Shuaib paints a porter and dice player,
Nassir Shoura a young working boy, or a young
working woman.

Tawhik Tarek
Untitled, 1924
Qil on canvas, 62 x 47 cm.
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Mamdouh Kashlan
Christ over the olive mountain, 1957
70 x90 cm.

Syria gained its total independence from French colonial rule

in 1945, although a republican government had been formed
years earlier. From that moment on, and until the end of the
1970s, Syria endured coup détats, a brief and failed unification
with Egypt (1958-1961), and participated with other Arab armies
in three wars for the liberation of Palestine (1948,1967 and 1973)
that were humiliating defeats, the last one resulting in the loss

of part of the territory in the Golan Heights. The Baath party
was elected to power in 1963, however the years following

1973 were marked by the gradual implementation of autocratic
measures, policing freedom of expression, and intolerance for
dissent. Political mobilisation permeated to wider social classes,
amplifying and becoming more strident, political movements
struggled for power through widening of their rank and file. The
art scene was professionalised, and organised. The Academy of
Fine Arts was established in Damascus in 1960, a syndicate for
visual and plastic artists was established; it played an active role
in the promotion of Syrian art, the rights of artists, as well as the
establishment of a pan-Arab artist union.

23
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Exposition Des Arts Plastiques
Catalogue Cover

Council of Arts, Literature and Social Science.

Exposition Des Arts Plastiques
Catalogue Inside Cover

Council of Arts, Literature and Social Science.



Portrait painting, as other fields of expression became more
overtly ideclogised, stylistically plural and boldly subjective.
The choice of subjects represented in portraiture were not
only everyday folk, as with Mahmoud Hammad (b. 1923), but
also their families as with Nazem Al Jaafari (. 1918), workers,
labourers as with Louay Kayyali (1934 - 1978) and Ahmad Drag
Sibai (1935 - 1987), to cite a few examples. These portraits
iconisized peoplehood, from within the subjective voice of
their authors. Inthe 1950s and 1960s, artists became more
conscious of the discourse around art, and one of the most
salient questions was about local traditions of representation

and imaging, and their continuity (or rupture) into the modern era.

Was it possible to forge a contemporary Syrian artistic canon?
And how did that speak to an Arab canon? The country being
historically a thoroughly multi-cultural, multi-ethnic and religiously
plural society, Syrian poetics, popular arts and cultural memory
were polyphonic and diverse.

Ahmad Draq Sibai
Railway Workers, 1985
QOil on canvas, 96 x 130 cm.
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There were many traditions to draw from, ways of rendering,
colour palettes, mythologies, and rituals. The country’s rich
civilisational past, revived in mainstream culture with nationalist
fervour, was animportant, publicly accessible resource. Artists
suchas Fateh Moudarres, Elias Zayat (b. 1935), Mamdouh
Kashlan (b.1929), to name a few, drew inspiration from, or
made direct references to, this cultural memory, to ground their
practice and locate its evolution. For instance, Moudarress
colour palette in his ‘red’ series is especially reminiscent of
local Bedouin carpets that use natural dyes. Zayat's rendering
of portraits are reminiscent of Greco-Roman portraitsin
mosaics and busts. And sometimes, subjects of portraits are
mythological or religious figures, such as Christ, or Zenobia
(Queen of Palmyra)

Louay Kayyali
Picking Cotton, 1975
Oil on canvas, 95 x 90 cm.
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The end of the 1970s witnessed the resurgence of social
discontent and popular protests, which were met with a
stepping up of repression, massive imprisonment of activists

and intellectuals, and the near destruction of the city of Hama,

a stronghold in the insurgency. Between these two clearly
defined positions, a significant number of artists developed a
deeply subjective language and practice that used metaphor
and allegory to express its social and political engagement.
As the country’s cities, towns and roads became awash with
portraits of the ‘eternal leader’, Hafez Al Assad, the art scene

Elias Zayat
Untitled, 1981
QOil on canvas, 100 x 80 cm.

became polarised. Dictatorships enforce their own language,
with signifiers that refer to dogma and safeguard their absolute
authority, and not to the lived reality of their societies. Some
artists complied and reproduced the social realist aesthetic

of the Baath's diktat, becoming ‘official artists. They were
rewarded with protection and access to privieges. In contrast,
dissident artists painted portraits of what was shunned from
visibility, such as the regime's enforcers, army generals, and
public administrators.
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The most well-known example being Youssef Abdelké (0. 1951),
who had to gointo exile in France, to avoid spending more time
injailin his own country. The artists who did not want to espouse
an overtly oppositional stance, such as Elias Zayat, or Fateh
Moudarres, painted portraits of mythological heroes from Syria's
long history, invoking a collective memory of tragedy, or sacrifice.
The portrait became almost an alibi, where brushstroke, colour
palette and compositional elements mediated the reality of

living with violence and fear while repressing outrage and pain. A
remarkable number of Syrian writers, novelists, flmmakers and
artists living and working in Syria during this painful chapter in
the republic's modern history, developed a practice within these
double, often contradicting, realms of representation, between
the dictatorship's language and the reality of their everyday lived
experience. To cite a few names, Sabhan Adam (b. 1973), Ali
Mukawwas (. 1955), and Ahmad Moualla (b. 1958).

Fateh Moudarres
Monster and Child, 1970
Oil on canvas, 100 x 125 cm.



Portrait painting, especially when it answers a patron's
commission, can involve a degree of ‘idealisation’. However,

as Syrian artists reclaimed it to produce a gallery of the
common folk, whatever elements of idealisation may have
come into play were overwhelmed by the captivating gesture
of individuation. Tawfik Tarek's dervish was individualised,

as was Michael Kurcheh's Bedouin, and Nazem Al Jaafaris
schoolboy. In contrast, 30 or 40 years later, Elias Zayat's
Zenobia, is the portrait of a myth, as is Moudarres's Christ or
Mamdouh Kachlan's Christ. As portraits, they incarnate the
resort to metaphor, forged between two realms. The gesture
of individuation lapsed because, in the lived reality of Syria, the
individual was marginalised, denigrated, and humiliated. On

the one hand, the Baath regime was wrought with nepotism
and corruption, and on the other citizens' survival or coping
mechanisms empowered communal relations, and religious and
ethnic affiliation, dwarfing the power of an individual and inflating
the efficiency of the collective. That lived reality is tangible in the
visual arts. Several artists painted ‘portraits of collectivities and
massive crowds, whose features are indistinguishable but the
force drawing it is strikingly conveyed. To cite two examples,

Al Mukawwas Untitled painting of a crowd under the large tree,
and Ahmad Moualla's epic People and Power.

Ali Mukawwas
Untitled, 1997
Chinese ink on paper, 92 x 123 cm.
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Ahmad Moualla
People and Power (Detail), 2011
Oil on canvas, 300 x 1200 cm.
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Hiba Al Ansari
Untitled, 2016
Mixed media, 50 x 50 cm.

Hiba Al Ansari
Untitled, 2016
Mixed media, 50 x 50 cm.
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Mohamad Omran
Untitled, 2012

Ink on carton, 21 x 21 cm.

41



Ghylan Al Safadi
Untitled, 2016
QOil on canvas, 90 x 90 cm.
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Our land has never been a wound

Our land has been a body always

Is navigation between them possible?

s it possible to move from wound to body?
But how to set anchor?

How to stay?
Adonis
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THE FACE AND
THE BODY
IN SYRIAN ART

Nagham Hodaifa
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tis not possible to understand art without looking at and

digging into the past. Portraiture in geographic locations such

as Syria, which has withessed a succession of civilisations
since ancient times, is like exploring an issue that is imperative
to understand, and which is related to all humanity. An attempt
at describing the scene of contemporary Syrian art practicesin
the past century will be our aim, rather than a lengthy discussion
onancient history. Telling the story of portraiture in past times
reveals the historical dimension behind the art of modern
portraiture, and therefore sheds light on a vital issue related to
the origin of the image

Issues related to portraiture have occupied an excited interest
in curious modern European minds since the 80s. Hence this
artbecame the subject of several research studies, as well as
controversies, especially after the reprinting of Charles Darwin's
The Expression of the Emotions in Man and Animals (1872).

In parallel, interest in artworks in Europe was witnessing
significant development through exhibitions of portraits and
self-portraits. Yet, upon leafing through books and publications
which take up portraiture in Europe, one discerns that this art
isreferred to as “recent invention in Western history.” Contrary
to that point of view, Elias Zayat confirms in most of his writings
that, "Syrians are the pioneers of the culture of portraiture in
every sense of the word.” What are the characteristics of this
art that Zayat considers one of the main features of Syrian art”?
And how was thisissue taken up in the current Syrian artistic
life? What is the source and relevance of such a question for
Syrian artists, since no Syrian exhibition has made room for
portraiture as a fundamental theme so far?

PORTRAITURE IN TS NASCENCE:
PORTRAIT AS CARRIER OF MEMORY

Archaeological excavations reveal that the first encounter with
depictions of faces goes back to the Pre-Pottery Neolithic

Age Aand B, circa 7800 BC. This art was part of regular rituals
which people practised to address the question of mortality.
Excavations carried out in the eastern regions, specifically in Tell
Djade el-Mugharain the north of Syria', revealed constructions
of houses with special sections called 'the house of the dead’
This was referred to as “Skulls Cult’; the skull of a certain
deceased person is covered with plaster, and seashells are
placed in the eye sockets — sometimes the eyes are drawn with
tar, seemingly in an effort to recapture the absent features and
clothe the bones with a new skin. Around the same period, circa
8000 B, statues made of plaster were found in certain parts
of the Mediterranean: in Tell al-Ramad in Syria, Ain Ghazal' in
Jordan, andin Jerusalem. The unearthing of masks, the most
ancient known to-date, created a revolutionary step in the history
of mankind, for masks create and confirm the fundamental
concept of the image which beckons back to life that which has
been lost?

Those funerary rituals preceded mummification and
engravings on coffins, practices which are known to more
recent history, including the Phoenician, Egyptian, Greek and
Roman civilisations. They present to us the most ancient
evidence on the question of absence in human history: a

keen interest in the portrayal of faces, which evolved later into
the concept of the image. A few examples from more recent
history are: portraits found in Fayum, Egypt and Palmyra, Syria.

Lime plaster and reed statue dated to the

Pre-Pottery Neolithic Age B, Jericho (Palestine).

ca. 8000 B.C.

Figurine of Tell Brak Eye idol,
ca. 3500-3300 B.C. Tell Brak (Syria).

Source: Jean-Paul Demoule, Naissance de la
figure. Lart du paléolithique a l'dge du fer, Paris,
Hazan, 2007, p. 68. Photo: Erich Lessing

National Museum of Damascus.

"Tell Dja’de or the village of Dja’'de, the cave, goes back to the ninth millennium B.C. and is located on the west bank of The Euphrates (Furat) River in the north of Syria. It is an
administrative region of the province of Aleppo. There we found the most ancient murals ever known in the world.

“There I1s some research on this topic. See: Hans Belting, Pour une anthropologie des images, translated from German by Jean Bernard Torrent, Paris, Gallimard, collection, Le Temps des
images, 2004, p. 192-197; and Georges Didi-Huberman, Le Visage et la terre, in Artstudio (Le Portrait contemporain, n® 21), 1991, p. 12-26.
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Mummy and Portrait of Eudaimonis. Antinopolis (Egypt)
2nd century A.D. Encaustic painting. Musée du Louvre.

Photo Nagham Hodaifa.
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The Fayum portraits of mummies are drawings of funerary
faces, made in a realistic and direct fashion, in which the gaze
of the portrait looks the viewer straight in the face.® The facial
depiction s present along with the mummified body in the
coffin, and both accompany the deceased to the after-life.
Most of these portraits were found in Fayum in Egypt and
belong to the first century A.D. They are unique in being the
only ancient art of drawing on material that is known to us;
they were drawn on wood or linen, by using the technique of
drawing with beeswax. The Palmyra portraits exhibit several
specimens of statues of heads on tombs, dating from 100
BC.to 300 AD. These statues are processed in the mind of
contemporary man as a personal photograph of the absent
human being; they are placed at the head of the tomb,
sometimes coupled with the name of the deceased, and left
as arelic for posterity,

n the context of art that is steeped in ancient history, two
features are to be noted; the funerary character of this art and
the need to summon or recapture the image. Thus, portraiture
started asan art in which the face is drawn to preserve the
memory of the person. Another significant feature of this
portraiture is that eyes are notably wide, characterising the faces
of the ancient Middle East. In southern Tell Brak (northern Syria)
during the Sumerian civilisation, and prior to the emergence of
the larger statues that date to late 4000 and early 3000 BC
during the Jemdet Nasr period, thousands of small figurines,
called Eye Idols, and tiny amulets were found in animmense
temple that was later called the "Eye Temple. 4 These were
small statues crafted with simplicity and force of expression; the
body is blank except for the eyes that express everything. Such
embodiments are significant in that they preceded the statues
with the familiar faces from the Middle East. Several sculpted
faces had eyes of black stone, mother of pearl, tar, or lapis lazuli.
Some statues were made of alabaster. The wide-open eyes

of these figurines indicate sight and insight, as though the eyes
would act as self-revealing mirrors, through which a cascade of
life might flow, rendering the figurine alive and present. Evenin
the funerary portraits of Fayum or Palimyra, the eyes are

always open

According to Greek mythology, in the 6th century BC. there was
a certain ceramist called Butades (Dibutades) the Greek who
had a daughter who fellinlove with a young man. This young
man had to make a trip. The woman stopped him from leaving
and started tracing on his profile with a piece of coal ona wall,
as shown by lamplight. She wished to preserve some of the
young man's features in the drawing, a phantom that might last
after he was gone. When her father discovered the drawing, he
applied mud onto the features and baked it. Thus, this legend
became the first known portrait, referred to by Pliny the Elder
(Gaius Plinius Secundus), the Roman historian, in volume 35

of his books on natural history, writtenin 77 AD. Through the
portrait, “the absent becomes present” according to Leon
Battista Albertiin his letter on artin 1435. Alberti maintains that
the myth of Narcissus is the origin of the portrait, or self-portrait
of the artist. Narcissus, famous for his beauty, happened to
see the reflection of his face in clear, still water. He became so
enamoured with this image he did not avert his eyes untilhis
death. The image thus is tightly connected with the absence of
an object, and therefore becomes a memory.

* The Fayum region is located 60 km Southeast of Cairo. We do find this kind of portraiture in other ares of Egypt, but due to the enormous amount of
portraits that we received from that region, we decided to call them "Fayum portraits.’

* Max Mallowan, Twenty-five Years of Mesopotamian Discovery (1932-1956), London, The British School of Archaeology in Iraq, 1956, p. 25-31.

Bust from Palmyra
National Museum of Damascus.
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|
PORTRAITURE AND THE SANCTITY OF THE SUBJECT

Drawing or concealing a face is rooted in a sanctity that is
connected to mythology and stems from religious beliefs. The
statues mentioned previously, which pertain to the ancient
Middle East, have been depicted as gods that protect cities.
Each godhas atemple and a statue, and thus the face is always
present. The bigger the eyes of the statue, the more importance
the god enjoys.

Later on, with the advent of the three Unitarian religions, portraits
took on different characters, which varied according to religious
beliefs. Orthodox Christian liturgy depicted Christ's Pantocrator,
following the contents of a text called Doctrine of Addai (325)
The text recounts that Abgar, king of Edessa in Syria, fellill

He had faith that looking at the image of Jesus Christ might
bring his health back, and commissioned a painter to draw
Christ's face. However, the solemnity of the countenance of
Christ made the painter unable to accomplish his mission, so
Christ covered his face with a linen cloth, miraculously printing
his features on the cloth. This anecdote assumes a very

significant position in the tradition of the Syriac Church, and it

is reminiscent of the liturgy of the Catholic Church, known as
the Shroud of Turin. This Catholic counterpart tale maintains
that Saint Veronica walked Via Dolorosa and wiped Christ's
face with a cloth, on which Christ's features became imprinted.
Although these two legends have contributed to the art of
drawing in Europe, as well as to European thought, it should

be noted that the Shroud of Turin legend only appeared in
Christian art towards the end of the Medieval Age, according to
Emile Male, art historian and Christian art specialist. While the
God-Son concept of Christianity has been artistically depicted,
Judaism prohibits any depiction of God, although the words of
God canbe drawn by hand. Islam is more restrictive, the only
allowance is drawing the word Allah. Since Allah is absolute and
invisible, The Holy Quran should suffice. In this context, Sufis
believe that the only eternal entity is the holy face of God, and
that God speaks to people through inspiration, or from behind
avell.

Father Yusuf Al Musawwir Al Halabi
St. George, ca 18" Century
237 x17 cm.

)



Georgeous Al Musawwir
Madonna and Child, ca 18 Century
17 x10.8 cm.

THE SYRIAN ICON AND THE SCHOOL OF ALEPPO

Scholars concur that the art of iconography has accompanied
the spread of monastic orders in Syria and Egypt since the

4th century. Murals and Syriac manuscripts ornamented with
icons, like the Rabula Bible, dating back to the 6th century and
found in the Laurentian Library in Florence (Biblioteca Medicea
Laurenziana). Our knowledge of the modern history of church
painting in Syria goes back to the second half of the 7th century.
Artists were faithful to Byzantine style of artworks, so their
paintings were often confused with those of earlier Greek
counterparts. Yet, since the 18th century, Syrian icons took on
amore distinct character as they started to be influenced by
the art of Islamic miniaturists. The first known iconography artist
in Syria was Father Yusuf Al Musawwir Al Halabi, who livedin
the second half of the 17th century in the city of Aleppo. He
spoke Arabic and Greek and drew hisicons on wood. He was
also a calligrapher who translated several books into Arabic,
ornamenting them with drawings similar to those used in titles of
chapters in Islamic manuscripts. Al Musawwir is considered the
founder of what later became known as the School of Aleppo,
which schooled generations of artists, among whom were

Al Musawwir's son and grandson

Nimatullah Al Musawwir, son of Yusuf, took after his father and
was the first Syrian artist who wrote in Arabic script onicons.

He worked with his son Hananiya, followed by the latter's son
Georgeous, up until the end of the eighteenth century. The icons
focused on one theme, that of the images of Jesus Christ, the
Virgin Mary, and Christian saints. The faces of saints often had
wide eyes, small ears stuck to the cheeks, and thin, silent lips
reminiscent of those of the Madonna icon which

is attributed to Georgeous Al Musawwir.

Three different styles characterise the Syrianicon. The School
of Aleppo (17th and 18th centuries) addressed details ina
classical and traditional style which came to be known as “Neo-
Byzantine” Icons of the eighteenth and nineteenth centuries
were spontaneously worked and enjoyed popularity. The icons
that were influenced by the school of Jerusalem (19th century)
however were characterised by a realistic style derived from
western religious paintings that were sent to Jerusalem.®

* About this subject, see: Elias Zayat, The Icon, in The Second Syrian lcon Exhibition, Damascus National Museum, Aleppo National Museum, Ministry of Tourism, Damascus 1999.
Agneés-Mariam de la Croix and Francois Zabbal, Icones arabes. Art chrétien du Levant, Institut du Monde Arabe, Paris, Editions Grégoriennes, 2003.
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Abu Subhi Al Tinawi
Khaled Ibn Alwalid
Painting on fabric, 32 x 32 cm.

HOW PORTRAITURE WAS DEALT WITH IN SYRIA

Art schools and European influences
notwithstanding, it should be stated that popular
artin Syria has left its mark on the profession.
Scrutinising the creative productions of Abu-Subhi
Al Tinawi (Mohammad Ahmad Harb, 1884-
1973) one discerns the world of imagination that
complements folktales common in Damascene
cafes, as told by hakawatis during evening
gatherings. His paintings can be considered
spontaneous and simple folkloric art inspired
by folktales and popular legends of heroism
and chivalry. Al Tinawi awakened the Arab hero,
dormant in popular epics, and brought him
back tolife via visual art. He depicted hercismin
Antara’s mustaches and in Abou Zeid AlHilal's
shield, to give a couple of examples

The way he treated the theme, his poetic style
of using colour, as well as his employment of
space, allremind us of Yahya ibn Mahmud Al
Wasiti, chief Arab artist from the 13th century
who ornamented Kalila wa Dimna and the
Hariri Magams in1237. Al Tinawi's fame sprang
from his modest shop in the Balb Al Djabia
neighbourhood, where he produced portraits
and paintings on glass® as well as on fabric,
depicting Khalid ion Al Walid, who is known as
God's drawn saber, an army leader who never
experienced a single defeat in battle. Writings
at the top and bottom of the drawings serve to
explain the content

¢ The technique of painting on glass goes back to the ancient ages. Some examples go back to the Assyrian and Phoenician civilisations. In the Middle Ages, influenced by Byzantine
production, this technique was used in Venice, Italy. Starting from the 16 and 17" centuries, Venice was the centre for producing this popular art form. The development of
manufacturing mirrors led to its proliferation in Tunisia as well as the Levant, spreading in Syria and Egypt during the Ottoman rule.
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Abu Subhi Al Tinawi
Al Zaher Bibars & Maarouf
Painting on glass, 45 x 59 cm.
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Opening of Louay Kayyali’s last exhibition in 1974

Source: Mamdouh Kashlan, (2006)
50 Years of Art in Syria, Damascus

Artists at the National Museum of Damascus during
the opening of the second annual exhibition, 1951

Source: Mamdouh Kashlan (2006)
A Colour Letter from East to West, Damascus
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Tawfik Tarek is considered a pioneering Syrian
artist who studied artin Europe, majoringin

ol painting at the Academy of Fine Arts and
Topography, of Paris (1895-1901). Tarek became
acquainted with the styles and directions of

the arts, and he may even have been able to
attend the fifth universal exhibition, Exposition
Universelle de Paris in 1900. The exhibition was
considered a creative event for the "beautiful’
era, with a title of "The Outcome of a Century.
The results of the exhibition included the two
palaces: Grand Palais and Petit Palais. Five
million visitors came to that exhibition (more than
the inhabitants of France at the time), which was
followed by the International Exhibition of Modern
Decorative and Industrial Arts in 1925, Such
exhibitions opened up European mentalities to
the arts in general; dance arrived in Paris from

all over the world, including Syria, represented
by the Mawlawi dance group. This knowledge
came to us through Tawfik Tarek's painting,
whichis a portrait of the chief Mawlawi Dervish
posing with two decorations: one bearing the
banner of France and the word exhibition ‘expo’
in French, and the other bearing the American
banner and animage of a typical palace. Itis said
that that group of Dervishes were part of the
international exhibition in Paris, after which, and in
the same year, they travelled to Los Angeles to
perform at another event. It is worth mentioning
here that Syria was under the French Mandate
at the time (1920-1946)

7 We have adequate evidence to prove the precise time of participation, however, the date is not recorded on the portrait. In the archive of Exposition Universelle in Paris, the exact time of the
participation of the Mawlawi tariga group of Syria is not indicated either. There were participants in the dancing from countries like Egypt, Tunisia, India, etc. It is thought that the Syrian group
did participate in the international exhibition in the 1920s. We presume that the participation took place in Marseille and not in Paris. Two exhibitions were held in the French city of Marseille:
Expositions Coloniales in 1906 and in 1922, attracting more than three million viewers, or in Paris in the years 1831and 1937.

Left

Tawfik Tarek

Untitled

QOil on canvas, 80 x 56 cm.

Right

Tawfik Tarek

Elset Aiysheh, 1935

Oil on wood, 53 x 40 cm.
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Tarek's untitled portrait displays a considerable
level of skill It is drawn in a classical and realistic
way, depicting a bust facing forward and slightly
angled, the result of the scrutiny exercised on the
form portrayed, and a great attention to detail,

so much so that one gets the feeling that every
single hair of the eyebrows or beard has been
painted in a single stroke. The traditional clothing
of the Dervish: the tarbouch (fez) a conical

cap (knownin The Levant as kulla), the cloak
black, and a scarf of Damask brocade. The
background is devoid of details, accentuating the
details of the portrait. Tarek followed the same
method in his other portraits, such as the one of
his mother wearing traditional black Damascene
robes and cloack. Tarek's legacy was passed
onto other artists, some his students —such as
Rashad Zaki Mustafa who followed the same
realistic and classical style, which employs great
precision in portraying the model. Thisis evident
in his portrait of his mother, which captures the
features that represent a person who is full of

life and pulsating with vitality. This style of Tawfik
TarekK's fulfills the basic function of portraiture as
amethod of painting; it performs a radical desire
to flaunt the outer physical form that matches
that of the model. However, there is also an
attempt to reveal the intrinsic and psychological
details of the subject as seen by the artist.

Rashad Mustafa
Untitled, 1968
Oil on wood, 63 x 48 cm.

According to Aristotle, the main function of art is
toreveal real and essential qualities, as opposed
to only presenting the outer form and details
that do not contribute to knowing true, intrinsic
values. Portraiture that addresses likeness goes
back to the early years of the Modern Age in
Europe, especially to Flemish and early Italian
art of the 15th century. Before this date only
profiles engraved on coins or medals were to
pe found, which were used for exchangesin
trade or to honour personages. At the outset

of the Renaissance, however, the artist was
required to produce portraits that reflect the
unique characteristics of the subject in question.
Inthe mid-15th century, portraits were executed
with a backdrop of a pastoral Locus amoenus
from nature, with the subject in the foreground
blending well with the whole scene. Early
portraits were of noblemen, the clergy, and

the bourgeais. In Dutch society every person

of some means would ask for his/her portrait.
During the Age of Enlightenment in Europe
(18th century), only people with entitlernent

in society would ask for their portraits. These
drawings constituted important documents for
the state or the bourgeois class. Then the Royal
Academy for Painting and Drawing in France
decreed, in the 18th century, that portraiture
asanartis beneath those arts which address
historical events, inherent in which are religious
or political issues. The invention of photography
in the 19th century also affected the art of
portraiture, since it presented an exactimage of
the original, rendering portraiture an act which
the photographer's eye can create by shooting
a photograph.

Rashad Mustafa
(Portrait of Tawfik Tarek)
Untitled, 1979

Drawing and water colour on paper, 36 x 29 cm.
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Nazem Al Jaafari
Untitled, 1954
Qil on canvas, 102 x 68 cm.

Thefirst request for a portrait in the Islamic world is recorded

in the Ottoman period, during the reign of Sultan Mehmed |l,

who conguered Constantinople in 1453. The Sultan's wanted

to open up his court to Western art; however, this attempt failed
with his death in 1481. He had asked Venetian artist Gentile Bellini
to paint a portrait of him, which the artist carried out according

to Western standards. There was a dispute in court after the
portrait was painted, according to art historian Hans Belting in his
book Florence and Baghdad. Renaissance Art and Arab Science
(a key reference to the concepts of vision and perspective in the
Eastand West) Belting says: “The Western concept of a picture
—epitomised by the panel painting, particularly the individual
portrait —led to conflict at the Ottoman court that could end
only in rejection of the Renaissance ... A fondness for portraits
... would bring about the end of Islamic painting.”®

What is the origin and definition of portraiture for Syrian artists,
and how has it evolved since Tawfik Tarek? Are we in a position
to compare or define it according to European canons”?
Western art can be clearly read through studying portraiture in
Europe since the Renaissance. Is the same applicable to Arab
art and Arab painting, which actually only started in the early
20th century in the region, including Syria? What is the place of
portraiture in the practice Syrian artists? How fundamental to
Syrian artistic productions is the art of the portraits, self-portraits,
and the body? Is it possible to ‘read” contemporary Syrian art
through Syrian portraiture”? Answering these questions requires
setting definitions for the words portrait, self-portrait and face.

Arabic dictionaries do not yield an accurate synonym for

the word ‘image’, in the sense of containing an adequate
equivalent for a portrait being a drawing of someone's face
using colours. In Arabic one would say, ‘An artist drew/painted
apersonal picture of someone.” Portrait is a word that derives
from Latin and means the ‘development” in the form of a
person or object, which will later serve to identify this person or
object. Arabic has borrowed several words related to art from
European languages, and this terminology is currently used
inart schools, as is the case with the term ‘moving pictures’
that came from Europe at the outset of the century. The word
‘portrait” means a personal self-picture accomplished by

the artist himself. The face constitutes the uncovered, most
exposed and visually apparent part of the body, evenifitis
partially or completely covered with ritualistic or religious
insignia, and it carries the basic and distinctive features of
aperson. Itis, therefore, the carrier of identity and revealer

of personality. Our face makes our identity, name, sex, age,
race and affiliation known to others. Each face is a face-time
combination, and each person possesses a ‘collection” of
faces that range from childhood to old age. Encounters with
“the other” start with an exchange of words and looks; our
face is our window to the world. A face reveals cordiality and
acceptance of the other, yet it also indulges in a self-search.
People only see their images through others' eyes or by looking
in a mirror, through which our reflection tells us about that face,
which we know is our very own. A mirror becoming a means of
getting to know ourselves.

® Hans Belting, Florence and Baghdad. Renaissance Art and Arab Science, translated by Deborah Lucas Schneider, Cambridge, Belknap press of Harvard

University Press, 2011, p. 48-49.
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Nassir Shoura
Untitled, 1944
Oil on wood, 50 x 44 cm.

Nassir Shoura
Untitled
QOil on canvas, 53 x 40 cm.



2

Nazem Al Jaafari
Untitled, 1957
QOil on canvas, 104 x 70 cm.

Top,

Michael Kurcheh

Man Portrait, 1971

Qil on canvas, 52 x 42 cm.

Bottom

Michael Kurcheh
Untitled, 1953

Oil on wood, 55 x 45 cm.
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Adham Ismail
Untitled, 1943
Oil on wood, 38 x 26 cm.

In Syria, it seems that portraiture at the outset of the 20th
century was amere desire by the artists themselves to
portray their faces with no thought for financial profit. The first
generation of Syrian artists was committed to creating real-life
and impressionistic work that addressed similar subjects,

and Western influence was permeated with leanings towards
their local environment, popular beliefs and sometimes
‘Nationalistic’ expressions.

Michael Kurcheh was the first Syrian artist to paint in the open,
choosing Damascus and its inhabitants as his main themes.
He was a pioneer inimporting Western Impressionism into
the counrty. Impressionistic art does not neglect the theme or
motif of the artwork; rather, it enriches the work by lighting up
the elements depicted. Kurcheh contributed several portraits
of Damascene faces by employing soft strokes and realistic
yetimpressionistic style; adhering to the essence without
addressing details. This description also applies to portraits

by Nazem Al Jaafari and Nassir Shoura. Most of their works
comply with the tenents of the western impressionistic school,
with a generous addition of local character from their social
environment. Shoura's portraits were completed during his
educationin Egypt. While a Syrian pupil could be identified in one
of Al Jaafaris portraits by the style of the subject's clothes and
the shape of the school desk.

Arab heritage could be felt in Al Jaafari's portraits, which were
characterised by ornamentation, folklore and calligraphy:.

The portraits of Adham Ismail, Naim Ismail, Mahmoud
Hammad, and Abdel-Kader Arnaout share the same defining
characteristics. For all these artists, portraiture drifted from
depicting the body in an accurate and realistic fashion, and
leaned more towards ornamentation and compatible colour
schemes that were enmeshed with the painted forms. Al
these works raise fundamental questions about contemporary
practices in oil painting.

5
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Elias Zayat
Zenobia/Palmyra, 1990
Oil on wood, 40 x 33 cm.

One of the most favoured subjects of Syrian artists was painting
Bedouins in the Syrian desert. There are numerous examples

in the works of Michel Kurcheh, Mahmoud Jalal, Subhi Shuaib,
Nassir Shoura, Mahmoud Hammad, Naim Ismail, Mamdouh
Kachlan, and the early works of Marwan Kassab-Bachi.
‘Bedouin serenity” represents an exceptionally magical and
interesting world that is completely different from the artists on
local urban communities. Therefore, addressing this subject
lends a special identity. Mohamad Al Roumi's photographs,
which date back to the 1970s, are considered a clear example
of portraits of Bedouin life, marked by nomadism, unattached

to any land or habitation, living in tents and moving from one
place to another. Closeness to nature, an open horizon and the
stretch of the endless vastness give things special meaning and
indications. The photographs present different standards related
to the essence of the life of a free person, including the culture
of conduct, behaviour and clarity of mind. AlRoumi's pictures
stem from his relationship with the Syrian desert which inspired
and motivated his photographs. The close-up photos show
people full of joy and optimism and provide a true testimony

to the generations of desert dwellers, adding a great deal of
humaneness and passion for life.

Portraiture took a more private route with the second
generation of Syrian artists. This became the main and central
motivation of their work , which resulted in a special style of
portrait that was unigue to their vision and revolved around
personification, as seen in the works of Elias Zayat, Nazir
Nabaa, Louay Kayyali and Leila Nseir. Elias Zayat's works

were characterised by as inspired by ancient Syrian heritage
and Syrian iconography. Zayat's theoretical research is also
considered a primary reference for the subject. The faces with
the wide eyes resemble, to a great extent, the ancient Palmyrian
portraits. Zayat doesn't address his subject in a realistic way.
Instead, he goes back to the ancient civilisations of the orient,
seeking to revive them in abstraction with a contemporary
aesthetic enriched by his knowledge of of modern European
oll painting techniques. His practice gave a new meaning to

the pictures and forms with spiritual and iconic characters. An
example is his portrait of Zenobia, Queen of Palmyra, where
the queen's face occupies the centre of the portrait, and is
surrounded by horses, birds and people standing up with large
hands (this motif is often repeated in his portraits)

Biblical, legendary and epic narratives take a significant role in
this portrait, which attempts to find its way to artistic modernity.

i’
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Nazir Nabaa
Untitled, 1988
Acrylic on canvas, 145 x 70 cm.

Itis also possible to percieve interpretations of legendary
dimensions in Nazir Nabaa's portraits of young girls who are
often present in the midst of a place reminiscent of nature, with
allits discernible details, especially flowers. In addition, there

are some elements of silent nature that assume a traditional,
oriental character. In such works, Nabaa followed a realistic style
reminiscent, to some extent, of the Pre-Raphaelites®

[t was as if he had extricated his themes from the history of
literature and legends. When dealing with female portraiture,

he was very honest, bestowing a special poetic lyricism upon
the clothes, faces and jewelry on the subjects as metaphors for
beauty, love, art and music. Without doubt, his portraits reflect
special oriental aesthetics.

Portraiture took a more private route with the second
generation of Syrian artists. This became the main and central
motivation of their work , which resulted in a special style of
portrait that was unigue to their vision and revolved around
personification, as seenin the works of Elias Zayat, Nazir
Nabaa, Louay Kayyali and Leila Nseir. Elias Zayat's works

were characterised by as inspired by ancient Syrian heritage
and Syrian iconography. Zayat's theoretical research is also
considered a primary reference for the subject. The faces with
the wide eyes resemble, to a great extent, the ancient Palmyrian
portraits. Zayat doesn't address his subject in a realistic way.
Instead, he goes back to the ancient civilisations of the orient,
seeking to revive them in abstraction with a contemporary
aesthetic enriched by his knowledge of of modern European
oll painting techniques. His practice gave a new meaning to

the pictures and forms with spiritual and iconic characters. An
example is his portrait of Zenobia, Queen of Palmyra, where

the queen’s face occupies the centre of the portrait, and is
surrounded by horses, birds and people standing up with large
hands (this motif is often repeated in his portraits).

® The Pre-Raphaelite Brotherhood is an artistic movement that originated in the United Kingdom in 1848. It considered ltalian art of the 15th century,
before Raphael (Raffaello Sanzio da Urbino), the model and example to be followed.
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Leila Nseir
Untitled
Mixed media on carton, 37 x 27 cm.

The traditional concept of portraiture is different in the paintings
of Fateh Moudarres and Marwan Kassab-Bachi, in terms of
the importance their portrayals place on the subject. In most of
Moudarres works, we see faces with special features, through
considerable simplification of the form that varies between
abstraction and physical presence. Wide eyes are drawn with
a few spontaneous lines for the nose and mouth, resulting in

a broad face with no forehead. The face is present inside the
empty space of the portraits, which plays a basic role in its
formation, and connection with nature. This is achieved with a
narrow colour palette. The heads in his paintings are found lined
up horizontally or vertically.

The subject of personafication carried Louay Kayyali to his
own different poetics that originated from observing the lives
of people working in the fields, homeless people, shoeblacks,
street vendors and mothers. Each painted in an extremely
subjective state with aninvisible face. In spite of its central
presence, the subject doesntlook directly at the viewer but
rather sideways, or with eyes directed into the self. Moreover,
negative space plays a significant role in designing his portraits.
His work was mostly executed on wood, which became an
essential component of the work, bringing it closer to the poetic
import of the concept of empty space. This style transports

us to the aesthetics of the Far East, but with Kayyali's unique
modern expressionist style.

Similar to Louay Kayyali, Leila Nseir's artworks are about the
lives of ordinary people. The face is an important aspect of her
work; features are conjured from the personal self, as opposed
to the collective self. In her work, shapes are drawn starting
from one clear and definite line that defines the image, while
scant use of colour implies a fading of the shape. Nseir's works
fluctuate between a complete presence of the body the close
up of faces that occupy the whole work. Most of the faces are
presented as facing the viewer, with wide eyes through which
the recesses of the soul can be reached.
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Fateh Moudarres
Last Supper, 1964
Oil on canvas, 60 x 90 cm.
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Marwan Kassab Bachi
Untitled, 1990
Oil on canvas, 163 x 114 cm.

Fateh Moudarres
Untitled
QOil on wood, 30 x 25 cm.

Unlike Moudarres, Marwan brings the face closer; his own

face. From the face alone, all elements of the work are formed.
[t fills the space of the canvas completely. Marwan's journey

in portraiture began with paintings of Badr Shaker Al Sayyab
and Munif AlRazzaz. Soon, the face of the artist himself
became the main subject, and the initial mission of the artistic
work and its credibility was forgotten. The face in the portrait

is not presented as a self-image but as a metaphor, an artistic
concept; the face is the first pretext for painting. Throughit,

the world could be understood by the language of art. In the
beginning, his portraiture depicted ‘scenic’ faces, which, like
nature, demonstrated a range of hues derived from the colours
of the earth; the face is now a planet. Heads and faces are
continuously repeated in his artworks, in a state of rotation
whereby “a face is born while it dies in another face” as he had
once written on one of his engravings. It seems that the face
too was in a state of constant motion between appearance and
absence. In parallel to his principal subject of the face, Marwan
produced more than 40 portraits from live sittings with a model.
Those drawings were commissions; they signified the existence
of friendship with the modelin question.

In certain artworks where the face does not assume a pivotal
presence, a few artists presented groups of people, drawn like
crowds lying in an overlapping fashion. This is evident in the
works of Ahmad Moualla, Ali Mukawwas, and Saad Yagan.

Each artist had a specific referential concept, be it in execution
or artistic source; and each artist had his own style. In Moualla's
works, bodies are transformed into shadowy pictures, at

once adhering to and juxtaposing against one another. They
become distinct, in the midst of the negative space, through

a contradiction of colours, the result of utilising dark hues
torepresent the forms of the drawn bodies. The spectacle
becomes that of individuals crowding the stage of a theatre,

or within a space in nature. In Mukawwas'. The Epic of Baal,
human-nature relationships takes on a more distinct character.
A crowd of individuals are found next to an ancient tree that
isisolated in the midst of the portrait. This gives the work a
symboalic, epic dimension, which can be attributed to ancient
eastern mythology that links earth and sky. Mukawwas paints
from memory using black ink, both elements giving his artwork
special character. Yagan's style of piling up bodies of people

in his artworks is often executed in specific places or scenes,
such as cafes, recreational meeting places where proprietor,
hakawati and waiter are found. Yagan mostly uses bold colours
to express his message, and often resorts to distorting bodies,
and affirming movement and facial expression. Omar Hamdl
(Malva), in a different expressionist style than Yagan, presents
crowds of people in his works. Each person has with distinct
facial expressions which, together with focused features, mark
Malva's work — distinguished by quick, confident and
colour-saturated strokes of the brush.
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Youssef Abdelkeé has presented, in different periods of his
artistic production, human groups with masked heads. Some
had heads like skulls; some are headless, like phantoms.

They were presented on a pitch black background, which
concealed some and revealed others. His realist and accurate
drawings lent forcefulness to his subject. Abdelke has the
ability to probe into the profound details of the form, which he
then highlights through contrasting greys drawn with a black
coal crayon. The centre of attention of the drawing, which may
be abody, a skull, a fish or any other object, is surrounded by
nothing, a void that draws one’s sight to the abyss. In turn, this
void —recaptures Eugene Delacroix’s “silent force of drawing.”
Some fundamental questions with regard to drawing faces are
intrinsically linked to the issues of concealment, ambiguity and
disguise, followed by the nudity then concealment of the bodly.
Laila Muraywid's artwork is fundamental to this style of art.

Her oeuvre revolves around the female body, which assumes a
social dimension. Another signiture style is of portraits concealed
pehind masks. The work is created using several techniques,
including drawing, collage, sculpture, and photography. Jewellery
and masks, themselves sculpted artworks, are made with mixed
materials, such as resin, mirrors, lace, pearls, plants, and minerals,
all surrounding the ever nude body in Muraywid's works. The
mask which conceals most of the faces in her works is actually
the doorstep that separates the internal and external. Far from
peing a disguising device, it serves as a probing device into

the truth of the face, as a means of expression and the means
through which a detail comes into focus: aan eye, a mouth, or a
body adorned with jewels. Itis to be noted that embellishment is
not Muraywid's focus, her jewels do not glitter, and no precious
metals have been used in their making. Here, the bodly is clothed
with fabric, hence suggesting erotic connotations.

Saad Yagan
Untitled, 1992
Oil on canvas, 30 x 30 cm.



Youssef Abdelke
People Number 10, 1993
Etching, 63 x 50 cm.

Laila Muraywid

Because White is the Colour of Patience, 2016
Pigmented inkjet on velvet fine art, paper, 110 x 165 cm.
Edition 1/3
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|
THE PRESENCE OF THE FACE IN THE ARTWORKS OF YOUNG ARTISTS

Syrian artists and artworks have withessed a marked
development in the past ten years. Since 2011, there has
been a difference between the second generation of Syrian
artists and the current one with regards to addressing the
issue of personification and portraiture, which fluctuates
between the appearance of shape and its absence. The
contemporary generation has made a remarkable change in
the artistic milieu, and the Syrian fine arts domain has taken
on a different expression pertaining to the body since 2011,

It is possible to connect this matter, to a great extent, with
the art that surfaced in many countries during tragic social
events, such as the ‘black years' in Germany, 1918 — 1930,
and the "New Objectivity " trend, which brought together a
number of intellectuals and artists, stemming from their faith
in political responsibility and protest as a duty. The examples
are numerous, such as the works of Otto Dix, George Grosz
and Max Beckmann, or faces that were “erased” and 'heads

without faces’, whereby the human body would dissipate
until elimination. Many such works were executed in the
period between the first and second world wars in Europe,
such as Jean Fautrier's Hostages series. Francis Bacon's
and Alberto Giacometti's unknown-possessive faces are
also a factor in this context. It is also risky to interpret the
works of the artists in relation to the brutality of events and
the moment, even if they were presented in a direct way. The
source of the picture and the vision mostly originates from
the intimate memory of the artist and from the subjective
interpretation of each artist Art might be a method of protest
and an expression of interaction with current events as well
as a documentation of the events. Its source is a result of the
reality and dally tragic scenes

Fadi Yazigi
Untitled,
Mixed media, 26 x 33 x 25 cm.
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Humam Al Sayyed
Untitled
QOil on wood, 20 x 20 cm.

Mounif Ajaj
Untitled, 2010
Qil on canvas, 145 x 64 cm.
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Jaber Al Azmeh

Al Kashoush, 2012

Print on cotton rag fine art paper, 70x105 cm.
Edition of 5+1AP

There are several, varied ilustrations in the Syrian arts realm, such
as the political posters of Fares Cachoux or the photo montage
collections of Akram AlHalabi, in which Halabi exhibited pictures
of massacres with informative diction. His work entitled Vanishing
Point shows a video on two screens. The first screen shows half
ascene of a person photographed from behind; the manisin
constant motion which results in the complete disappearance of
his face at the point of escape. On the second screen, one views
animated pictures of a bulding in Syria, taken from YouTube,
accompanied by the sound of bombings. A photograph might
become a means for expressing a political stand, asin Jaber

Al Azmeh's series of portraits of culturally and socially active
personalities holding up a copy of the Al-Baath newspaper, each
with a distinct intervention.
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Yasser Safi
Untitled, 2014
Acrylic on canvas, 105x 120 cm.

The contemporary works of the young Syrian artists are

represented by utilising all possible methods of drawing, painting,

sculpture, photography, montage, video, installation and body
art. The subject of personification is fundamental in most of their
production. Itis hard to restrict all these personalities to a certain
trend or a specific school of art, or even list them, as we try to
do due to the viclent events, under what we call “art and the
revolution,” when the sense and human conscience of the artist
condemns the absurdity of war and destruction.

Theresultis a creative and ideological obligation relevant to

the nature of the period that makes everybody, in one way

or another, morally obliged towards what is happening. Yet

we believe, like Gustave Courbet previously, that national art
has never existed. What do exist are individual attempts and

art practices that emulate the past. Gustave Courbet does

not represent ‘French art’, but he does represent man and
artin France, just like anywhere else. However, there could

be common characteristics among artists who were bornin
the same geographic area and who possess a similar vision

of reality. In art, there is always an escape from the habitual,
ordinary and common. What comes under the motto of
creativity, which has no limits, is a symbol of freedom

and universality.

We shall attempt here, without being comprehensive in our
vision, to shed light on a small number young Syrian artists who

have used the face and body as essential elements in their work.
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Amr Al Safadi
Women Choral
Oilon canvas, 150 x 100 cm.

Randa Maddah
Untitled, 2015
Pencil on paper, 50 x 70 cm.
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Nagham Hudaifa
Nightgown, 2012
Mixed techniques on canvas, 133 x 81 cm.

Closed, wide eyes staring into space, eyes with a blank stare.
Deformed faces without a mouth, nose, ears, and visual
distortions of shapes with multiple eyes and mouths, pathetic
formations, nightmarish creatures saturated with the enormity
of the moment, faces and heads absent from the picture. The
body bears the interpretation of the face and is transformed
into nature. The recurring faces become a symphony; heads
like masks, mummified heads, and faceless heads. We have
here a collection of works by Syrian artists; each with his/her
own unique style but with common-denominators: Nour Asalia,
Iman Hasbani, Mounif Ajaj, Yaser Safi, Salbhan Adam, Humam Al
Sayyed, Randa Maddah, Nagham Hodaifa, Fadi Yazigi, Omran
Younes, Amr Al Safadi and Mohammad Omran.

Similar to a theatrical scene, characters are created as a visual
story in Randa Maddah's series. No Good Omen (2015). The
characters are present as an entirety, one supporting another,

like the presence of the mother who protects her children from
the act of vision, or the father who stares at the scene while
relaxing on a couch, holding someone in his arms to protect
them, reassure them, and relieve their pain, as if he was the

only personin the artwork breathing and thinking. The others
resemble pathetic puppets, having no free will, some lying on
the floor, others standing, and some wandering into the artwork.
Yet there is a road to salvation, to escape, to playing, or to dying.
The ropes dangling from above suggesting these questions. By
merely puling one rope, everything moves and is transformed
to air, amirage in animaginary world. It is a world made of
imagination and reality, a documentation of a moment that
surpasses imagination and where reality mingles with illusion.
When the outside world witnesses devastation and destruction,
it is the cause of the collapse of both the inside and outside
worlds of a human being.
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Aninner feeling of resistance to survival arises.

Something must be done on a daily basis to
abolish death or show it in a personal manner,
like the act of ‘combing” in Iman Hasbani's
self-portrait, where the artist's face becomes
the subject of the work, through it alone,
expression is created. This picture is part of
her photo montage series, Me (2014). The act
of combing the hair is related to appearance,
but here it becomes a personal act, and then
aesthetic becomes an indication of collapse
and explosion; as the face is mired in dust,
and dust is one of the characteristics of
destruction. Destruction here is internal and

it accumulates over the face and memories.
Thus, the eyes are erased to rebuke vision
because reality cannot be seen. The
presence of a spider is an indication of death
The comb itself, in another artwork of Iman
Hasbani's, changes into prickly eyes of prickly
needles. In circumstances, where the exterior
becomes a fatal place, the paraphernalia of
everyday life have another use, which could
also contribute to the death. The subject of
these picturesis very personal and intimate.
The personal moves into the public, thus
becoming a testimony to the human being, a
testimony to time.

The state of the face and its relation with time
is one of the mostimportant elements, as is the
time it takes to execute the artwork along with
the period of the scenes portrayed and finally
the time period within the artwork. When the
face is transformed into a three-dimensional
shape like a sculpture, it becomes ‘mummified”,
asortof immortalising of the moment — of
preserving the eternity of the shape —as a
resistance against the fragility of man and the
imminence of death. Here, more ancient history
is manifested in its rituals, related to the issue

of absence and what is beyond existence

In Nour Asalia’s series of Memory (2016), all
repercussions are regenerated and the face
presents an artistic model and contemporary
concept. What is fascinating as a viewer is the
special world that surrounds the sculpture, the
materiality of the physical world, and the duality
resulting from the integration of liquid and solid
matters. This, despite the fact that “clay and
transparent resin” are transformed after the
execution of their forms to a solid body, to a
sculpture. There's visual deception from the
play of light; the face floats inside the gelatinous
space of the work, with the eyes closed to

give intensity to the expression, allowing the
imagination to ask: Death, sleep, dream, iiness,
or rest? In Asalia's sculpture those wide eyes,
open since time immemorial in the Levant,
have reposed at the moment of closing of the
eyelids. The face, whose source is visual and
internal memory; is in turnimmortalised. Itis

not important here to ask about identity, itis

no longer an individual memory; the face has
become amemory of all faces.

Nour Asalia
Memory 1, 2016
Clay and resin, 27.5x 20 x 16 cm.
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Muzaffar Salman
Untitled, 2013
Photograph, 50 x 70 cm.

Muzaffar Salman
Waiting for the enemy in the kitchen, 2013
Photograph, 50 x 70 cm.
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Dino Ahmad Ali
Compression, 2015
Digital work print on canvas, 120 x 120 cm.

[t would be next to impossible to address all Syrian
contemporary art related to portraits and bodies in this text;

this indeed calls for alengthier research project. The common
feature this text carries is the avoidance of all descriptive and
theatrical dimensions in dealing with the selected artworks. We
aim to present the direct facet of the face, where the viewer
plays a fundamental role in the creative process, by viewing

and scrutinizing the artwork at close quarters. As John Berger
maintains, “The process of seeing paintings, or seeing anything
else, is less spontaneous and natural than we tend to believe. A
large part of seeing depends upon habit and convention.” Our
other objective is training the eye to discover the pleasures of
creating narratives around the production of an artwork. This will
lead us, through the visual experience, into discerning truths that
may not necessarily be translatable into words. The image and
the word are twins, but each has its own identity; each its own
objective. Understanding of animage can therefore be achieved
solely through the pleasure of looking at it.
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The men came back from the pasture in the evening
Tired they arrived

The women came back from the fields in the evening
Tired they arrived

The men’s hearts were so heavy

They almost fell

The women’s eyes brimmed with tears

They almost spilled

The men and the women came back

They danced till the dawn cracked

Riad Saleh Al Hussein

Subhi Shuaib
Return to the Village, 1952
Oil on canvas, 46 x 58 cm.

scsoll o pizio Yol els 2luo
Jgaal oo wlisio cluill cla 2l

gl e @4 1bgo Lgld Jisyl)
Bl gde a4 ugo (yguce cluid]g

elnall sia Igndyg lggla cluioll 59

Ul alla 4y



"laiao” al_mg@.xg.lp.w@ﬂ_\lsuﬂq.ubq_u_m@.”
dj_u.LUq.J_\_JlflthmU_o Al A A o g b

Wi lag .a5lil dgomwg (ludll diliia 1A doglios
aluos Upas Lok ddlsio)l auwgbln go load 3iall ayll
g (M) "8Al3" degono &o .agag]l cljg Loy ulis2l
239004 angll jgAan &o wliela iUl ells JA i dylune
9o Jo=ll 130 &9) 59 &looll jnleo pgmbong Gid
el g aloll llell @igaioll sy g 3l palall pllsll
aloaill (ye daili Cl.ulg.\)l o ydlioll pusel Jn log
Jladall" gialodl ol oy dulallg aliludl ¢uialoll (o
a3, 015l J=48 &o gy "Slaill yjupdlg

O @il gy €las dlin @igaio gl auln puun @]
@8lou Jals angll aru Jowll (Lad g8 cgall sl
@i ol leilid (o gdllg o0 (yoac &0 Joll cLad
Aol plall ogillagoll:@la] e Juall éiay jeil
Uil jlao e dngidoll 8uall gyl ells o4 Sanlyl
&igaio) yriall gllel dan] go winlpwl 28 Gl 59
dypnl 8551301 o &lidl 09y angll alay dulue

65413 2=y oJ ail oo jut Llin ygall JIguw duiklllg
0gagll JAT 814l5 aunl anglld dyayg

ylzoll gygull i)l 2Ll U5 o) @il Uiz o)
0aJ Jglho Uay el wllasy a8g g anglly lnyipoll
il alayaiudl pdaso sleiyl (g9 Jio il dolell doudl
gl oyadig wgouolly Geagll a2l e laliJgli

Ol e sl gae &0 angl lmag q_mglg_owm_JLog_o_c
Wig dyelall aylo=ll CX Lawlwi hes usly anliell
J=8 Ol L e @ poilly il Joll 44y Gurb (e
J+aii ba Lsndng Lgee yud” jap ula Jobs Loa aygll
Loy gl wigyas LLUA.L“Q '5alllg Wil sle roie) loilg
Wlisal s (o slalallg Wliiall dsio (o dioaiy
GaAa il ;MJIW}AJQJ@JJI@J&JJOQHQJ_@DJ
sl llony gl il o g Ll 4 (o aoiwsl
6)9nlla. Llal Lg) jonpis l @.1.” agJu @.19.1.; Gl el y 5wl
lomio J4Jg lomiyy nlall Unall (og lolgi dolallg
Byg0dl ] 3l Yl g &gyl dsio o] iyl

Goyan o2 .o

typaiollogagll Jsatis dsio ] uwall Jsah) aagl
Uy yugdy dnino Yugg) ai8ls yugy) Auiglosw
Utgw ilie) Jloell o degono polol Lin (yad 0909
amilile s posoia aial . pbioll wglulal Jb
Olod dsbine y93 53lg LS (o pis S aiag ol
olon ol ylow GAlall b elae Wyio gilalall
gy Ulhoc (sajb gl CLQ.IAQ[O&J @lao [aiy (gl
&laj @;).m.o_\_m_u.l_oJog_wl Ulkoc 1000 4520l gjoc
lmicgon0 59 elao |aj) vic gy dnda abaadll
0o Ulin Egonos wliardil aalgiig (M10) "8)luisy I°
J=8 o jleall goni gl "olll" jgAn4 le " iluy”
bJ}_L_uJ_o 2200 G llg raliioll Gany gl "Ll 9| G_Jg}.ll
il aiylonl MUJWLDA.LU\JJJJ_oJ Qéle@lL
Gl Jo2l 1am 59 ypngll asdull ailag aoli wyoail
9o sl o alla Ug}ng "Jae)" g allg "yuaiiy
Jaizo ga Lo paiog iyl sle Wgyio 9o Lo anio
o &) Josl dalo @Jl loila "Jaay" (o omiog
Gl Jual o wgoll 9|u.2JJ gl Blaidd Wypla
i duloc 3paoug @bl s apdad el (o gJais
mﬁgul}_w@dl cgm gl Jogniug gulnyg yniy ada layA
Loyl 68lgllg Juall &ia (o ol olas (soag olle
@Mlmmgmdwljgmq_bgﬂ@ugﬁ
il Loyamig hlos gyl ylaoll aaiiny boricg .58lall

Wluil) sy allg sl pdlell jhosil bywe iy g4y

dS&U_D_\_JJ :&LU@.mLLo@J:l))gSLwLJJ_\J algiug
J=9 9o los daydals ddypin ojlolal gl wigoll clsll GOY
Qg dun Gilabll ULoJJ aynil 8jgny "In ol
029 ala (o9 aypijgugild Josl) legago diliall aag
"Ul" oliigogigd dcgono o gim jgnlloin juu=ill oy
Aol @8lle d jull aujundig lnydie il J=4q (M41€)
Jonill arny ol (rog Lils Ued arn lin ais) (oaylall
g Jullg YLl G20 anglld ylaailly Lail) Al
oAliug blals ba auny panllg gloadl wilow aal o
AGS Ciad 28 (gusll ol cin oxslallg angll e
ugaill jgAng @iraliio 4oy U &8lgll UJ fugd
Gibalal jal Joc B8 ails o]l \_Jga.u agold &l
dga.u Gl Ggplall 509 Qé_JLL.U}_JJ AW (udus)
Ll doybag Jgais Jild ulbo sl Lg\ajla.ll Ukl o9
J58)l (59 ol 28 wpal daylag gl duogul aalsll
@il3ll8 1as sungning @ils jgalloin ggago ol Ladl
“6olaud els) aunug pl=llg jall ] Jgais sl
00jdd 6 3lohy oy lusl

log ynlizll pal yo g (ojll go diblleg angll dla
009 o=l xolito (hojg Yol 34015 g (o dionly
gl Joaiy loaic gioll o=l Jala jgay gl gojll ol

UJJJLQ_J CU_UJLu_LL”uLo_o.LoJldLLoﬁ @Jb.”@.)&.”@)g_w.“
aleleiga Gl 0350 aliigogidll degonos gl qgguila
d40)) 21 @92 wlspao loyle L4jo jjlacl) jgn loyd
@wl_dlqb.o_l Geouoll aloc gl (Aol e gl o)
Jolai ol bl gde gua48 Ay Jdoly g 3l

s 59 Jol }_mJaJlu_ng_o_ouc\;_u,d@Q_m;_m_u,\_o
@ndj aic Lolod iyl Guuli 5l 5240 Loo doila &4y
ali gdeg "Olow " ey awadl aungg ghall
Uo cbud d4jnio jgn dambiio gulniug &bl gyayoll
18 el tign go Galiio Lgyigyl (o Sgalo dygu
w890 e j=ill dlpung &48liegigall ojgnll arni
degonol hgn o8 35l gall Gl pla jgns (suulw
oAt na gl podiy (g dyguw $8 wbn Al o
\j\Jl}_Qu.lJl}JJ_D sdl 8ay)a (ygdony amg Al o iugm
gl clay alia gJ) wilgas @il ogagllg W8 slc nllang
Bpaoll Jlayl ayunga o @l gaug Al Eh9

aslAa polaainb Vbl ugyguudl gadliol] dLo-Cl}_Lo.u
JHgnlig J0ng winig Jugnig o) (o A ooll niluwgll
a9 2wl (99 Ehall jumaig gua499 pligog Gign
Joan wsall (og eoindel alil Lﬁ\g Lol oA duill
i gl iiso @108 duwyaos gl jliy Wlaga sl el
)9 §9 wanll Wic vy pgull Jolai loa loval) s
}_.Lo_ﬂJlg ]l oy dun "8ygidlg @l duowud Lo vuag
ol 6l (o W3g yloadlg uyall duiue (Uil g Guiluill
d2ulng Wanll Gl Loy ngJg_u_Jlg Leely] Lboljsdl ety
UL gallao Jal gl di_uu Jall Y=ol q.la}_o.ll
\QLL_ng_cu_oll.oéA_Q.L&_Jb_ll}_J_c u.\;JLool;J@QJ;l
229 Loyl aalgiy ol Gdagllgall b B0 auyye4
Gl ol 58 Wluyloog &3y wliglao Gguw iy ol
Lodlg kj\_UJ_J}_Q_”k}_Q_” Jou U aujg4 Wliwg=d . sualoll
Al plulﬁﬂ@l@gbﬁmﬂ@guﬂllgumﬂw
5_'5!|9.U q_m_JLuJ_o a9y &o (58lp=2all Ulé.o.” w8 59 lgalg
\QgJLo.”U.o loila (WS ) LO\JLLm\j\_O.L.OA“U_Oﬁ@QUﬁJ
ag9an U gall elulljleuh wni gglaiy log @)lallg g aluiellg
Ayigallg dyyall jo) gmg ol

udlioll el Ay gde cgall In s b Jgladuw
aagll &luo lgJgUis o Al gy guuudl il uyalsoll
oadoc 58 suulul paizd yunlly

s ) Ggae Ul 59 §227 618 Ggae EAoo Goac
03l gy aail gy 08 g dmg 1o 092969200
doclao olgdlg yygue wls Juuill 69 &y wldyns
Al Joomy dsuaiio dunwgyla wlisla .aysly wliggas
J29U 2l Jong dagll e gaile yuggyg ogag



12

glg.{@égmod&uu.omd.o_cml_\_\g@s}_m
dWlg Juibllg Llyollg (judl Jdo dnlitog dalito
o9 q,lJ)l}.o.l.UJ'g )=l _\_u.Lng)Llol U0 Yalsollg wililiidlg
La]locl B9 ogagll el a2y 53l U8 . agup0 Joc
L o§latlg (@ylallg Jall oy dnlall augdl dudic gom
(08 angll L1nlog ain o Jgaall Loslg il g
U 0i éamliio] &gl lnudud oy aug gausidl oy adlla
iy alhy Ug @Ja.llua&_lé.o_\_umgi (08 e Wio : Lo
rOl.\QJ.UJl@le_LngJ Vg &oli U agup0 (9nd alyon
Uols @uiiodll balayg yuolly Lo auuallg diyed (aleo)
AuA gl ol asy

vl gitiall Jlo<l g8 asgll jguaa

UAgnlo |}lsu ayyguudl dua sl daaludl wbyc 1 6)

a4l 189 s puall il wlgiwll Ao gl gl (59
Jail) ulie g jgmla G asyliy CEY/EITEN | FEVEN ¥
Lj\_u.\_” lim gy Ghooll (og .l 3o [ylo =i

Wil 6agae olaly ICLPENLY @_\Jl ool jua di_u.ug

@9 diollasall JUos dyglloll deloiall ¢ilanbl
aoyplny @anll gt JIa o Jig 191.-19€. eluaoll
LiloU " elaguul” @ilgid! gl juibio)l jusilly joauds A8
U0 hhae on gl "o anll ducgagoll” JLdg JAA-IAP.
adgduolly Ylodlll o uin g Mlg uiliallg ol
0guwga 6ayac dlioll )l waalga alaially bl
@il ogagll gl lodn uuﬁLO9 Jors @Jgng A 9J9|
CS[FTTE])|ENEN] Ul ¢ia "ogag U9 wvggHl'g "Ciuno”

Lo 658 JUa wjail 6ayac dl_o_cl @9 el guin a
ooy Gillg dyilidlg &Joll U..L_u_oJlQJl Ol G
bl auypig8 (Lo oguups dyygll dulya il daaluul
o pd aie @3lgaiwll dgmaoll ogagll gl ol I
29U Lagl Jadl o .gpdly g galin gipl ygan
ol alsing valdléanlld4goa gdl Guilio) ogu)
o;g_o_ll U' G ol a8l (99 8o Wl s Ylg Guin
Jugli (og plial) dunganall 634l 3l o Wle g daugpllg
Vgl 298 .&8lgl) anlill aipgg ylis Yot sy unsb
gyl elaall go Jeloil e luiwig elainll dlywg oll
Aamiiollg &8lgll e QU U 0)an 09 (&aald Wydgig
souioll (98 écgifog 83axio dlioll ()] &adoll sogll

o gl @juo duaiia gle Aalgis ;g_xhaJl‘UBg {Goguuyoll
saio ddallg Gluall gus a8kl Aal guln clag
A2lgli dugs (pgo gl U doalo” dcgono g8 Lanlg
hig 518 634299 8020 BoAa §pady ilay Ay agiun
Laglghior lakay) yAo)9 Lonlog Lijo) lasy Joni dnghll
0y Y clowdlg uayll d8lle JUA (o oy a8l (§paiul

JUa yog spalilygjao (o dingl g\ﬂ Jill o)

289 .dosl lungan slay bbo (gl juallplaaiwl
WA Az ulag) A=) 58 Loslhd awall jgan jgay
Bl el (amdolla aan0 HlAao o Lle ody aia)
Gilganllg @ggnﬂJ|@&LbQwa@AJ|uuLLU ol
gl doaal CIQJ}_Q_” Ulg.U| Ldle &y o129 LJ.‘.LL”Q
aspall gl malill o palaadll YLl ygai gl g
bl e Wliall dol4 dpuusi dd)ylnig .091_39.]|}._l_+2'j9
[3gdun aingl (59 (Lallo) 5 a0 joc joady el juygaioll
Lp.a_wdé_l@ngng}u.quI@.LC}Jﬁ}JJI&o wuldl o
ml@.mqm.ang@.oJ&l@ch.ﬁleg @).u&_dlq.:ngQ
ubypagacgago pady gilllallo vic Jo=ll wilon ol
9L i d65lg dsyy duiy)

Mlublwmdgl}o@l_c@iﬂmw_wyroﬂ
w98y U9t gl alons éxido yugdy iy wlegono
JENZWES UOLQ_LLJJluﬂSLJ\j\_QDJ Ul algw (o 2lbusla
JUa o 898y angad aollo wigias wdgll wls (gdg Ol
HAaidlageus Gye) Al ol (gudall =281l ol
_\Lo_lu_o_oClJa_u.t_lg WJAuidl Jun 019 Goc gJl 8310
hyny ;Lju.u U .sguwll paall odd Jia o wlslopl O3y
don0 gl laws ygay 28 53l Joslb angioll ol

Wl A il ndug g 3l élpall sgu Al Ly glddouw gl
iy ccladll ghall lim JUA (o lagani ailg )l

dgyallys (ungy Jgd an e g i) &olall 8g8ll" adoc

gy angll peniy Gleil gl uLuobl al bl U0

(03 09 £lidllg éygillg oaill oy rmgo A
agypo o) s il eldl ] o clealg ywall )yl
Al dggjg_u 98 pgnilllin 54 l.u.uLqu}_u_iJ
0d 09 Licloial laeyg suxo laloc (59 aaly @.\JI@g.uJI
101l pdyg - clasllg sl la {uisoll aypiygull g
o) (0 Glbdill &9la ol aaiwl s o gdaaduill

ol iidllg wdall Jaad (gdga ugnigunig elgag

84131 oo ywjaoll e loyano joall 3405 pall ol
aldj ol lmy 69 bl a9 oyl i 8palalg”
legi angll gni aunn 8 YUl Jgby Loa "ajg pjall
Uog il al dip o lojanmo 3al auad (e el (o
yudlaag og. @Jg.n.qu Jloudl 58 <ol (unlallogag
0929l jpaiig.allocl o maell legago s g 3l auuoll
=0 llio b Lpaai ailoguy g9 &l U Lo o]
Vool jue o9 Jols lomd aond 340y Jangll 59
daglll 59 0939.” 2a=id il wdgll g9 "aslucol”

¢ Jalnllg ol Wllaag 6cli8 lllia U0 &laiig
@aluollg éliallg @lgn ogagll gl 48liAy Yujaoll iy

odal iy Loy wala)l YA Joni) a2l Loy by gl

Wl AL iy OV lgro uly U ) roll pasdi gle
Al ool jnlic JA 0T 0ang ddllA (jo8 amng angll
oaup 1313 Ulgro vic angllaadg dnglll Lad auls oy
a9 i dcjug Jlidhegiog wbudl Jald jay ang
Oluig 83300 dynaih gl Lales legago Cliil_'\ ylall
09287 oy U .aiublanog (il ol duwlwll domoll
092004 8)liwls Loilg @uils 8)gn8 anglll 58 angll
o9 oy s (pog o) gl dsyy 3l g angll ] . 548
099l aing) widye dylaill 98 ol &) JUs (o pllll
dcgono d dmphs angll yl Joall Lilkol ling dylaioll
gl Ol ags angdl syl gl o baoiuno dyig)
Ubga @lay wgusll aalil 54 il jlkas @la g8 0gagllg

logy wia Lo plqgg\j\gug.oJLoJ_qung_\JgJ @il
a4y @la 98 eyl angll ol gaw dyrentl dlocl anl gle
wwlwllacgagol gllgo Jain wlieg jgalh G doils
8lln il ayys)gy syl o 381 plgro @idl 28] .angll Jga
gl ells ;AT dg . Jaago e pblboll gall ol (o
&8lan 8)lils Lodlg qsny Yooy Guyla willa (e da5l
09wl aauidd

028 .dagll 59 5)90 JaiA Clgg.Jl)g_mgU_c [RWE-3T3
wmwuhg.o;o ro.mJLo_clk_g\Qu.uLm.Jlu_ogA_c
.l&_o_\_oalulang\Q_\a_lLoj Jo=2l ;Lmﬂ@gq.oél}_m
q_um)_oQJro.m_Lodé_lg WA 229 agdo (gleg
gluwl Jalg agdlljanollg 3101l &l gpo Aaliaoll
clig o ulagJ@Bm_Uajg_a &Jl plwall Jgais

U=y éhall Gon (lidg ©)glaiog ddnllio yagaiull
sl daad 03l8 gl olasiwl ge Qildl guighl aladill

WLl 350559 hga s 54) vie paa sl gls a8
Uloldl (o (sl yulidl 8La (o raliio asiio
utllgall dcllg dyanll gawlog (s piiollg Jgball 58
role Uiy angllg Jas &wsls dllay jeno Jall wlaollg
aombiioll gl Ay U gm 8 0jgin oy JUQ_I.“U_CJng_D
dgﬂJlé‘uo 5] @i ol wudils JAdu A Ledlg Spblio
08 118 g élall Lislg Sl ga ants gasll l8
'@chw@osal abw ygay o Llleg aingl aclin
819 Jo=ll 59 Lawlwi Ug4o cuny 5 Mlg wouiall
Gl Jo=lb <Wiollg élpall pgmbog dyypcliy o el

U0 oald)l alogudl Loy jo il dals ddlon gai Ldony
sy Al caall gl aglul 4 gadl gl
" wda s gl aalily

6ba Jgo i gl Jlocel jgaoii (pdlus 8! Jlie le
loyarno 0gagllg Uagauidl aoiuid U_L_uL?_H i
dﬁ_uu@_\JluLLuJJlub_og_xJ q_uul&ou_okjuuhuldi_l_xu
Lymga Gaio Clag.ll ialg loloc G698 Gl puslall
Gl UJlk)_oLLchqg.oJ_o)LoguulrQJJLug (BT
o ladoc 54 JEblI oy roiyg G20l Ll pualsll
&o B)gnlldlla (o aani.anlgg @ilg anlg ha JUa
Gy ol Ay w9 gl oo UQ.” 6‘9 Al idl
wlalljganll G i by Ylocl anylis .4l

W8 YAy eaby) angll Jolid (98 Junaidl g )
ogagllaplle ol .loiulay daghll clad Jiny (apdiog lan
U0 gl 8puall ygu=ll go ylalil) anlgo JAiiy dordo

L Jalga)la gy o jw gl) jgasll ey ladils

B9 pijgua s bill dogmoo (e angll ugnias)
00 UoAaiy Loy (gulbil ulad ylgrog ujaoll a3l8 wilagl
19205 9890l lan el Y8 (=0 Ylu] jugni g0
o dagh wlgiuw jlao Gle o)JAaT I o9 loalocl 98
Ll A illg Jooil Lo guaidy yol ¢llid . sidll lomali]
Lals Il 340 logag ywjroll Jlocl plao (08 Aaj
Ayl G @ghiu g Ml JAuil) sl il s Go
Ulie oyl a8 a5lals hglas JUA (ol yganllg

Uy Layse angll yghug ool hag waill hag (HUjns
b9 w=ly g3l &gl Eh8 (ot angll anlgi. O
g deuilall a3 dlia il laicbo 98 Lulwl
a2lgis ylgdl (o a4 dcgono Jolis JUa yo ells 4
anlgll gl yall G99 anlgll Al 189 aing) (59 yuggpll



o= Laynog loalo wilai sl CLUg_UJ_” dayaldl go aidlic
2ol Joni U.ug_o.oﬂ Uol;_wJJ 058l ogagllg sl
Jlayg cluwig Jlalal d46,6 65loss wla=ig Jglaily
Blal) il dusilugll o judall &o auabdl dguiig

usiliall go il d_m.ll e yaadilg ayp)gull aal
@4uL1uJ| ynoll Eu_olg Cu_agm )_Lél il Gayyguudl
dols daglg uglul elil @Jl 63l loo ealos) @}ﬁ)-oJ|9
el apund Joa guwbwl JAiin j9aig omingr 30id
Gldg @la 59 =i g wbdl yubd] g ol g 3l
ulJgddl o a U ‘\_JlJ}.” sl ulaaAa i (yeg Jan

U0 83030 dyygln wl Wlagdo vilon A8 dyiall aiyyal

Ul dyguull &g8)0l (8 (og bl dygw Gili gag

L0 G125 Lo ol €poll priss il Sl Sl
j5 1 ol it )l Goull 0l 0gaglé g agol
JAsiu acgago wlbil Jolidy U .doyrdll dyporill ogagll
Gl Shlan o) 395 98 kol by, Loslg a=ly
ICSCIPHENCLEY Bagyad lasla) 8ale] @J] bielus doyasll
afyanll alusil anllal 1an 6,611 Al sy 20 Jalso
¢330 Loyl Jngs cun (o Gl gadll 68 pass gl
dagan gu=o ailag) CX d&_wﬂng_oJl elli aliosd dy)gl
gl gl &l gle LJLLoég Lugiyl gy leulin loyui4yg
d4alollang Jiny @un Lugij poad dalol aupijgy joni

0o ggall yo el Al ayp5yeul Jgag daglll &yj4 0
pa1) opadl gl &o (el ualadblg udlacg dinnal
Lﬁ\_QLL_IQJl}JOJ._o.” ol 8lal (ing) (59 Wle Wyigoll i
ayglawllg duluaill dyn ndll legagoll Ul alall 59
kg_u.u@_dld.l_l ulJ}quggJ@SLo.m_okj\a.J_o_\abm.oaLoJl
Jonu g all Juglil 818 (14 o0ll (hog 6408 &ilan gl |£_|}Jc\
wulgdlh s pas "alig” wlagl g9, Loyl gl lasy
=il o b2l Ay (o lhg WL (jaalgiy

0o Jolic jgan &o lojgnjdnlhrg dipoll lalialai 59
ds2u guiyg Ll L lsln 3l ol olalldeylnll
@il )L Lo an gl Lja sy Lx&B|g Lolunl Jlochl el CX
&yl o ngp_u.ul 28 ailegago (189 CL&.LU[Q)Jl Jud bo
gl &o @iloly Joleil gle roicl 28] jylnlwilg Llall
0gagllg bl lalacl anls dypclib ayilic &o (ol
8)leiwla adlall silsoll wlines ladon Wliyg (gdallg
a8 dllon o] A8LAL L4 wg.ollg allg Liallg Jloal]
Glagl g dnla

Junlaill e sleillg ol jeans so dypclinil 44819
&I g gpaeall pdal wloyi)gr gde lio Gulaing
ol Gl sl JA i azssjo ! Jolid iy s

&o uAa) dyclhill augyll daglll ogmdo &o juud an
o281 dycloiall &l (o roiuo Glao Gllay Lol
8438 JUa wjail gl 69 jras wiloyijgrs ool
310li 8)9.0 e G2l o &ulaiunig a0 G auwl)s
JIB Go ig gramallplbli dng) 59 &g duyro §9
Wl angill Lyl @ye 28] Gyl a=éoll Jag yuwbdl
Wl o loalsyl GOl dype @yan dagl oyads
)g.lé_l_o_llg a2l a9 Al (9 olo il JUA (o dag
u|93| ol &9pajll pnlicg Wiall gl (gup=ll laallg
@bﬁ.uu}.o.l&qug.l.ll@ﬂ laJlaa] Ao dbiwo dypny
" ou2ig Jaclow] rcmul 6 laisac 59 lmJlio aaig
Ayl A0) .Joggl_ul)ALOJl alcg alon Agono0g dJ.CLo_LUl
il e puiliol Vgm &o aunllg aypiygul oy adi
o9 o guoll paaidl Ja bl (48 ]l g=dlgll sangll
Ul dig) eloc g dudys) yalic (ros ainles
il Yol Wi Loo 8)g-a0ll Jlibll o dyguny

JUos @Mﬂlmlmwwbwmlw

Ol e low] al a8 (o gaupoll guiladl aysyg i

3 ygl gl Jooll dudlag Judgpll JAads

o Jodd ((juyygudl U_uLuzll G o;.qu &unlgoll Al ul
Ui s 6agac @liollg éyyguull dyabJl 69 Japl gl
290209 )9y Jrnig il Gaung JUa agonog dus
ulnd ylgjo Wblayg yluind pgaroog Juclow| ousig alon
awg (8giio lolle Jios "G9al clonll" yl8 (il
Liio gusoll &oinoll (re Wiliall Jol4 laliao Lulidiwl
o=y fgagoll lam Jolis yld Ildbg (bl il
ol @dliegigdll ogpl 1on0 jgn juisi dnlh &gn
ELJg_qu 8Ll eloyyijg) Lla Vo wilips il @Jl 219
W)l @98l pacg (Joyil 9o paila lnoi Oléa
U0 Ugliing obal ygiauy paild pedla (A 59 9l
eLuleu_og asylall (o dyp8o sle amg gal @Jlulﬁ_o
Guleo <lunly Gla=i gl &l iUl &lapdl slaiolg 390l
=i dolisoe juyleo Wiy 0a6i pmila ) dala aljldlg
Joleil (99 poi8lely Jioiig gl pluill sl éyymga)
U0 8a0iuuo Gogl jen yl.pa il clon (599 Yynillg

(ibne Gurolall )l 98) gujilus 911518y Jud Lo glngll ¢yl puiss gl INE pole (98 a3kl 8 Looll (98 wilins 448 a5 a g @ ilal Jadlo ©

aclilwng gl gledl YUl

8)9-0 gl (5l 3 oy =i Gullg apiygugil dol A duuill
Jlao wleg auai gliall Jud (o sjaio dunad &yls
2wl o Wgiid ol il aagll Jauiy ullanllg éuJLdl
JAui @b&o ula 3] gia @b Uald)lg Ug.mbpéJlg
ayllaiall gl agigall ugéall ladg d_olﬁ JAui of L5‘-U~3
8jaoo)l &yl aollell Joay aillg @)&Jl o a4s8 b
Gro9all gaulull laoll aay (@agl) &ild Lo yaaiil
W= Ll dlla (rog dygall wiiidg q_J_m_Lqu@.LC\Q)_v_LU
dcgonol Wlutiillg Lijocg Luring Liiugn §)=ig (5o
uadil JAg (o)) wlg-ang gm ang Ja Al gy
dagaill gl dgolnll Aio ogagll (o "dcgono” ayal
sl &8lle juc angll JUa (o Taw a0l o Liglalg

Ulso gmg rallel) gl Liiadli 9o angllg rollallg dy5lL
MUbgiu angy gdduld a8)" Jgbi dalaiuullg Jusiwll
6209 Jadiuoll uasudl dyn Yl jaDl Jusiwlg

) &l5 dunaleo d45a) angll um iy all gle pliaill
ol el gl Jony aisd all go @dllell s ¢ro ojlall
U oLl 18 w3 o aslg .ol Al e daay ail aidyso)
s 8ol JUs (rog ol g JUs (o U] aijgn raliu
"Ui* il @9y 20 o Liamliiy jall s of La Lijgn aombiu
Wjgn we cpoll Wpeiy G4l lioll cicpial 28] (il

@lay 99 Gy gl guiliall s apiygull oy gl 9an
dny Cioy g (Liadl Jud (o duils aala e @i 8l

3 28] Lo yaiuh o eayla wlla ail sl gy Wan)

JHo paaidiill o dioaiy oyg Egagoll lam Joli
dgsdall jdaliolls (gyabl auaullall sualgoll dallso
Ol (o Joll Juadl ol 2614 aiolall dsyulall gl
&nlgoll viilag duclidnillg ifu_vﬁlg.ll alagdb uyygudl
ol 26 @J}_Szll Ul o il (4 oy Liiio @gliioll

9" gibgll' gl gu=iill 461l dulaoll @il o aollos
ol asy

Glall clgall 58 )G9 ol Jol s Judno A=)
Jlgl oo 9mg lowlig o bl asyalgo yog
Joid gily sl o ddganll agiall yujlaoll lguda (o
Lodlg Jo=JI ayigo 9l €grg0 Jomi U el ells ducldailly
Lﬁ\l.::g_aJMJLuJ.oJ\gJS_uLoJLagm abie] gde Joxi
Glogpiygudl (o vl CLL.U}ﬁ};ﬂ 20) .doguyoll puli=ll
a2y nyg . dypln wlinoly Gdiion]l goinoll Gl Guoids gl

aypiygd wlda Jol ul a0 Lile wgollwll pllll 59 lolg
610l gd] sg=y (gollwll pll2ll 58 Al Gasid

Gl guldl xon0 UUQ_LUJ_” Ao 8500 ayaaig dyiloisl
a8 laduudl Al ¢y €0l ole dyipdniln bl aid

@igo aic Jaialb wel ailglao (4l WGl ol aally
Juia uiaoll gLl go glaluwdl wdda 281 LIEAT ole
49 Jo=ll jlail pliadl pld 1dlg .l Layyiygr il

lin a2y &an 28 8l Ga) yglaiol) gl pgmbol)
Gl g9 pall ¢)go cliily jila Jgby alldl 59 el
@21 loyd Llndo LS juisy gl alasyg Luudygld

b sl Gl s gy gdaioll puupllg &gl pgmoo)
99 jS)0lollg anglll (98 A0lgioll 8)9.0l) syl pgm ol
a9y el wal wlalla wuloi=ll bl 59 Gla 28 a9l
}.Jg_a_J\g\Qq_Lc}Jlul( J.aAanillpac _\_mrog.m_O.oJl lim
Fegollwll il Gla el ayyigl

Ul s aypygll yyig jano go o A9

G4995 Ao piliall a8 o alglili ol a3 A g w9l
el jlsiell usy 3abl gf d)leoll Lulaol Jo S@la
a8 Slygl 8 agpijgll uass el wyyleil
Ul 68 029 ayp3)9ull jpgnd K8 &b JUs yo
}szllu_oJIUong.oJLol CLﬂ.m.LJl}_n_c_\_mQ.Loéb@J}szJI
3o L=t jgalall wlsy 28 gl Usitoll a3l pgmsog
PENENFENPE IMEY IN W IPE ST E TN

@_\Jl Ulﬁ.o_ll 9o Lo :Uim o oplad 8ayac @il dyyguw
30 6l llg Sugull puiliall Joc (58 aypijgl alsoiiny
Ll cauallayysygugillayyiygll gigo jlicl 4oy
Gl poll" 5148 yAsoll yo Jmg S5l pmalil
Glall xie W ay Vg Saiygl (18 U (o "ynl=oll
299 igr9ilg apygy uled Al @y o GUaI

63110 o)A ani o dpell 4l yugold aanijloaic
(o)) jgn Giso) a4l 918 sy ull Jals
Jg0id "8)gn" dolA oaniug lodlg ()lgdIb aaii ang
Yo gl dola Gluil dpnii 8)ga oy pLidll
U ol paas Ja jolud s gllg il Jal o
a2l gl .yla \.LSg@qu_J_LCLQ}&u_mQJ@AJl cguidl
alapaoll o mall wasiwl A8 (o)l ddlsioll CLLJ)&“
gyl ygiddl puylao pasiuwi pgld suyell Jubl o
dangll pgm o) &b Jl go Lod alalla ol el
Jllellisg opall glay 98 Lygl (o 289 6 3l dlsiioll

Hans Belting, Florence and Baghdad. Renaissance Art and Arab Science, translated by Deborah Lucas Schneider, Cambridge, Belknap ¢

5q70-69 .p ,2011 press of Harvard university press

15



ol wlag) g ailegago g)la Jglid lavils syl
Gl ol ijl clapll &0 aiallg aypijgn) dowys
U.uLL_OJl Uo laare uu);g }JI 26 §ln (§u9g7 ) kj\_o_u.LoAJl
woluwll B9 Qi o AJI@.\.” Glhno 54j by oo
oloially 990l Jglid 59 a8l pAawllall g=dlgll
ol loy8 jgny gl aingls ogupoll Jsagoll &o iy
L pady angll Junloi) §u1dag s=8lg Jrnws loydg
vailig &4910Jb o Yluw] jrgaid dlyug Lio oyl
8Ll

apunlwll aysygl daulagy @)l §1893 wilag) ljh 35
)Lm_lob CUJlé_uU CLJ_CJ Gl dun ro_uJ}J| @Q Amioh

s (o oy g 19 W agel) aulinoll saylall jalaoll
aglao Lyl 109y (34J rogupoll aauill glc @y=ill

Los & il) guudill slalalg \5}_mgaJ|\5\J_9_oJ|)Lm_|aJ
sl 38 Lol all £bitag ol gl Jgis Uil Ll
kj\g)laJl}_m_lo.on <014l pacg loymlgag <Ll §5lon
Gl g Jalall ol o)l ais,6n G U il Jasleilg
kju&.x@;.llqgg.llpgm 1929 EJleJU_Q_”CLQ_L_QQLJJ_oJ
Wl aala. b)gl@ﬂu.:.\jl}.o&”d.llgl Wl auddl gy
uo Al gpall 98 Gaadlagll pasilalg g Ao lall ol
28 0929) &4l hgo Ayl 13m a8 225 U Ulg e
wllago gle gl el 3goill g gle Ll wipol
oyl 9|)0Jl3JLJ|Lp_'ul_o.uo Lu.wd.LoJ\JJAJ@\m_Cl

o wllnj aunl 26818 aAanill pac &l &o Lol (ol
alpoll paadl) sypoll ilall yus sy gy @bl ylioll
gl gla guise yuolAl gyl aiio y9g Aoy
Al olauil aud sl wguda Jaio &o LWL roanp)
Ao dionioll dyalall §o Jos)l @080 58 jgnoll
b <la 28) dpdall o ayging log "yla) plao® gy
ailnllg ol Jloyg clluddl &8ua oo &yladl 518 ayyiygull
ol padl 98 agidll nc 5109 Lygl 9 dyjlgayl
ub_n|d_J.QU_Db_OBLLL|QJCLU_U9_U|Cl39JLUlﬁ e
Gilig ygnlloim (yg4ai lo Ldleg 6.0.13.0,” w9 aljlioll
a4 lo)l dyoyalall ciold o ayjlgayl wllg dgall domo
JOUL uise ol oyl (99 Lunip9 5.9 jygn Ulg o)
Glanlljgny gl gl o Ul4o ual gm agpijgull 18 o
0 009 aywliw ol @iy &ailgo (o oAy Loy duay)lil
A8 gudne gl pall 519 $9l3 9igall jugnill elyial )
gl aiga wg=blgll aysjgull jugas gde s sl i
iyl pgns aunyg Juall) a8yliao )gn sy 3l
B9l e Gl uce dnwlgy

197 ole yuin jUAINI Lagi A6lg .(Juni sladg s juidg
mﬂgwamb@ﬂwuyﬂwdglewgJ
&0 8:a9Jl <Ll wub Adg 00 59 leidydo jhe Gle
Lod (5 19019 pole (8 2ol &yl QJJg_m_o:Jl))_n.o
ol aunlya lglay Gyl Guyygudl Guiliadl oo Ual asy
wgag Jgla 3bjg sguro ol Jliol duosslsliosa 5
oty guhcawlg galc

UM gy gl oLl Slgl o Gyl (§49 95 jaiy

@9 gl pgadll 98 paditys. Lygl 8 all gy
|-019_ch O syl \5\9 Ldle gulnllg duonll (ygioll auda
We WUl diuwlys JUa (o glaiuwl Wlmg 19:19 A0
o)l saaliie a ayil Loyyg (ygidll wilalail ulluwi
}.u.cl@.xﬂg 19.. role lasl Wb 58 puoladl gdgall

"8 @duna’ acgago olag "aluoall" dusal) leayo an
ool gulioll Uo el gyl Ayl ie &5 2 06)
(oA U.Dpél\_xb_o_uulg Jasznllg juall gopndll
(ladun dpd olaw sac jglad loo) Wil anliio Ug_L.Lo
dayclinllg CUSp)Jl vl gl ay=oll a2 Losd é_ulg
aylosll @l9| daudgll uayleoll Wi winig 1Gg 1970 roLc
Oalol (o Gl a8l 8 loiog (JAS (gl duigyell
48,9 449 sl 28 sl @)&Jl 009 qodll (o 8¢
Lot Lo @920 Ui cuayil Gl &g 59 dygluoll

48,9 aguh a9y y9nd il Glo §4995 gl Jady
Lusis8 pode o Lomanl arsolung &0 uslgoll Linghal
ragudpall asll payseo” dol4 dylasoll e WA Ciga
Glooi paio aagy dullaiell gleg Aol ple Jonu yalg
o)l LAr=oll 98 it Ly 18 a8yall b 48 28 pndl
ekl pugl @l waagi plsll yudi $89 .uuyl $9

B9 dowgll o) cla lim (yo0g ‘@pl @on cyal 1ol CY
i ol bbbl s elasl visla dyygaw Ul Lole dagll

5_1_0_1_1 $9 8)laoll (o sl jolay daglll @997(|qr -19€7)
Qo) 98 (A wlls bl JAuiy pguwpoll ayigull
Jmud e @ g loll o Ju8ll g0 anlgo gon
roloimllg doyliiol (e Cinull o JAuid) 66,85 8amliiiog
sy=ud U5 plag Ll Lighey Lo) aagll @ollo Jynlei
Jaa il gl @8Lal (81 Gle viow) A8 dalll gl walall (o
gl jolay Sy yinghald dya ol guglloll sde
Al plidl ally 59 Gt dudngpio a8 Jaib gle
w0 al 91118 il oy g 1l Gblodll Lol s gl clayllg
}.M@l U0 aejloll aagll audla ) ij_w_o_\JUlﬁg}_le
oimig Mhul JAuiu ddanleig agyiygull jud ol losilis o

ey o) pul 98 adgall a)lell iyl 08 o3 (rog @agll gle k910 jae ALl Yl 1an il 85 Linoll widg Wil &u8ls @si Lisa) angy U7
ol bzl (o Al Al il gl guno Jdo Jga (o uad il wlslie Wlinmd dygudl dyeluoll @858 bl aan o)l agylil (o Goail U
ABCLﬁJLuJ.oJ|ULJGJJLCL||G.LJL1J|M}.0J|@aJU|U5.oJ9 U}£J|6.Ua_ou.ouLu}m9J|u|9.uu\5\BroJL0J|\5\JgAJ| ol g8 csyld 28 &ygluoll adyell
a6l 289 197 ole @Jhﬂg 9. 1,0[.:ng| Ayl lWywlo &gao 9 "ylylo=iuwl® Ul.n}zoro.xﬂlﬁu_l.n ouJlJ@.QLuu_JJg LLLLLU}.QJLLQJ
() 19V ole gl 1P ole "yuyloseial” U9l paay=oll 99 b (58 wiod a8 ddpall das)line Ol gl canlino Gugllo @505 (o 4341

nr

@yygan g9 adglaiig ayyiygull

Jadl (o ay U égygll el dpiall yulaoll pe Iaisy
d.oszlldla.o@gq_m_mdp_\ﬂm;w@s@u&udugﬂul
Gelull i) i U_C}_IQ_LH GJgall gog angll @J_c
a8 5 MNAVP-IAAE (s 20al 2020) G9liuill goun g_lJ
623 )0]l dunsuindl LAl ool LJLD.” odle aoguyy &o
Gl gailganl glud gle &80l galdoll 59
wuids 0] o dilag) juisig bl 69 gl lgpol
Cl119_u1J|Uo_m_0J|U.oCL9_La|9_0erJ.u,lu Jdnunog ggoc
Aoyl 2618wl gJl dunoll daugpallg dgla Ul wllang
aJ alelg dusuill palloll @9 &alall gyl Yol gl
Hie gyl $9 dglailljgng (i p9 Gupa ye 8Ll
Egag0l) dglis ol U] Lopaeg wgllall 13j gul &3 599
| adla] aaluoll go Joleil dbyylng q_ug.Ulq_J_U_chg
J& gl jglhaiollg Jo=ll 58 agagoll Ehall donl
=l Gygnoll A oguugy s an gl lijaay &l

w5 alleoll jie Ul o8l (o Glawlgll 3gono gy Guny
o TPV role 5l wloléog dioag dluda wlis ()_wu'@j_ll
9J| 6oy il Guiony dlall Wb (58 &algioll ilas
o U alauaiitig almyyiygy a.u|LLu@9LUJJ|M
ag) Jdo duayli alinadl yhled wlegeloil gle
6218 anl az) gl "Joluoll all o adgll pul AJla
.rcx_m_lLLa d|9b d4a)=0 6\9 lgojoy od (oI JSUall yiuguall
ol el CX Lm.JgA gl @tall) gdaall Junwill u&i_lg
Aolygls G99 lmomd (59 1)92 )90l Joul CX

dylay Ao &g 59 ALl GLudl (59 =oilg Jaillg
'-‘L:g.Ul rog.m_o_o Lusla L5\.” dag loaic UJ}.u.lSL” U}_O_“

O ) legago gl o)g0 allss gl duygll @lsiioll

Jobl Jaall plaso ol s Wild duigjill ablsll walag il
L_JLL.oJAl5| \5\9 U_Q_H lg.uJJ_\ a4 U_J_JJg.uJ_” U_J_JLL_Q.“ U0 L5\Jl.‘|\_”9
Jrinog Glla (§4995) Yo yuyl §9 paio yasull dyype
g sloa 3g020) o log) 98 gy Gupsly (s

9l (U)ol @389 LA §8lg 3L6a 39009 Juclowl
uylagrg Lidgn (999 (suibl wlad ylgpo) pulp 9

@9 &l gy il guna=ll dloa ol loa (\_llJ}.“ wwbdh
LDJ.LSIABO}_manlkj\QU.LLOAHUQJ_OJlMdLm Jno
AGg .yl Alldl (598 lmcgi po @J9J| aA=ig AN ole
omiog uyll il (o ayaell sl i ciya il
o=l plalig g9 jrnig 2000 52i8) Jlo (uyguull

Wl duwyaog dygudl digiyll

asyall )il Gl 28 &gl 48 KU weinlll &on
~galuoll @I Gp8ll Ao Jnog dygun 8 Aoyl

ol éyylantl jgnlla s gl @lioll (o ayaell dling
Uguly Junil Jlios wiligdylll digjoll duilpull villaghhagll
$9 L 29290 Galol gualudl il gl ag=y 53D
@l &y Lol (Llayl Luuiygld (o8 duiygll duidoll
@il .dyygw 59 Guud Al pgaild ayanll ayll Lidiso
s 28] e @bl gpall o Gl aaill gl sg
69 jurodl Jsa Lo gmg dulaijudl aliolll gl 9.0Lw)J|
Oailigall ailiall pgug ailel ] g pluall Az
q_JJg.LUJ|QJ9.QJ.J|L_J_\.3J| }uuL)_oth ool _u.oguiJ ben
Jolul k5\.:>.J_L.U.J|Clﬂ}3)_1|UA)_J\_U_JLJQ dyngna yisllgyls
J9n ol gy Ll 9 dyg 99 Y 28 wligyl ol
&ludl Gdll o il waill 98 yile g 3l (gulall
)98 dyiligullg duyyell pd Ay (jlvg wla diyao cj\Q}_UJ_C
doapiy plig lbllaa Gl La wuiiall gde aligayll

i dogliie Wylajy linjg Ayl @l sl go aasll
Glbhghaoll 98 doaaiuoll Jgnoll glic 68 8aalgioll
82 olisows Lo) Lutiwgo jgroll Gugy iz dsolluwl
Wbl o elaiul Guiliall o Vil eulacl gl ada &y ol
0o ol Jgl 9o jgnoll alll &z il 210allg (bl g
olg Jlocl &ili 18)g &igasll gle &gyl wais A8 dyygu
alll o2 &0 Joc 289 willaglhagllg viligéll jygni 58
Jotwlg Lilin (ul yuass 022y (o0 <o ol Liilia aiyl
wlgsyll wlegago o)) e (rolil pall yalgl guin &lUs
409 xoll sl jgn Juioly 854509 dnnlinio

&0 Jgni Lo Lle yuuyadllogagg wyryadlly cjasll
(233U paiBailo (uipea il il paise

/ chisl pll digayl Jio (uibola (juioud) (uieddlg
J9aoll yuaya gl wuudd gl lgalo

aigd )l 99 &6l Lullul &5 ¢y juroi! guaiu
Sludl U_U)_O_H B8 s Gl wds duyao ségyguull
woluwly wadlg LJ_LOLO_L“J Codml a8g gaiie (polidlg
liag "dyhnijul =) bo" sow 52ul8) @5.14»15

@JJI e gadue gl ol pdl (gd] ag=i uLJg_o_Jl

Lol . _wlilJ dunog dsss vilag CLJ9.0_CQ_0J}JQJ\_JA_0.J
sl L5\J| sailsllg Uu_\_o_JI ) a0 645lioll ubg_o_JJl
wlaglll 65l G=dlg wolwl oaus Gd e &wlill
Glalioll ] glanlg jlgil &o a5 wila gl cu_us_ll ayigall
*.duuadoll

Elias Zayat, The Icon, in The Second Syrian Icon Exhibition, Damascus National Museum, Aleppo National Museum, rali £gAgoll lim (ngny®
Agnés-Mariam de la Croix and Frangois Zabbal, Icones arabes. Art chrétien du Levant, Institut du Monde 1999 Ministry of Tourism, Damascus

.2003 ,Arabe, Paris, Editions Grégoriennes

auiaillosm w8y 28] il el g ol jnell gy ax8yisally Ayl wllanll o] s dliols doyaall jgasll g elajl wle ouyll 4ids 3g2s°
38838301 98 Lloll 64 ol ol s annl gJlg ()l o @lis] JA o pive golullg bl )l (oo 18llail &8 i)l canyal ey yllingh 3831001 dyaos
dyiloisll 650l WSl paog g 38 el o Egill Lim Linil o3 (gl Ginoll 98 Jladl 9o Los urigi (98 2laill ke ol dywgll o Linil o] @l

"7



18

diog oygnll )l 28] .aslo gin Jronllanag §)9n
omlpa 3 Wola wnilid  cLssblg Ualasll sy dglayl

oalie g9oyalng
Eguagoll Launadg ayyijgull

Jindo angll clos) ol 1903 5.8 ool ayyigull v ul
wla Lﬁ\.]gJI}JJQLUJJlJ Jo_u}.og Q.oJ_\_OchLw_\—QoﬂLJg_aJl\j\Q
Wl ag=i gl ollel 8594 30)l Juiloilg \5\_1_]_\_” LisioJl
289 .ol duyla dnll4 wygA 28 (oyardll gl il
wila Ldag Loila jala aaglld .alivig oaiso d] JA yla
8] adlll doml wuils Lol4 Loan juslg Leluusl 34l ¢ gusll
Jgas 3kl gl alball jgals &og 12 loadg
69 La s anig iy dilys g Loliao leylia angll
H9ad 399 ol (uall §8 dlueajog angll ugal
A" amag) Lj\_mﬁ_\g_qu bl gJ] csue]l Al
Wl &apg "glac 63189)" G uad 59 jghioll YAl
ol ayguw 59 Luugal ¢llo p_J| ol ULJ )43 Fro ple
auucod| ol 8)gn gy 3o ULJ Uloyl wad ylag Layyo
o]l _\J.LqucLagjg_aJ@é_JroLw}JLLsu_Cl 0glodh Aoy
olno @lmo Ly demoll 301y )l ja6y o pludl 4)
aaollo) 318 amag gle Ylall Yo dsihd apuoll §4g9
oanl ) dyjlacl d8ypin) Uilodll d2ind gle isila A8
odg fuilyudl duugiadl 1) 65 (59 [an &oln &ilao dn dll
Geny §illg gAadgilall gudhhll sl 292 spaland
Gaplo wa b il LA aigpd duuasll &nd gl glygd (05
Qjjgn Wangd . apuoll vpudlang wauog dlalall

Liel 28 Guijglawll (usilo ) LJJ_\.LoJ|@.ch_c9_LJo_o
&)Ll o v U lmg (a2 an gl @J)ng}j_oJlg}Jg_o_le
Jodag od gingi o 9|amd|ehu9 Egirgo pl @l

)43 loa @Jo.wgJUg.o&legl@u@;x_u.LoJlu.OJl@S
W99 garuoll ol aiell giall &80l Jlo o]
uls. UJSA.UL:.\B@:J.LLLoJluJAJl@SUJquJJlulng
MHonig. @Ag_m_xﬂ UJ_\_” 6\9 aic boloi wliso rog_m_o_oﬂ [N
il oy JUA (o 0pag-05 (400 alll el (34T rosn0 Lyl
axngll @.uJJlulx_ug |A.LL.QJ}.L§I6\.O.LLUJ|UJAJ|6\Q}_OJ|
W5dpo J1eg Ghno anlg alll U )l ol @3Li4 g (A ool
U0 Gl lim 589 (584 0ang Ol yuasoll paill
oGy dj U9 all vied goaillg ulanl) Guaill paoll
Lot}oglkj\gg.lldbu.oJlro.lﬁ_uJa.Ulul «amag lac Louls
wlaall clyg

8)Libll g o8l 519 Gps20 Al e Wanii U9 Ll
6\J|Q3|3J|g G}JLDJI@UoJlJ@J&_u@JgJI oo 5l
IS PEN IV _\Sq_l)_ug_JJU_lg_o_JUSUlB B)gnll cleaiiwl
il aynlil Lol ag)laas d@oyihg4 aagll jygni JUa o
M&n_umu@ngtjjb@muu_uﬁmw
g 59 roJAﬁJlJo;ungkgpxlet).oq_quoggngrQb&_o
Aypogul 6)lanl 8508 JUa dyguw Jlows $9 Wl J5
Jalgl 5J] ag=i ol d8gp=oll )l dJ_JLoJJUg_mJa L_}_LBQ
03102 pc @9 slodl Jud &t @bl aylayg asylydl @bl
CLO.J&LtholeJl gl a2l jgnll @l slc jgisll od o
“Ugazll Loy 12 load sow Ewlg 1i=0 58 63U

U0 judall go dgseiiio 8 Juilod (e 8jlc Lol
i JA o ya0 aunll8 il (99 698l il
Glapuailloinlg . cgul Y4 aund gl Ug.L.?Jl uo Ul
@JJIQSQ)_QoJldJ_lLo.LJlx_m_LuJ loi] ¢ayn onll (o yiall
G ie 1818 da gl g il (o @058l 0gagl Loy Wil
paJLJ don)oll loiguise) &ignioll 0gagll (o JuuA aace

00 Jilod loiog «3ygjllg Ll 6 3log §J4LI Greg gl
onl e Usilotl 030 98 dngitoll ygasll g posoll
alal UL Wil 810 Lo oy lusdl Glag 6 punlg payl
Jliedl plag slall o U §9:330lnang lallls (og
gl by daypoll dioll elli ging Al bis aual
Lol dagito (ygusll dypoaill ogagll gl pguall wilmyyijgis

Jd U_u_\Lu.d| U8l 59 aily byl 8yglnwll lijani
Ll u_ulu_uljubg_dl wwaligy \QI}Q.“@AJ uld alloll
Sl i8¢l aluny Y489 o gle wilidl ylag

JUs (yog guilall s o sl gde & @il
Kaing ‘Lo.u.l}-l aal)pad d2h g dawlgyg pbno cga
QJLLC_\_J_CQ_LD\j\D_UL_O_LbJ‘CUJg_QQQQ.D,LDk)_OLLﬁ\JJJJ
e paall &g ol Uwlaig logyl wsiial loaic
Wy ylag gudall dda ggad g q_og_w}.oJI aolloll el
dglﬁ Loy Uaom il bo LJLe L5\_LJ| 8ygln bl s Gy
ol 610l 8)gln il oim vipas 16) .angl digaiog oy
02120 59) ilogil &)g0ll Al Guguinly Ju8 (o

(VV ple jnioll  g=udnll ayyLll U0 Uilidlg ol
092 Usihs o sl illl aral " oygall JIs (o8
Ljup_x.ll Ganiy (Ol e CUJLUJ) B9 [EPo) @_;p_x_]l Liwasib
Jol g pasuyi )9l Glg 6)9:al 39 dayill pe
Yol CLul_\JUg_oJl" \.JLmJ}J)ngJJI @pJL} 9|) Gloyyiygudl
28 yuguidy o pui ol Jgdi eun (¢ Qi jgay gl
Glall clolldnon (59 alijgn u_uléSLﬂ@U Aoy jom il
Glai U oline wiubyg lmdiscg Loy wacld BlodA Al

el 58 Wl el (o llag o 8)lic ol jut yno 58 gl glolio §8 jugnill o 9l lim 2125 Ll lode 041 a2 gle paldll Ly Lgin pgubll dbhio 85°

gl wlmpiyg laiowi padabll ces déhh ol

Max Mallowan, Twenty-five years of Mesopotamian discovery (1956-1932), London, The British School of Archaeology in Iraq, 1956, p. 31-25*

)9l @J.Aé.u.qu uJi 6‘3 Aawallg aagll

8aleiuul oy i «lgoll tu G ad &yngas wls
vaall po ddila 49 0dy9 (999l p Al donos
6:los bomowy pdy 9l Ygu=ll Yoo YUjlae &Agig lale
wile)l dagll aollo dluwiiw g vy Lilag el
dyiojll 6pisll 999 &yl 6piiy 039jig wlil pliac 59
LJJ@BCLLLL_Q_Julﬁ_oJlkj\Qg._‘..LLoJld_LBA Glgn lods
69wl 69 gl (Gl Jlig gae 58 ol Aygw 59 slopll
dcgino d.uLoka\J.cp_c Jo_LJJg_LoJIUQ_qupJJla.OJo_Lo
4218l 028l wang? loA aladdl diym gle ol o
a=idll jiei wgoll Loyl gleii gag ol gis adgi20
Uiy Lol &o9 dyyidl ayli @Q CLUgJ @049 g3 laLiial
Wil J=ai gl 8j9nll pgmoo Lﬁu.ul.uﬂ 9 g=2nd Jady
2l

Gle waillg wleliogoll wdyw ayjslinl gugalall &l o)
gl Ayl o doadio Jalo (58 Wye g il gl
dauiligullg duynollg CU.OJJAD.”\JULQAJIU'}JQ@QCLQIA
\91_21__; ag)Lle Cl_(]}_c Aol rOAQl W L_JJ.oJ L5\_t:n_CJ .CLpLog}Jlg
R oo @leiy layaib bloial salaiy bl @l
L (09 .8)gnll ogmao 1) loyd aso 13y Gl angll
%Mdﬁl}o@ﬂ;g&.]@.dlﬁl.x.o)luas_l}é_\&o_\_d
wlsgl gl wlayiygr ol po3 989 g+l g8 ogaglla

00 58 pgurollddlnio 59 (o)l _\39 qogxdll vilcliogo
0929 g g aluoll &Il eia Joll il oJl sg=ig
ayiye Uudo anlgo paaiil g=dly JAady o) dyjslia
$9gioll il aypiygs 6)9n Y18 2o liiell (gise (59
a6l gyl (58 lninell oxwn &o jaibo JAuin )il
63409l dpll pgall wilagl uisig wgoll chg o sLus 98
AYWIW a5 gl Jols gl pounpdl Gy (o lancgi (o
olaaiul &o (A de gl iy (sl Ciow) 188 oyadll
alioll e Lol (Jail &oad) &osil pouu ! o Lol d4ids
Joll )l 9J] 2= Lo lmio Sayacg dyic md 1017 (o
092g) Uxilois alluoll a2y Lo eullidl guin aluoll Jud

Wl gelais Juilohells o) s dapall gugd) e
63300 &n A 448129799 5)9n 4 jnlsoll ylull dyio
o)l Juall ¢lgyio 4l lovilag (59gi0)l ounl Lyl

99 U=oillg paill yga o yalallady2o gilniu
angl e dluwoy poll gleiy baic Lagas WGealoll
48 wlle dyguw Jdo ylhea plao 58 alulag

Wiy pnid doad jiall aylul dio dygln lagéc ulJLoaJl
&@MLUJJJ'@QJ@JJ'JJLUJ.@”MI@AQ'(OLO'\Q_QJ
)_alszo_H@)g_Lqu@.LLﬁ_Lu_J_H A_m_uJ.oJla.O.LD oy Jglaiaw
U.CLUAQJI@QLLm.LLUul\QA_mJIU.uJJQ 8 lao gle
a2lb gualoll 59 CU)_UQ.L” anG Al pogadll EU)LL“
o’ om ol Lg\_l..uLuJUga d Lo gyl Lg.o&”g &yonll
8)9nllpgmao Julgpgullangll

o9 Loyguini Jiall junll aagll dsleioll aliwil el 16
ch_og_o wdlag wbisileddl Ao jalsoell @JJng Jogaoll
bl o)l ulnleillg wlwlhall o ayrel lajao
e Whlg=ll e a2l (jo)la Jyld wlis dclida 8ale]
oLl ooy ails wdgll g9 (IAVH) U|9_13J|9 Yluall
vayleoll gl loa8 Uagalo hghns gl agly A suil
ayijgagibllg gl E9-ag0 Joliss gl &yap0llg dyclonl
loaic Culp_c i e allaall o ayasll &ula adlg
q;gJIMJQJbu_oucumu@JJ|LuﬁJlu_oLo_v_Ja&M
9> 8)904 angll joyadi ol il gulai gl CX
0500 33 6l ol g gyl Al @ iy il
Al sled U Gyl Soim paill dmag @86y aall
8)49 glc angnjplaso G9 Wbl yuld] 154y LU_\U_D
G Lol “dolall suiso Jay angllg)lan wlanl Wil
wlon ol (o Wil loyuis, Gl ‘g =il aagll” wlow
Galudl §9 Egag0ll 13n Jgli o 2489 Sig gl ol
lim @uomlg jano g Lo Sopnlsell dyygul alya il
A ey od W (gl gdliall aie Jlgudl
Saygu 9 Ul gia Las=el awlul Egrgos ayijglll

6)4348)g.all_ojgmbs Glilayg auyl)gull

s9:82 Jgl vl Joall exlaians il wibsisll ) Ll
Ayl Al 59 a0 80928 2185 (5] hg=) 8)gns angl)
J8lo suatguidl) cuanll @pa.ll).o&” 6)39 dd| [EVEENT
w9 gl Jud VA.. (sdlga 6U|5| (g T aglasll
Glc ulg.:é Ol o) lo doya 6 dyabiicl ng.OJo)Uol
Jo_ngJ| Lg}_l.UJI\j\Q "ol il o dia 18] L_Jg_o_”q_”._UJ_D
gl oy g Jlob 58 '8)l20ll 6220 U3 (58 1ayanTg

un s @adlaed Lyl &g Wyga Jlow o8 wlyall yo (o dupsll Al gle 1393 . allioll Ui duwlidl 40l o] 3925 (o)l 5322 &3 9f) d)ls2oll 52222 U

L=l 98 Ol s @8g)20 &yylan pgaw) 081 lasd liang

Aol f9agoll linm (e @anis il elal o degono Wlin®

197-192 p 2004 ,« Hans Belting, Pour une anthropologie des images, trad. de I'allemand par Jean Bernard Torrent, Paris, Gallimard, coll. « Le Temps des images
.26-12 .p 1991 été 21 °Georges Didi-Huberman, « Le Visage et la terre », Artstudio. Le portrait contemporain, n

19



120

8)9dl Yol .0l (09 .8yl i 8)loll (og
agyall Goillg

Glan jago &algioll ayoll lin JUA (o jAniwbiw
ro.ﬁ_lg LY lim . cleal gy g boAg wiils oA g
1a6ni Gl oaypig aull seuilo Jad aulacll gl a6l dyn
dogloo gulniug lile wlallg jloa)l o lmignig Lipala
Glanll oli

il &uwgo) degono (yo dagrsoll Jlocll el (il
Oiliall (o ajleiml wod oo yaslg (@8laillg (gioll
« Elaiuol a8 rouiiodl oAl dnla wlegono (o9
Al J4 onld

oioug JWBjull degono &o glell Gyl juus Ll
dcgonol sl lidollg y4 il angil dwlioll

&gy Egpinoll 13 ciocs gl lole uoildlly (Joull
e gile Wis s lg Ldpns cnsasiilaclallosn
|_\._1§L:9 wgylanlly guoll pacgyiios pailod @ls_q
Laass Lig Ulﬁ_oLJjU_oU.O_UCLﬂJA.oJMJ_DleroaJLJ
0ol Jalas o J4) dnago domo @l oim yl uicl
vekell Jaoy aily poga od yo Jag dyyguw g9 daleillg
=239 . Jloal oud pupaitig wgsiidl 5855 Lod] 49L8ilg
oWl &nily

unp=oll ale doybll
(@8leilg (ygiel) gunlil duwgo) yuwgo

g4l dyllg Gypdill Gpell Bl o (awallg ayiygul
Lally 58 5 0)l aollo ol (po angll ola Lolliad ail g aléicl
wligaio)l rogull dyli lovalaiolg doyadll cillanall iio
o)l — daigayll - elugpall — dyp0aill ogagll — doyasll
wuldl sliwll widy sanll lingg jugn il - gusdll
Whganllyo dyguw y8 Jaiidl ygid) ani g8 wlyj

U & ousdlagya il j il Jl oaudl Jugaidl” (8 nleoll
CLLOU loga viilag CLUQ_UJ B9 5)lan]liddl) 8918 oS
&yl jag yliag . il 6)gnll o @lialla el 6)is0g

wllg éaasio Jual oo guilia) Docl uapsoll oy
J92 = o9y — Gyj Jigad) [degiio nilwgg daliso
009 (s Jlocl - a8 - 939 jugni - aiai-
Wby LoJ Aoy (r0j jacg duayuwllall Jlocll JUa

QGudya dudso ubadd o giled e Wit ool
wliso (yglioyg @waawio duayliwbal (ygoily cludig Jlyy
gl foinoll Gty E9lijmlay oy Eolnoll @il

JUB loa bl oaad oy g Al Gludll gde WGy=iiuw
(ol g0l gl Uyl an (8 uigal e Ll

ol &yglioll 4819 Auig auiysy ygillg duinll G piw
— ol — &yyo0a il dalll 8l)oll (gl Wyt ayuiall
il Ao i . Goinoll 8y - iia.lﬁ.ll—ﬁ.lg;.dl

Uil b=l go winleiiuwg &oinoll gle Ub@_\Jl
o oll (gl Wyiig (unllell &o Uo)Jl anjly poaiidauwg
G A gl guilioll jga Guaiwg

&yl sluablg ogagll LU 93458 bl Gy Jhiidw
doaa) iuad o g9 @p|0)bp_19_1.,UQ.Luu99 &)U
Aloinb ULU).“JA.Q@.LO.J[OJ[J ogul) loic 8a]lg 85449
Grigl Wlnlg eyl Glaiiuwl (53929 G148 (e ju=il)
(S_o_Ll.o.” CLJlJIg 260 UJJg_O.L” 6\9 LO.L()_C (Wl ulml
Bl gdeywg wgagll oguiiiiuw LAl J4y dnluullg

Uoglldlliag

unyaoll aila

A lmén i U éjgn ol jUail lnno gl dyygw ol

Gouialldyguw ang ol gle Josll yo 1y U pla
J9iU cloinlld doiell (o agpall o MU g)lanllg

oaulllg 5940l g Géiiwg wuls dsl pdlell wlalaiw

Tl giall gbuiwg ulall Jgjuw
0§l oluwiy o (yloglle

locrio JAag louiliey dyyguun Lﬁ\_o_u.luo)&o.ll i )
Do wiindgig Lyl caps Lolad @il apdal sgcl liag
&8g0 Lo S all s (o by &li 68 Gaoy o - lraig
Suliall jga Lo Saoino (g9 ol

Aol gLl Gl asicl Gl guoil” 60 yuyroll @ild wiis
i ga ol i Jgdy yal ylho g9 wiisg fopnc gle
“Won pounnll Y=o gl cguinl

@Qle jroall g GOSN Jlaoll (59 ULJ._Q_” ol el U i3]
g kj\_UJLUJJI anbidlg ojn<)

laya059 Uapoll i (58 (auwaill) gago JLial @i

121



EXHIBITION CREDITS

Curator: Mouna Atassi

Design: Michel Zayat

Photography: Jaber Al Azmeh & Nairy Shahinian
Translation: Rula Baalbaki

Arabic Editor: Hassan Ezzat

Special thanks for the following people for loaning us
artworks for the exhibition

Georges Makhoul, Nadim Atassi, Rafia Koudmani,

Lana Elansari, Green Art Gallery, Mohamad Al Roumi,

Nassouh Zaghloule, Fadi Yazigi, Nour Asalia and
Dino Ahmad Ali.

Syria: Into the Light
A selection from the Atassi Foundation collection

In colloboration with Alserkal Avenue

Inaugural exhibition at Concrete
9 March -3 April 2017
Alserkal Avenue, Dubai, UAE

concreteae
alserkalavenue.ae
atassifoundationcom






gg_m_ll g

)9l gdaa il gall o wljlidoe
&uw§o dcgono orwall [ angll

a8leillg ygiel) Guulil



