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As we witness the volatility of the global
political situation, and see the scale of the
devastation caused by the war between Iran
and Israel, we can only condemn this war,
which generates devastation and destroys
even the most decayed bones, generating only
resentment and a sense of revenge.

As artists, we stand with the oppressed and
condemn the aggression in the strongest
terms and with the loudest voice. Because a
large portion of us have suffered the ravages
of war in the Middle East and witnessed the
destruction of souls before bodies, we are well
aware that these pointless wars, in which there
is no winner other than the sick-minded and
those who profit from them, will one day lay
down their weapons. All people will realize that
neither the authorities nor the rusty voices of
rifles will remain. What will remain is what is
good for the people.

Art is eternal, and as Dostoyevsky said, "Beauty
alone will save the world." Yes, this is our
message and this is the deep faith we have been
working towards since we began this journey.
Yes, there is another world that doesn’t care
about the situation in the Middle East. There are
many who don’t know where the Middle East is,
or rather, don't want to know. Art auctions and
international exhibitions are at their peak, from
Art Basel to the London Fair, and we haven't
found a single work that expresses solidarity
with humanity here in the Middle East.
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Yes, perhaps this region doesn't mean
anything to them, but if the so-called
universal government controls it, it will
destroy everything beautiful, all art, and
will establish only abstract control as its
criteria.

This second issue of our magazine, which
received some support from London,

the Prime Minister of Iraq, and with

the assistance of Dr. Arif Al-Saadi, was
supposed to be printed in Iraq or another
Arab country. However, the current
situation forced us not to print it. We
promise readers that we will fulfill our
promise to print it after these dark clouds
clear.

A thousand thanks to Mr. Mohammed
Shia al-Sudani, Prime Minister of Iraq, and
to the great poet Dr. Aref al-Saadi for their
efforts in supporting this project, which
has highlighted more than fifty Iraqi artists
since its inception.

Amir Khatib
Editor-in-Chief




Art Basel 2025 takes place from June 19th to June
22nd at Messe Basel. Browse a selection of works
by Maria Berrio, Leiko Ikemura, Kara Walker at
the fair on Artsy and collect from our partner
galleries including Marian Goodman Gallery,
Bernard Jacobson Gallery, Luisa Strina, and more.

This fair coverage is independent and not officially
associated with the fair.

Taxidermists—prized
by Damien Hirst—open
museum in  Amsterdam
The Art Zoo Museum will
present the stuffed creations
of Ferry van Tongeren

and Jaap Sinke, who sold a
collection to the YBA in 2016
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Artist Spotlight
Annie Hémond Hotte
Canadian, b. 1980
Annie Hémond Hotte
Annie Hémond Hotte
Annie Hémond Hotte
Labyrinth Women Meetin...
Margot Samel
Annie Hémond Hotte
Moon Walker
Margot Samel
At Liste Art Fair in Basel, I was instantly charmed by Annie Hémond
Hotte’s paintings at Margot Samel’s booth. Originally from Montreal and
now based in Brooklyn, Hotte creates lush dreamworlds where people and
animals—often women in tiny heeled shoes—meander through fantastical
landscapes. Each scene is rendered in countless delicate dashes and lines,
with soft brushstrokes and radiant hues that give the impression of woven
tapestry. These richly detailed works feel tender, strange, and emotionally
charged—canvasesthatvibratewithjoyandareimpossibletostoplookingat.



Daniel Merritt,

Aspen Art Museum's New Chief Curator, on Making
Shows for Art Lovers and Adrenaline Junkies
Rojas is an Argentinian sculptor represented
by Marian Goodman Gallery who recently
had work exhibited at the 2Ist Century

Museum of

Modern Art in Kanazawa,

Japan and at the Pinault Collection in Paris.

@
z
<
=
]
o
>
=
O
O
oy
O
@
=
v

The Jura Mountains are within the Vallée de
Joux—a region which marks the French-Swiss
border and contain limestone formations
which housed the first-studied Jurassic fossils.

APC’s co-commission of Rojas’ (Untitled)
The Language of the Enemy is the first
time the dedicated art program for
the luxury Swiss watch company has
presented a commissioned artwork in that
location—its hometown—and the first
joint commission with Aspen Art Museum.

APC curator Audrey Teichmann told ARTnews
that when the organization commissions work
from an artist, they assist with inception, research,
development, fabrication, press, other aspects of
project management, and finding a partner institution,
because it doesn’t have an exhibition space of its own.

“It can be legal advice when needed,” Teichmann
said. “Its a very custom-made process.”

APC said it also provides “continuous support” to the artists
it commissions through its commitment to assist in a second
exhibition. “We've got to realize that the one-shot support is
not what is the most significant in terms of bringing a work
to the attention of other curators, bringing a lot of audiences
to broaden their horizons,” Teichmann said. “We need
more exhibitions, and long-term, longer conversations.”

This support includes storage of the commissioned artwork
between the first and the second exhibition. “When you
support the production of the work, you can't just bring
something on the shoulders of the artist and not care about

how they will sustain the condition [of the] work,” she said.

APC did not disclose to ARTnews a specific financial figure

for the co-commission, but did say in a statement that there

was a financial contribution, adding that both APC and the

AAM “partake in financially and curatorially realizing the
artwork?”

The Kuwaiti Artists Monira Al Qadiri and her first
show in the Nordic countries

Deep Fate

Oil, its power and destructive force are central themes
in Monira Al Qadiri's exhibition. Oil is everywhere
- in fuels, plastics, textiles, medicines, cosmetics and
construction materials. Modern life is largely built
upon oil.

But comfort and prosperity have come at the high
price of a planet-wide climate crisis.

This exhibition presents sculptures and videos
from the past decade by Kuwaiti artist Monira
Al Qadiri. Her works take their shapes from oil
drilling equipment and the molecular structures
of petrochemicals. Her shiny, colourful sculptures
suggest a temptation that is nearly impossible to
resist. The videos in turn present images of an oil
refinery and burning oil fields. The oil theme holds
personal significance for Al Qadiri, who grew up

near a refinery and experienced the Gulf War as a
child.

The exhibition looks both to the future and back
at the past. It recalls the

pearl-diving industry that flourished in Kuwait
before the oil boom, in which the artist's
grandfather worked as a singer. The rise of the oil
industry brought wealth to small, impoverished
Kuwait in the 1950s, but it also marked a rupture
in the history of the entire region. Through her
art, Al Qadiri seeks to imagine a post-oil future.

The title, Deep Fate, refers both to the formation
of oil deep underground and to humanity's
fateful oil dependency, which must be severed
for the sake of its own survival.

Monira Al Qadiri was born in Senegal in 1983.
She grew up in Kuwait, studied art in Japan, and

is currently based in Berlin.
This marks her first solo appearance in
the Nordic countries.
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Dr. Ali Jabr

A BRUSH UNDER BOMBARDMENT

In a city that only sleeps to the sound of explosions,

he hid in a damp basement, carrying a brush, not a weapon.

He wasn't painting beauty,
he was painting truth...
The face of a mother searching for her son,
A window without a home,

A child laughing despite everything.

Fear crowded him on the canvas,
but he couldn't silence it.

Every brushstroke was a scream,
Every color a breath against suffocation.

QOutside,

The world was collapsing...
And inside,
A painting was being built.

They asked him, "What good is your art? The shells don't
stop!”

Mixing the ash with the colors, he replied,
"I don't stop death...
But I prove that life was here."

One day, a shell fell nearby.
The wall shook, the windows shattered,
but the painting... didn't fall.

35
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Artist Ali Redha Saeed
Dialogue war and peace

By Ali Najjar

Many Iraqi artists, the economically weakest group, as well as
the rest of the intellectual classes, had no choice but to leave their
country and their personal legacy and flee their motherland,
Iraq. This migration continued across the latitude and longitude
of the globe, and the repercussions of what happened to it are
still the same. I have included this brief introduction because of
its close relationship to the work of this persevering artist. His
doctoral thesis (The Impact of War and Blockade on Iraqi Fine
Art)
Except for some of his cultural and artistic efforts to explore
the outlets of his artistic performances. Wars have their human
victims. In addition to the destruction of the state’s infrastructure
and institutions. Their direct and indirect impact has been and
continues to be on the cohesion of the segments of society
through the dispersion of social action, and political action
1 O if it is effective, so that the general view appears to the eye
of the examiner from afar as a collection of figures hanging

on their heads into the dark pit of no return.
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These figures, with their density, which may seem absurd
to the uninitiated, Alireza is still obsessed with their
characterization, in his tireless attempts to discover the
human self that has experienced and lived its ordeal,
especially what has befallen the social milieu of shattering,
fragmentation and disintegration, the effects of which are
still present after about a quarter of a century, despite the
fact that he, as an artist, has not lost even the most effective
ties to his country, across borders, and this was clear in most
of his drawings. Since he worked on them as references to
these catastrophic acts produced by the absurd and reckless
g politics.
éBut with skill, not devoid of knowledge, he was able to
& transform them in his drawings as treatments for often
é intimate situations, despite being mined with their own
Q internal violence, while at times striving to make them enjoy
S the expanse of a wandering soul that finds an outlet every
¢ now and then. I'leave it to most of those who are distressed
“ by the woes of their time. Perhaps as a break to catch their
breath, or as a wish to enter a more expansive time. So,
just as it stems from the individual self, it is at the same
ime a collective social memory that wants to remain alive.




Ali Redha son of his favorite place. And the place has its own
temporal conditions. For fear of losing it, it has turned into an
open space teeming with many creative and constantly evolving
personalities. Our artist was keen to document it in a photo
archive. Portraits he executed with his sketching skill, which he
acquired from his long work as an art director and expressive artist
for a number of Iraqi and Arab newspapers and magazines, and
portrait drawings of many Iraqi poets, artists, and intellectuals,
and even Arab ones. It is an experience he developed technically in
recent years, and the time of the Corona siege had a significant and
motivating impact on this, to produce a photo archive that includes
the majority of Iraqi intellectuals and artists and some Arab figures
(one hundred and fifty paper drawings).
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This panoramic work (when it is on display),
which he also did, reminds me of the work of the
Iraqgi-Swedish artist Muzhar Ahmed (Daily Posted
Posters), which accompanied the time of the famous
Tahrir Square protests. I believe that projects like
these are important to break the traditionalism
of the rest of the familiar Iraqi art exhibitions. As
performances with titles or concepts that can be
implemented and presented, they often serve their
cultural, provocative, and archival purpose.

To open the way for addressing such topics from
diverse artistic perspectives and endeavors.
As artist Ali Reza asserts, “My portraiture is
based primarily on the symmetry of form, and a
focus on the expressive, aesthetic, and spiritual
connotations of the character I intend to portray.
It is characterized by graceful lines that form the
linear texture of the form’s spaces, harmonized
with shadow and light, and the unique illusion of
depth and the rough and smooth texture of each
form in the portrait (*). The impressionist artist
often captures his photographic snapshot from the
space of a moving scene, not a static one. Therefore,
we see the frame of his image extending beyond
the frame of his painting. Here, it is fragmented,
not fixed, as in the paintings of artist Reza Saeed,
which often address his personal vision of a group
of people, often tightly packed, whose framework
does not extend beyond it. His figurative frame is
positioned in the middle of the painting, attacking
the focus of the event. The event here is often a
transgressed human event”

SRR NSNS S nmy g
Hoapewnvengncscany

He is the son of repeated wars and repeated
defeats, of a country whose geographical area was
violated, with its environment and people who
suffered greatly from the repercussions of all that.
The family is present in these drawings, not as it
appears on a picnic, but to heal its wounds. And
since war is a burden that cannot be contained
within a framework. We fall into a conceptual
contradiction. Since the artists knowledge and
taste, and executive skill, have exceeded or ev en
transcended the ordeal of his pain, to produce
paintings that, despite their subjects addressing
the human ordeal, do not want to depart from that
aesthetic within which the artist is accustomed
to working. Here we find his expressive attempt,
confirmed by the borders and lines of the people,
twisted and violent, straight, that confirm the act
of merging and penetration. And here is the color
space, which I would not say is absolutely bright or
cheerful. But it is not devoid of that. It is an attempt
to bring together or unify his turbulent inner self
and the raging outer self of an environment he
seeks to create in a joyful way. It is an expression
in which he seeks to achieve the depth of pain
resulting from the tragedy, but he distances
himself from the shock. It is a psychological state
that exposes his inner self, which loves peace and
tranquility.
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In doing so, he distinguished himself from others in this
marriage of pain and hope. Given that most war artworks
are dominated by justified violence, evident through
fragmentation or darkness at times, and by the violence
of treatment with its clear distortions, which German
Expressionism, for example, worked on. Given that human
violations dig deep into the soul, generating anger or buried
sadness, at the time this subject was addressed by an artist,
as is evident from the data of his artworks, from a space
of contemplation that transcended the immediate to the
visual perception by examining the features of the event,
reducing it to its societal core (the family), and conducting
his artistic endeavors, expressing violations that are parallel
to what society was exposed to. He limited his subject, or
applied other variations to it. He produced for us a number
of artworks in which he dialogued with the important and
most violent event, whose catastrophic consequences never
% left his mind. War is not just a game for entertainment, nor
5 is it a short, forgotten outing. Since the consequences of its
7 actions and repercussions remain palpable, leaving scars
Z in the human psyche that are difficult to fill, the question
8 remains: why do its repercussions persist in the works of
© many visual artists who have suffered its bitterness, as long

% as time heals wounds?
w
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However, because of the lack of attempt to rebuild the human
being, no wounds have healed yet, so this wound remains
bleeding, until it is sterilized and bandaged. Let us remain, and
Alireza remains, waiting for the moment of its healing. The
technical question remains: Why does Alireza not transfer his
experience and technique in portrait drawings to his colored
drawings? I believe the answer to that lies in the fact that
each portrait has its own special features that invite the artist
to engrave them with his academic technique that helps him
highlight them. The technique here is subject to a special salt,
unlike other features. The artist has mastered it in engraving,
not flattening, or reducing. While his colored drawings went
for general treatments, for the wider space that has its inherited

and acquired features, which were engraved or plowed by the
tragic events of time that carry a different expressive dose.
Despite the fact that he treated them with features not devoid
of the intervention of his emotions, to clothe them with a glow.
Since he is made for extroversion (the inner self), as I sensed.

It is this tendency that I criticize that intervenes in dealing with
the tragic act from its less severe angle.

To create for us a dramatic sense, combining the violence that
his self condemns, and what his soul longs for. Thus, Ali Reda
has achieved what his soul aspires to. To remain loyal to this self
that has experienced all these contradictions. It is an indication
of his abundant works, which he never tires of working on. A
field of experiments that can open up to a wider area.
Ali Ibrahim Al-Dulaimi, Al-Arab newspaper.

Ali Najjar
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Visual Arts and Cinema
Exchanging or Interchanging Roles

22

To view the artworks on display, you often go to a museum or art gallery in awe. Cinema,
on the other hand, presents its works to you like a panoramic scanner, perhaps more
dazzling, but still less intimate.

A visual artwork is not like a film. This is if we exclude video performances, which are part
of the cinematic screen space and its other executive tools, despite their often abbreviated
nature. The difference lies in what gives us the texture of the material (the museum) and
the physical light that penetrates us. Herein lie the sensory and sometimes even perceptual
differences. This supposed separation arises, despite the fact that the material displayed
visually and as sight is the same (the static artworks on display and the fluid cinematic
image). Since the space and the controls of the display methods are characterized by their
different rituals, they play a prominent role in reception. Since it is not possible to view the
artworks outside of their known display conditions. While it's possible to watch a movie
amidst the chaos and crowding of public spaces—whether a supermarket, a public airport
lounge, or any other crowded entertainment facility—it's also possible to watch the film
playing in front of you in dark, enclosed spaces. Thus, cinema has a vast exhibition space,
transcending the space of a museum and its conditions as potential aesthetic, sensory, or
cognitive spaces.

There are certainly many similarities between visual arts and cinema, just as there are
differences. Although cinema emerged from the cloak of visual arts as repetitive moving
images, as in the first attempt to produce a motion picture in 1888 by the French
photographer and director Louis Le Prince, in his attempt to produce a short two-second
cinematic clip of people strolling in a park. Later, in 1895, the Lumiére brothers filmed
a train arriving at a station, thus beginning the era of silent films. Technology played
a major role in the research, invention, and exploration that led to the emergence and
development of the art of cinema. These motivations, among others, such as curiosity
and funding, contributed to the continuous development of cinematic visual technology
since its first discoveries, with the screen assuming its prominent and important role as
a synonym for the rest of the visual arts. In addition, the archival role it assumed, which
is no less important than its other operations, as it made a significant difference from the
performances or functions of other arts. The moving image archive is unlike the paper
archive in its presentation and the resulting arousal of curiosity and suspense in exploring
information, whether environmental, political, or human. The fluid image broadcasts,
expertly brought to light by the director and photographer, have an impact that is far
more eloquent than a paper record.

Here, the discerning eye participates in pursuing
its details with its supposed realism, its aesthetics,
its ugliness, and its most impactful shock. What
distinguishes the history of cinema is the rapid time
in the formation and development of its executive
tools and professional performances, which kept
pace with the era of European artistic modernity.
This is unlike the chronological stages through
which visual art passed, from cave paintings
through the first civilizations and the first classical
ones (Greece) and Rome, then late classical (the
European Enlightenment) and the subsequent
transformations of Gothic and Baroque art, and
then the entry of the era of modernity with its well-
known artistic history.

This means that cinema entered through the wide
door of twentieth-century civilization, keeping pace
with its temporal transformations in terms of taste
and culture. Just as it invented its own concepts that
did not stray far from the transformations of its
cognitive and philosophical environment. Between
the interventions of ideology (the film "Battleship
Botkin"), which it was never without throughout
its stages, through the interventions of politics and
philosophical and cultural concepts, or artistic
schools, as they are called. She did not dispense
with the works of influential artists such as Dali's
surrealism and Hitchcock's gastronomy, avant-
garde cinema, including French cinema and Italian
realism. She also drew on contemporary technical
data in her penetration of extraterrestrial universes,
with an imagination that combines scientific
information with imaginative excesses (literature,
art, and fantasy). Vast spaces that transcended the
scope of visual art, despite being part of it. In doing
s0, she created her own parallel art.

VISUAL ARTS
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Since we've mentioned the rapid
development of cinematic performance,
let's touch on some of its salient features.
If visual art represents vast, successive eras
throughout human history, as I've noted,
then cinema descended upon us from the
newly emerging scientific universe and has
followed its developmental path, inspired
by artists and directors and based on a solid
cultural heritage. Despite being subject
to political and market interventions,
this has now also affected visual art, a
foregone conclusion of the prevailing
policies that treat even human cultural
production as a commodity ripe for barter
and demand. From the history of cinema's
emergence, we derive a lesson in its rapid
and continuous development. We derive it
from examples of the firstemergence and its
chronological sequence according to what
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When we examine these three examples, we discover
the excessive temporal speed of the development of
cinema, from simple, successive cantilever shots to a
conceptual treatment of revolutionary political views,
the involuntary surrealist implications of the most
famous surrealist artists, and the rest of the fields of
modern and contemporary culture, which created in-
depth perspectives on the cinematic shot produced
in the artistic laboratory of each, and Eisenstein, who
also drew the shots of his cinematic frame on paper
before filming, as well as Dali's visions, which are a
montage of his surrealist visual imagination, which he
formulated as a cinematic montage, the foundation of
the cinematic craftsmanship executed by the frame of
shots that somewhat approximate what is produced
by a painted painting, or visual works made from
different materials, but within an unsteady, moving
path. The artistic visual work clashed with the
cinematic image to create its realistic or imaginary
artistic frame, excessive in its perceptions, and the
cinematic image often draws its frame from the
visual visual legacy left behind by creative times.

VISUAL ARTS

Another: The famous American director (Stanley
Kubrick) started out as a photographer passionate
about his camera shots. Since the photographic
shot has a visual aversion that is not much different
from the frame of a work of visual art, especially
the visual production. This director was able to
preserve and enhance the potential of his frame
in interpretation and expansion. His two films
(A Clockwork Orange), along with his last and
most famous film (Eyes Wide Shut), represented
the pinnacle of his visual experiments, not to
mention his fantasy film (Odyssey), in which
he experimented extensively with controlling
his photographic frames (the camera) with a
mechanical sense, aiming to achieve his vision (his
mental images) as a mental laboratory for artistic
images that ferment in the artist's mind before
attempting to produce them with his raw materials.
His still shots, in particular, in his last film remind
us of classical paintings, furniture, figures, and
a large frame. Perhaps the museum played an
important role in producing them. Finally, I don't
believe that cinema can dispense with its visual
artistic legacy. My evidence for this is the number of
visual quotations from this legacy extending across
time, past and present. For example, if we return
to the American film that depicts an alien invasion
of Earth, starring Tom Cruise, we will see that
influence in the form of these creatures, inspired
by Salvador Dali's long, webbed-legged creatures

some of the signs of its fluid photographic evidence left behind: The first lesson
begins with the simple beginning assumed in the year 1888 represented by Louis
Le Prince’s film, the first moving picture.. Then the important transition in the
great film that constituted a major shift in cinematic
history (The Battleship Botkin) which was produced
and shown later in record time relative to human
cultural history in the year 1925 by the Soviet director
Sergei Eisenstein. About whom the director Louis Boyle
said that after they first saw this film in Paris they went
out in protest in the streets to be confronted by the police.. | |
The third transition was through the intervention of surrealist art in the film
The Andalusian Dog (1929) by Salvador Dali and Louis Boyle, who followed
it the following year with the film The Golden Age. Then Dali and Hitchcock
collaborated in the year 1946 in the film (1)

that appear to be descending from space. Similar
examples are countless, as long as visual roles are
reciprocal and interchangeable, and advanced
technical tools transform the static (the artistic
image) into liquid images. In addition, there are
emerging similar executive tools in our current era,
where we see many visual art exhibitions presented
by the silver screen at its utmost potential, with
its digital programs extracting worlds not devoid
of mystery or strangeness, the scope of which
continues to expand. I do not believe that it will
cancel out other traditional artistic performances,
which are an inherited human heritage closely
linked to its temporal cycles. But it now occupies
a significant space within the visual arts. Just as
the screen presents a film with its own directorial
conditions, it also presents a visual artwork with
conditions imposed by its techniques, the artist's
: - - imagination, his sources of inspiration, or his
i o — research, thus achieving the element of

24 exchange and interpenetration between 25
both (art and cinema), a characteristic of our age.
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Between Painting and
Cinema: Bacon's $cream and
Eisenstein's Odyssey Stairs

What caught my attention was the sheer honesty this documentary exudes,
imposed by Bacon's own honesty in his approach to life and art. This honesty
reaches the point of cruelty in revealing the truth, or what Bacon himself calls
"the cruelty of truth.” One manifestation of this honesty in viewing reality
and its presentation in art is: Observing the figure in its movement through
time (far from its stillness in the painting, which attempts to capture a false
moment of eternity for it by placing it fixed outside of time) is the material of
Bacon’s art, who spoke with extreme simplicity, directness, and unparalleled
honesty, revealing his sources, ideas, and view of the world, while at the same
time revealing a shy, lively personality. He avoided looking at the camera and
spoke very slowly, as if he were talking to himself.

One of the most beautiful and profound conversations with the painter
Francis Bacon, conducted by critic David Sylvester (who wrote extensively
about Bacon and modern art and curated several of his exhibitions),
is featured in a BBC documentary produced by director and producer
Michael Gill and broadcast on its first channel this month in 1966. I

started my day watching it.
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What's striking here is Bacon's
oversimplification of the secrets of
his profession, contrasted with his
profound understanding of art history
and his view of existence. He offered
a tremendous comparison in his
discussion of the one-dimensionality
of Jackson Pollock's paintings, when
he spoke of how all the techniques and
color strokes in his (abstract) painting
are found in Rembrandt's late self-
portraits, but here (in Rembrandt)
they are within a figurative art that
offers other dimensions and is not
limited to one dimension. Here,
I recalled a comparison with the
theories of our great late artist Shaker
Hassan Al Said.

What interested me most was
Bacon's revelation of the sources
of his inspiration for building his
own style. In the midst of that small
apartment in South Kingston, with its
austerity, chaos, and simplicity, which
remained Bacon's studio and main
center of production (despite his
extravagant life outside it in gambling
casinos and luxurious places), we see
piles of photographs, papers, and
dirty drawing tools. Among these
piles, Bacon continued to reveal his
sources, speaking of the source of
his His primary inspiration was
the Odyssey stairs scene in

Eisenstein's famous film *The
Battleship Potemkin*, which he first
sawinthemid-1930sandsubsequently
re-watched many times; particularly
the close-up of the screaming nurse
with her broken glasses and blood
streaming down her face (see the
accompanying photograph, which
Bacon kept in his papers, along with
Edward Mayberg's 1870s book on
motion photography and analysis in
pre-cinema stills, and a medical book
on oral diseases containing hand-

colored photographs).

The shape of “the mouth and its
scream” (Bacon says he painted the
scream because he failed to paint a
smile) and the distortion that some
see in faces, which is in reality not
just a distortion of the face, but rather
a recording of its reality through
movement in time, not the product of
a fixed moment (Bacon often resorts
to the triptych or diptych to deepen
the sense of this movement).

Bacon's scream is the essence of his
art, or as critic and Bacon biographer
Michael Babiatt says, "It would not be
an exaggeration to say thatifone could
explain the origins and implications
of this scream, one would come very
close to understanding the entire art
of Francis Bacon."
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Psychodrama Cinema
(Stockholm Syndrome)
Written by

Dr. Khaled El-Baghdadi

Prison isn't made up of stones, walls, or bars.

I don't need a door or a jailer.

My prison is within me, illuminated by my tears.
My cell is in my heart.

My bars are in my ribs.

Abdelrahman El-Abnoudi

Perhaps these words of Uncle Abdel Rahman
El-Abnoudi clearly refer to the contradictory state
that afflicts some people as a result of special social,
humanitarian, or political circumstances, during
which they are exposed to a type of psychological
oppression that leaves them in a state of confusion
and loss. You can free a person from prison, but
you cannot free the prison from the person. This
is known in physiological and psychological
studies as "Stockholm syndrome." It is a specific
psychological complex that afflicts a person with a
type of confusion in understanding and perception.
In fact, Egyptian and international cinema has
drawn inspiration from many psychological
problems and complexes and provided them
with numerous artistic and dramatic treatments.
Among the most prominent of these complexes
known historically are:
- The "Adeeb" complex... the young man who loves his
mother.
- The "Electra" complex... the young woman who loves
her father.
- The "Medea" complex... the man who loves himself.

And other psychological and neurological
problems and difficulties, such as autism and
narcissistic personality disorders, etc. These
complexes give the writer, director, and actor
ample space to explore the depths of the human
psyche, the subconscious mind, and the unknown
subconscious world, full of secrets and mysteries.
Egyptian cinema has addressed these psychological
and mental issues in numerous films, such as
most of Thsan Abdel Quddous’s films, Mohie
Ismail in “The Enemy Brothers,” Mahmoud

3 Abdel Aziz in “X Mark Means Wrong,” Soad
Hosny in “The Well of Deprivation,”

Mahmoud Yassinin “WherelsMyMind?”andothers.

Stockholm Syndrome is a psychological phenomenon
that afflicts an individual when they sympathize with
someone who has wronged them in some way or shows
some signs of loyalty to them, such as when a kidnapped
person sympathizes with the kidnapper, or a victim
sympathizes with the perpetrator, and even defends
them. Solidarity with the aggressor is one way to defend
oneself. When the victim shares the same ideas and
values as the aggressor, these ideas and actions will not
be perceived as a threat or intimidation. The origin of
this syndrome goes back to a real incident that occurred
in Stockholm, the capital of Sweden, in 1973. A group
of thieves carried out an armed robbery of a bank and
held a group of hostages for six days. During that period,
the hostages began to develop an emotional bond with
the perpetrators and defended them after their release.
International cinema has addressed this phenomenon
in many famous films, including King Kong and For
Vandetta, among others. In 2018, Hollywood produced
a film based on the true story, titled Stockholm Story,
starring Noomi Rapace and Mark Strong. Wahid Hamed
addressed the same idea at the end of his film *Terror
and Kebab*, when the hostages sympathized with the
person holding them captive and helped them escape.

Perhaps the clearest example in this context is the film

"Souk Al-Mata'a" (The Pleasure Market), also written by

Wahid Hamed and starring Mahmoud Abdel Aziz and

Elham Shaheen, directed by Samir Seif, produced in
2000.

Souk Al-Mata'a
Fire always needs more firewood...

to continue to burn...!!
Perhaps this phrase is the correct entry point to try
to understand the meaning of this film, where the
ordinary citizen is the firewood that the fire always
needs to continue to burn. These words were spoken by
the gangleader, played skillfully by Hamdi Ahmed, who
played the role of the spiritual father of this criminal
gang, which adopts its own set of values and behaviors,
reminiscent of Marlon Brando's film The Godfather.
The truth is that this film is one of the most beautiful
and best films in the history of Egyptian cinema, but it
has not yet received the necessary understanding and
appreciation it deserves, whether from critics or the
public. This film is much more important and deeper
than it appears, and is considered one of the best works
written by Wahid Hamed, as he wrote an intelligent and
elusive text that can be read in many ways on multiple
levels, including the psychological/psychological
dimension, the sociological/social dimension, and the
mythological/legendary dimension as well.

The story can be viewed as a study of the social and
psychological distortions that result from prolonged
imprisonment, and the broken spirit of the human
being under the grip of tyrannical authority, whether
political or even capitalist, which enslaves and
brutalizes everyone. The film reaches the most acute
perspective, a philosophical, existential vision of man’s
relationship with others. The novel is open to many
interpretations, ranging from metaphysical meanings
to political dimensions and social interpretations. The
film tells the story of Ahmed Habib Abu Al-Mahasin,
who fell victim to a plot twenty years ago when he was
ensnared at the airport by drugs being planted in his
luggage to cover up the smuggling of a massive drug
shipment. This resulted in the burning of the prime of
his youth in prison, from which he emerged a broken
old man, only to find seven million Egyptian pounds
awaiting him, the value of the compensation the gang
that ensnared him had saved and invested for the years
of his life that were lost.

Despite his abundant wealth and all the pleasures
he could enjoy, he was unable to adapt to his new
situation. Prison left an indelible mark on him.
He discovered that what he had lost within the
prison walls was far greater. His nature was distorted,
rendering him unable to enjoy life normally.

Prison distorted his soul, turning him into a
perverted creature who found pleasure only in
smoking cigarette butts, sleeping on the floor,
masturbating, cleaning bathrooms, and, much
worse, engaging in all manner of deviant human
behavior. This drove him to rebel against himself
after he realized the nature and extent of the
distortion and disfigurement of human nature
that had been perpetrated against him. Ahmed
Abu Al Mahasen, at his request, went to meet the
leader of the gang that had ensnared him twenty
years earlier. In the final scene, he met him in
a mysterious, towering building overlooking
the people and the city from a great height, a
deliberate symbolic gesture by Wahid Hamed.

A conversation takes place between them, during
which the gang leader expresses his astonishment
at Abu Al Mahasin's stance, as he doesn't care about
the luxury they've opened for him. He raises his
head, trying to reach the big man. However, Abu
Al Mahasin asks him in turn about the reason that
made them push him into this painful experience
that stripped him of his humanity. The imposing
man answers him in a deep voice, as if it were the
voice of fate... that his role in this story is that of
firewood that stokes the fire so that others can

benefit from it.
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You have the right to understand, Abu Al Mahasin. But when? Before you die a little while ago.
Because if you understood and continued to live, it would be a great disaster (..!!

Desire and rejection
Despair, loss of hope
Rejection, loss of desire..!!
When contemplating the cognitive structure underlying the simple way of thinking of the
character of Ahmed Habib Abu Al-Mahasin, we find it to be a simple and distorted cognitive
structure based on popular culture that believes in inevitable destiny. Therefore, he deals with
life spontaneously. He is closer to the heroes of Greek mythology when a person struggles with
his fate. Although he made a deal with the gang and received a large financial compensation for
the years of his life lost, an agreement that could have seemed fair and sufficient, they forgot one
thing: the person who went to prison is different from the person who left it.
What is the point of the most delicious foods when your appetite is lost?
What is the point of the most beautiful women when your desire is nonexistent?
What is the point of money when you have lost your passion for life and have no desire to own
anything..!!

The film plays on the primal instincts of man, where the market for pleasure and all pleasures are
available: the desire to collect and acquire money, and sexual desire. With all the colors of pleasure,
and all this takes place in the world of drug trafficking, a world of ecstasy, sensual pleasures and
blue smoke fantasies, but he has lost the desire for life and is no longer able to live a normal life.
Rather, prison life has become his natural and essential life that he cannot do without. His human
nature has been distorted and his basic pleasure has become cleaning the prison bathrooms, and
sleeping on the Porsche in the cell where everyone tortures, humiliates and controls him, starting
with his fellow criminals, all the way to the prison guards and the warden. But despite all this, he
seems happy and content because this is the normal life he is used to. Here we arrive at the idea

of the victim’s admiration for the executioner and the victim’s admiration for the perpetrator
3 2 and even sympathy for him.

Finally, he decided to establish a private prison—his
own—where he bought a farm and built a prison,
wards, and cells. He brought in all his fellow inmates,
including the criminals who had abused him. He
summoned the officers, soldiers, and even the prison
warden after he retired. Thus, he saw in Abu Al-
Mahasin's invitation an opportunity to reassert his
control. It seems that we have all become a group of
mentally ill people, in one way or another, with the
only difference being the degree. Everyone suffers
from mental illness, but to varying degrees.

Here, we return once again to the idea that you may
be able to free a person from prison... but you cannot
remove the prison from the person. We return to the
verses of Abdel Rahman Al-Abnoudi mentioned at
the beginning...!! Ahlam Cheek El Gamil

Here we come to the most important role in this
film, played by actress Elham Shaheen, the character
of Ahlam El Madbouly, known as "Ahlam Cheek
El Gamil." It should be noted here that the idea of
characterizing the characters' names is one of Wahid
Hamed's most distinctive traits, and he always
employs it to create the publicity and popularity the
film needs. It is the artistic and human equivalent to
the character of Ahmed Abu El Mahasen. It is a real,
flesh-and-blood character, exciting and attractive,
representing all the pleasures of a normal, real life that
he wished to live, in contrast to his chaotic life and
distorted humanity.

This is one of the most important artistic and human
roles that actress Elham Shaheen has played in her
career, as she was able to convince the viewer and
capture their interest through her mastery of every
psychological and physical detail of the character,
as well as her simple cognitive background, derived
from the harsh circumstances experienced by a poor,
lower-middle-class family. In the role of the girl who
descends into the pleasure market to buy and sell...
she sells her beauty and femininity in exchange for
her share of the basics of marriage - the apartment
furnishings - and the wedding expenses that will help
her catch a suitable groom..!!
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The truth is that Elham Shaheen's powerful
presence in the film is what captured the
viewer's attention and captured their interest,
as she terrified in her performance, embodying
the role of a night girl bursting with femininity,
melting in tenderness, coquetry, and sweetness.
This had a somewhat negative impact on the
film, as most viewers failed to notice the true
meaning of the film and the philosophical,
psychological, and social dimensions intended
by Wahid Hamed. Here, a strange critical
dilemma arises: to what extent should an artist
master their role? Is it sometimes required that
an artist not master their role and not give it
their all, lest it steal the attention from the film's
meaning and significance? Or is it that every
artist must exert every effort in performing their
role... and the viewer is the one who carries out
the screening and selection process? Here we
come to the idea of the necessity of developing
the viewer's awareness and ability to correctly
view and engage with artistic works, and how
we can differentiate between the person and the
character - that is, between the actor and the
character they play - and still, even now, after
all these years, some people do not pay as much
attention to Ahmed Abu Al-Mahasen and his
tragedies as they do to the character of Ahlam
Khod Al-Jamil and her femininity..!!

Dr. Khaled El-Baghdadi 3 3
Writer and Art Critic
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Visual Anthropology

Artist Abdul Razzaq Yasser's Visuals

Jassim Asi

Relying on anthropological sensibility means leaning
toward knowledge from multiple sources, whether
acquired or experienced across time. This develops the
capacity of memory and expands its vital domain (the
memory store), whose mental activity can be formed at
the moment of emergence of something that parallels its
nature, type, and value, which composes layers brought
to life by practice. This includes the implementation of all
genres that are not far from memory and its vital domain.
The visual genre is capable of reviving these elements in
multiple ways, each differing in its relationship to such a
pure existential sense, which leads to an implementation
capable of reflecting events, symbols, narratives, and
descriptions.

The experience of the artist (Abdul Razzaq Yasser) is one
of those practices that are concerned with type, not with
confused formulations that do not indicate the achieved
meaning. The artist’s samples in his paintings are rich with
scenes of the past and present through the formation of
color, movement, and other structures that flow into the
stream of understanding reality and perceiving general
and specific history. Therefore, we find in his paintings a
panoramic achievement that focuses on small and large
units and the extent of their effectiveness in establishing
artistic formulations that rely on the familiarity of colors
and the nature of the plastic movement on the surface.
The artist’s memory is richer and more diverse, which
enabled his painting to present vital images enriched by
what the social experience gave him. His observations of
places seemed to have a meaning that tends towards the
intellectual, in the sense of achieving the point of view
and the longing for the most eloquent.

Diversity is the basis for achieving the intellectual
structure. And by thought here we do not mean
the rigor of the presentation, but rather it is achieved
through the direct and indirect presentation that is
understood and extracted by artistic taste, that is,
through what it arouses of feelings parallel to such
a presentation.

36

This is achieved through the intertwining of the
vocabulary of memory that tends towards The breadth
and multiplicity of vocabulary, a collection of symbols
and signs that border on mythical connotations,
draws the artist and what appears through his
paintings closer to many structures, whether lived,
transmitted to him through narratives, or acquired
as knowledge from heritage books and oral histories.

His paintings are based on a set of narratives; they
are tales told through the visual arts, which naturally
require contemplation of their vocabulary in
order to refer them to their references. We are also
captivated by the collection of objects that emphasize
the independence of each word, bestowing its
meaning through its combination with other
words. Thus, meaning is the conclusion confirmed
by the panoramic scene with all its characteristics
in its function. Here, the function complements
the scene with others, conveying meanings that
lead to the overall meaning of the painting.

The examiner of the surface of the painting looks at
its content through the eye of Gestalt theory, which
takes in the whole and is not satisfied with the parts
only, but rather progresses from the whole to the
part. This is what the artist’s painting is full of, as it
surprises the viewer with its wholeness and crowding,
then draws him within moments of contemplation to
dismantle its parts and know its complementary ties
to each other, to reach a greater meaning and more
cognitive breadth. The artist (Yasser) leads the viewer
through his colors and their harmony as if he is
narrating a story full of permanent astonishment. His
colors, as sharp as they are, dissipate their sharpness
by creating harmony with the gradation of colors and
their harmony. Their harmony comes from creating
structural relationships in dealing with phenomena
in history and popular history and its symbols such as
domes, minarets and the rest of the signs that suggest
the majesty of the place. The enhancement of the
place in his paintings is the result of a set of artistic
characteristics dominated by multiple metaphors
from the rest of the genres.
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From the narration he takes harmony,
from the story the astonishment of
the narrator, and from Mythology is a
pervasive symbol. He also pays great
attention to the formation of groups
such as the family and its formation,
society and its moral structure, and
from history his symbols and events,
and from the sacred his spectral and
spiritual symbols. This was embodied
most clearly in a black sketch painting
that combined all of the aforementioned
characteristics. = Perhaps  memory
pressures the artist to create a kind
of spaciousness, as in the image of
towers, handles, and narrow spaces.

His painting also narrates the context of
women's society and the nature of the
private relationships that characterize
their gatherings, embodied by the
customs and rituals created by women's
gatherings. The artist's intellectual
breadth led him to look at public
places such as popular markets and the
exchange and purchase of goods that
take place there. The artist's brush was
not able to settle on a specific pattern,
but rather tried to extend to wide areas
of existence, including salt marshes,
unspoken practices, and rituals that
take place in holy places. The activities
of the plastic model.

What we mean by activities here is the inclusion of distinct scenes within places that are
active and influential in humans. These places, we mean, extend with life and leave their
impact on the character of the model. The artist attempted to capture this impact through
a plastic memory that recorded the most precise indicators. Forgotten places and others
erased by changes and encroachments, confirming the erasure of memory through the
erasure of its indicators.

These are included within the identity that characterizes the personality and the history
of places. If a place is subject to change, the individual memory restores it by recording
its components and aesthetics. This is what the artist did in his paintings, which are
like paintings within a painting. This is attributed to the memory’s overflowing with
images and scenes that have departed for one reason or another. The motives that drove
the artist to record his painting—as we see them—are the authors of comprehensive
visuals. These motives were included within the variables of place, with all its
history and anthropological and psychological influence. Place is a large part of the
construction of human consciousness, so how can it be when it is subject to erasure?

The artist strives to encompass all human dimensions, including those related to
motherhood and the nature of women belonging to classes with a history that shapes their
identity amidst different environments. In this way, he was able to achieve a pioneering
record in the comprehensiveness of the model, whether it concerns the human being or
the place in environments that bear their identity in social affiliation. He has achieved
his artistic identity; being diligent in crystallizing his artistic identity.

We see that through the paintings he has presented, he has achieved artistic quality
with a comprehensive panoramic dimension.
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Canada Canada Canada

Last time, I was in India, I asked, a sleepy teenager
girl, a distant relative, what she was doing? S
replied, she was preparing for an Celpip test.

not understand, what it meant. On further eng

she explained, that she wanted to and study i
Canada, for that she needed to pass an Englisfl tes

I insisted further, it was only the means for herito
get admission to a college/ university, but what®
she wanted to study? She was not sure, but she
wanted to study in Canada, but why in Canada?
Bottomline, was she wanted to migrate to Canada;
by studying in Canada, she had the chance get
herPR status. I knew, her parents were not so well
off to pay high fees, Canadian universities charge.
In spite, her parents may have to sell little land,
they have inherited, her elder brother had already
gone to Canada.

Next, when I had the chance, to meet one of her

uncles, who was a head teacher at a school in the

Punjab. I was told, this was the current trend

Punjab. In most villages, every third-house, whic

has been newly built, the mog s earned

Dubai or Canada. T

I was told that any young womah ,who has gamed

her PR ofCanada, he/she comes back to marry

has a big choice of young men/"

en, not only that, but the young man’s family

ould begr_ the full ¢ he wedding, whereas
marryin I a big cost.in India.

the end of last y year, I, I visited Canda, for,
scape the rainy wet England. There §1et fi
oung women, from the{P‘tlm]ab hese young
women, camie to help my host to look after her
ostly these.xvere the students, th
m the Punjab to study i anai
ake ends meet, one girl told me, 1e ha to
i ﬁg, by doing whateve she could
as told, some of the girls gone into
to earn their living, o r student
gets up 4 am d ooks and
ed lunch be be picked
nd ¢ rkers.
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Its around 10pm when gets back to her room. She
had to do at least three jobs to pay for her room

ack in Punjab had taken loar
pay their fees and told then the
>n not to return until, they
residence) in Canada.

01, ad
n quanda
eason was he loved th

did not meet a single Punjabi y

woman, who wanted to stay i

lhey were born in. Whereas, mos

would sing loads of praises of th

the chance they too ‘would leave

second thought.

On the other hand, Indi

spiri teachers su

us that this material world is May;

produs urus, such Nanak a

those us their valuable insights into human
life. In e, whole system is corrupt, I have not

met m eople those are content with what they

got. K lLthls, I still long to go to Indi
Punja ost every year. I don’t know
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The Kuwaiti Artists Monira Al Qadiri and her first
show in the Nordic countries
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