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Issues of contemporary art

Many people believe that art should be a tool to serve
grand causes such as wars, national issues, or political
struggles, as if the value of a work of art is measured by
its service to these goals. However, this perception does
not necessarily reflect the true essence of art. Art, in its
essence, is a free space for human expression, not merely
a means of propaganda or a tool to serve a specific idea
imposed by society or authority.

Throughout history, art has been linked to grand causes
such as wars, political conflicts, or national issues,
to the point that some people firmly believe that the
value of art lies in its service to these causes. However,
this perception reduces art to a narrow function,
transforming it from a space for free expression into

a mere tool serving external objectives. In my opinion,
true art should not be forced to serve a specific cause;
rather, it should remain a free space in which the artist
expresses their thoughts, questions, and unique vision
of the world.

An artist, above all, is a human being with personal
experience, feelings, and a unique perspective. When
they are asked to make their art serve a specific cause,
it can stifle their imagination and limit the authenticity
of their expression. Art born of coercion or social or
political pressure often loses its soul, becoming mere
propaganda or a blatant slogan. Art that springs from
inner freedom, however, is more capable of touching
people because it expresses genuine, not imposed,
experience.
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The notion that art should serve grand causes assumes
that true impact can only be achieved through
monumental themes or overarching slogans. But reality
often proves otherwise. Artworks that explore the details
of daily life or simple human emotions can be more
impactful and profound. When an artist expresses their
fears, anxieties, dreams, or even an ordinary moment
in their life, they open a door to human connection.
This connection can change someone’s perspective on
themselves or the world, and that in itself is a form of
genuine transformation.

Furthermore, constantly linking art to national or
political issues can stifle artistic diversity. Societies that
force art to serve a single cause often lose their cultural
richness because artists are compelled to repeat

the same discourse and the same themes. When an artist
is free, art becomes a vast space for experimentation and
diversity, giving rise to multiple voices that reflect
the richness of human experience.

This stance does not imply a rejection of art that
addresses major issues. Political or national art can
often be important and influential. The fundamental
difference lies in the artist’s personal conviction, not in
social pressure or expectation. When an artist chooses
a cause because they genuinely believe in it, their work
becomes more authentic and powerful, expressing
a true position rather than an imposed obligation.

Ultimately, the power of art lies in its freedom. An artist
is not obligated to be a voice for a specific cause; they
have the right to ask questions, to express anxieties,
doubts, beauty, and individual experiences. Perhaps the
true impact of art lies in its ability to shift small things in
human consciousness—a new idea, a different feeling, or
a different way of seeing the world. These small changes,
when accumulated, can be more profound and lasting
than any discourse.

Amir khatib 5
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ART NEWS

WhatlistUnseeni

The artist’s first solo exhibition was held
in Baghdad at the Al-Atraqji Art Gallery
in the Mansour district. It opened on 2
Friday, March 23, 2026, at 4:00 PM and
ran for ten days. |

The exhibition featured 18 artworks,
representing the culmination of an
artistic journey spanning more than
four years, from 2021 to 2026, the year
of the exhibition. The works varied in
technique and materials, with most
employing acrylic paints alongside
other materials, while some were
executed in oil paints.

The overall style of the works falls
within the Expressionist and Abstract
Expressionist styles. The pieces
explored the human body from a unique
perspective, imbued with existential
dimensions and profound artistic
meanings. Despite the unified style,
each work possessed its own distinct
intellectual and visual character, %
drawing inspiration from imagination, = ‘v <
lived reality, and influences from ancient A
cultural heritage.

The exhibitionreflects an artistic attempt
to reveal what is unseen, and to express
the inner worlds and symbols hidden
behind the apparent form, so that each
work serves as a contemplative window
inviting the viewer to a deeper reading
that transcends the limits of direct
vision.
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Baya Mahieddine

Algerian artist Baya Mahieddine was born Fatma Haddad
Mahieddine, but chose to be known as “Baya”.

Her distinctive body of work seamlessly blends elements from
her Arab and Kabyle heritage with the influences of French
modernism, nurtured within the studios of the Parisian
avant-garde, including André Breton, Henri Matisse, and Pablo
Picasso. Her artworks come to life in a world of vibrant floral
fields, where gracefully dressed female figures inhabit ornate
environments filled with lush flora. Through her gouaches
and paintings, Baya steadily upheld her unique artistic vision,
consistently pushing against entrenched national and cultural
boundaries. Following an interruption during the turbulent period
around Algerian independence in the 1960s, Baya returned to
her canvases and paper. She created a series of artworks where
musical instruments, birds, and fantastical creatures adorned
the surroundings of her central female characters.

Baya’s enchanting world is defined by her ability to transcend
conventional artistic shapes and forms and challenge North
African conservatismthrough works.While herartworks have been
categorized as “naive” or “brut”, labels she resisted, she retained
the purity and lightness of expression she possessed since her
youth, qualities that initially drew Aimé Maeght’s attention. Baya’s
legacy is a testament to her enduring commitment of her vision,
one that defied women’s representation back then, adorned in
the middle of an imaginative environment of patterns.
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Resistant

Forms is generously supported by
Alison Jacques, the Ampersand
Foundation, the Estate of Donald
Locke, Henry Moore Foundation and
Paul Mellon Centre for Studies in
British Art. The exhibition at Camden
Art Centre has been supported
by Cockayne Grants for the Arts,
a Donor Advised Fund, held at the
Prism Charitable Trust.

Ain Bailey and Camden Art
Centre were shortlisted for
the Freelands Award 2023.
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Between Memory an%Exile ; .

o W

From March 31st to April 4th, an exhibition
of works by the Iraqi visual artist Turki
Abdul Amir Awda will be held in Paris.
The Art Price Point Foundation organized
this exhibition through its own efforts and
with the aim of introducing a European
audience to one of the artists of the 1960s
generation, a prominent figure in the Iraqi
art scene.

The exhibition will feature more than thirty
artworks, spanning from the distant past
to the recent past.

A number of important Iraqi artists will
be in attendance and will give lectures
on Awda's artistic journey, enriching this
cultural and artistic event.
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Artist Thamer Al-Khafaji held an exhibition of his artwork, which ranged
from ceramics to paintings on traditional Chinese platters (mansaf), at
the Polish Cultural Centre Gallery in London. The works were distributed
as follows: 35 paintings on mansaf, 18 ceramic plates, and seven round
pottery sculptures. The works were created between 2018 and 2025. The
exhibition lasted for a week and was the artist’s third solo exhibition
in London. Regarding his artistic styles, the artist works with various
techniques and does not adhere to a single style. However, it is noticeable
that Arabic script is the dominant element in his works, which he has
blended with English letters and cuneiform writing.

This combination has given his work its distinctive character, and it is
indicative of the influence of his expatriate experience on much of his
creative output.
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The Architecture of the Soul in the Mirrors of Color: A Reading of the
Experience of Visual Artist Hassan Abboud

Amira Naji / Visual Artist

There are artistic experiences that
don’tentertheeyedirectly,butrather
pass first through a hidden realm of
feeling, where color becomes an
inner language and form transforms
into a psychological impact before
it becomes a visual construct. In the
experience of visual artist Hassan
Abboud, the painting opens onto
a contemplative space, placing the
viewer in a state of profound visual
listening, as if the work doesn’t
present a scene but proposes a
complete existential experience
that takes shape between silence ‘

and movement, between fullness
and absence. Here, the painting
doesn’t stop at the limits of sight
but transcends them towards an
inner understanding that makes
the viewer a partner in producing
meaning, not merely an observer.

The German artist Paul Klee said:
“Art does not reproduce the visible,
but makes us see.”

This seemingly simple statement
encapsulates the essence of the
transformation brought about by
modern art when it moved from
representing reality to revealing its|
invisible layers.Upon contemplating
the works of Hassan Abboud, this
idea is clearly embodied, as the
work does not seek to reproduce '
the world as it is, but rather to create another world born from the interaction of color with
memory and from the fragmentation of form within an abstract space rich in suggestions.
For him, a painting is not a formal surface but a space for exploring a sensory truth that
gradually takes shape through the accumulation of color and deliberate omission.

16
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His works are built on a delicate
balance between mass and void,
where elements appear to be in a =
state of perpetual flux. ) - =
The semi-concealed forms evoke
a sense of continuous movement,
while expansive areas of color
establish a state of contemplative
stillness. This tension between
movement and stillness imbues the
work with an inner energy, opening
the scene to multiple possibilities.!
The viewer does not find l
a ready-made answer but rather
engages in a prolonged visual
dialogue with the artwork. |

Technically, Hassan Abboud relies
on building overlapping layers of
color, allowing depth to emerge
through partial transparency and
the interplay of shades. The color is
notappliedallatoncebutundergoes
a process of gradual development,
where touches accumulate until
the final structure is formed. This
method gives the surface a tactile |
sensitivity, making light an integral
part of the composition rather than
an external element. Warm and cool
colorsarejuxtaposedinacalculated |
relationship that prevents clashing
and creates an internal harmony |

based on balance, not similarity.
|5
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Thereisalsoaclearinterestingeometric
construction, which remains hidden
behindthe flowof color.Thereisasense
that every element occupies its place
according to a precise system, even
in the most spontaneous moments.
This duality between freedom and
discipline reveals a profound technical
awarenessthatpreventstheexperience
from becoming a mere improvisation.
The implicit lines within the work play
an organizing role, providing the eye
with a visual path that guides it from
the center of the painting to its edges
and then back to the initial point of
contemplation.

Onanacademiclevel,Hassan Abboud’s
experience is based on a firm grasp
of the fundamentals of drawing and
composition. The impact of systematic
study is evident in his ability to control
visual balance and his understanding
of the relationships between mass and
space, and between light and shadow.
Here, academic study does not restrict
the imagination but rather provides it
with a solid foundation that allows for
conscious experimentation. Therefore,
the works appear outwardly free but
are based on a deep understanding of
the laws of composition.

20
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His experience belongs to the spirit of the abstract
expressionist school, which sees color as a
psychological energy capable of conveying human
emotion without the need for direct narration.
However, this experience is not confined within a
single stylistic framework but rather opens up to a
contemporary sensibility that integrates abstraction
with symbolic construction, so that forms become
suggestive signs that hint more than they state. This
openness allows the work to resonate with diverse
tastes W|thout losing its unique ldentlty

In his works, the subject matter recedes in favor of
feeling, while the emotional experience takes center
stage as the focus of the artistic act. The scene
doesn't tell a specific story but rather creates an
emotional state that evokes the viewer's personal
memory. Therefore, each new viewing of the work
feels like a different discovery, because the painting
doesn't settle on a single meaning but remains open
to continuous reinterpretation.

-,

Hassan Abboud's work presents a model of art
that seeks depth over noise and contemplation
over directness. It is an experience that believes
beauty lies not in the perfection of form but in the
space the work leaves for the viewer to participate
in its construction. Herein lies the true meaning of
art, when color transforms into a silent language
capable of expressing what words cannot. In this
spirit, his works remain open spaces for dreaming
and free domains for self-discovery within the

mirrors of color.
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The Secret of Creation in the Works of V'ikucll Artist

Hassan Abboud )

l ’
’

(My paintings often reflect the eternal dialogue between woman as a tender, ’,‘

beautiful creature exercising a power that embodies the beauty of the work. (

However, this beauty is indirect; the woman in the work is not merely a superficial

form, but rather immersed in chromatic and sensual illusions that harmonize

with a femininity reflected in the work through color and form. At other times,

my emotions fragment, and | attempt to engage with the pictorial surface of the :

face with an emotional and expressive sensibility.)

o,
Before examining the works of the expat;ig.tgvisual artist Hhasa,rn Abboud,
we must review the temporal circumfhnces that contrik t ‘the creatia

and development of his artistic e,xmriencg. Among t :

relationship with the work of his graphic master,
recognized early on the characteristics of this experienc
of which were based on his exposure to the artistic el ge o :
(China), with its performative sensitivity to its unique*emlfrf nenta L
palette—a palette that is more delicate, transparent, and pro foundl A
of the motifs of its surroundings, in addition to its tt‘nigue p_ers v‘
to this is his contemporary abstract repertoire, enriched with details ¢
from local heritage. Hassan certainly studied and accompanied his
unique and fully realized graphic experience, complete in its exp
and performative requirements. However, while did not completel '
himself with it, but rather tried to break away from it; he did not
Rather, he provided his own artistic experience with the conditiol
distinctiveness, which was shape'd by the social and political c
that played a role in its maturation and, in its final outcome,
pointed to Hassan. ' !

If the early seventies in Iraq held some openness to others
isolation, it was during a time when the first signs of auth
pressures that stifled personal will were beginning to appea e
and academic spheres. These pressures were exerted on all i c {
their own inclinations, orientations, and cultural and political i t

were fundamentally resistant to domestication. Importantly, witk ‘space C
cultural decline and its ideological manipulation, the intellectual and th i
had no open field, forcing them to adopt an enigmatic discourse 0 e
the authority of censorship. Since visual art in general is open to al é !
experiences of the artistic world, the artist Hassan Abboud chose to produ
his abstract artworks shrouded in the ambiguity of their initial symbolism.
preferred to focus his exploration on the inner self, not on external sm} e
creating physical signs that emanate from within the artist, carved |\ to ame :
framework prepared within the open space of his drawings. ‘
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Brtist of the issve

Perhaps | would argue that Hassan Abboud does not belong to his
generation of the 1970s (according to the classification of Iraqi
ideological criticism), but rather to the generation of his mentor,
Al-Nasiri. | consider his works to be equivalent to, or parallel to,
the characteristics of Al-Nasiri’s works, for example, and even
the works of some artists like Ali Talib. This is due to what was
known about that generation (the 1960s) in their attention to the
surface of their works and the density of their colors. | find these
characteristics present in his works, whether his paintings or his
graphic works with their layered surfaces. He has managed to
capture the best elements of this generation’s performance, or
these unique experiences that belong to them.

In Hassan Abboud’s drawings, is the circle complete?

Idon’t believe he will. He always prefers itincomplete, its horizontal
surface open to all his interpretations, spaces laden with secrets,
and his secret creatures shrouded in shadows, whether diffused,
compact, or layered—phantom spaces, whether dark or luminous.
The semicircle, which he sometimes places at the center, offers
the artist here like a nurturing womb.

In Hassan Abboud’s drawings, is the circle complete?
Idon’tbelieve he will. He always prefers itincomplete, its horizontal
surface open to all his interpretations, spaces laden with secrets,
and his secret creatures shrouded in shadows, whether diffused,
compact, or layered—phantom spaces, whether dark or luminous.
The semicircle, which he sometimes places at the center, offers
the artist here like a nurturing womb.

In Hassan Abboud’s drawings, is the circle complete?
Idon’tbelieve he will. He always prefers itincomplete, its horizontal
surface open to all his interpretations, spaces laden with secrets,
and his secret creatures shrouded in shadows, whether diffused,
compact, or layered—phantom spaces, whether dark or luminous.
The semicircle, which he sometimes places at the center, offers
— the artist here like a nurturing womb. Indeed, it is. And as long as
Z the womb enjoys its biological secrecy, it enjoys its tranquility,
< protection, and intimate warmth. Even though the womb is the
% external, surrounding, and nurturing structure. Hassan prefers
E that the births of bodies, in all their variations, should spring
2 from him. He tirelessly attempts to recreate and cultivate them
% within this intimate incubator, with its experimental, diagnostic,
“ abstract, and enigmatic variations that strive to penetrate and
emerge from the spaces of (iwo or three, or more
fragmented) bodies or bodies.
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Because they emerge, they often maintain their horizontal position, yet |
find them translucent from that nurturing womb. Perhaps I’'ve gone too far.
But | see in every detail, subject to a specific design maneuver, a hint that
they are other wombs—nurturing wombs, warm wombs, wombs scattered
by tragedy. Wombs that created the miracle of light emanating from them
to illuminate the entire surface of the work. And though the womb here is
the source of all these semantic and aesthetic activities, it simultaneously
always preserves its secret. The secret he hid within the folds of his mind
before his emigration to the Netherlands. The secret of his survival. It was
not a silent womb, keeping its secrets. Rather, it resembled an open book,
its pages revealing the mystery of its secrets. But not entirely.

Sometimes, its colors seem reluctant to reveal anything more than
fragments of this secret. Hassan Abboud has survived, not as a biological
body, but as an active agent capable of disclosing some of its secrets,
in the way he has mastered and dedicated himself to producing. His
artworks, as much as they reflect human emotion, reflect his own self, and
nothing else. Finally, will our artist close the circle, or is it still not satisfied
with its harvest? And if he does close it, will he find another, better, more
nurturing outlet? But | believe that since it has fragmented and become,
like the seasons, colorful artistic climates following their geological maps,
whose soil he is still excavating, his artistic experiences will retain their
expressive power, like abstract works draped in fragments of their hidden
symbolism. As long as he prefers to cloak his symbolism in his chromatic
veil.

Back to the beginning:

Four young artists were swept away by the catastrophic circumstances
of the eight-year war, and it is wonderful that they survived after it robbed
them of their freedom at the beginning of their artistic journey. It was a
bitter human experience, leaving deep scars on some, and less so on
others. But in any case, it did not prevent them from continuing their
artistic journey. The “Group of Four,” which included our artist Hassan
Abboud, who | believe acquired his artistic experience from outside the
group, was a prime example. Mohammed Sabri’s delicate realism took him
far afield, while Asim Al-Amir and Fakher Mohammed continued to embody
the symbols of their local environment in line and color, never straying
from local palettes except to return to them with details of heritage and
local context—endless variations. Thus, this group had no common
denominator except for Asim and Fakher to a certain extent, and it was
represented by three distinct experiences: realism, symbolic abstraction,
and local expressionism. Despite this, this group carried the element of
defiance at a time when previous artistic groups were disappearing or
fading away, transforming into scattered personal experiences.
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The important thing is that, within this gathering, they were able to revive
some of the rituals of group exhibitions in Iraqi art, and to conclude a phase
of convergence and interaction among artistic groups—procedures and
rituals that added a certain significance to Iraqi art. Without competition,
maneuvering, and artistic and cultural conflict, and outside of any
established traditions—which are essential—these creative practices
of the artistic movement remain somewhat deficient in achieving some
of its advanced goals, even within the limits of the available supportive
circumstances.

How does Hassan Abboud view his artistic work?

Hassan Aboud states: “Before beginning with the tangible, sensory aspect,
the artwork, for me, is an act of confrontation. Therefore, | revisit its blank
page until it is complete within me, and in doing so, | mentally absorb its
features and characteristics. The confrontation transforms into an act akin
to dissolution and merging, and | enter its world as raw material to begin the
act of creation. It is a non-random birth. There is intentionality behind every
detail in the work; it is the behavior of objects in my painting, the bonds of
my relationship with the things around me, the emotional connection of
the initial dialogue with the woman as a being who continues to exert her
authority over the aesthetics of the work. The woman in the artwork is not
an external form but a complete essence.”

For me, as a reader of the artist’s work, | believe that the artwork is the artist
himself. If it is not, then it is an exception. This also applies to the self and
work of our artist, Hassan. My study of his personality, characterized by
tranquility, deliberation, and a deep sadness inherited from his Iraqi life,
which was not without its tragedies on both a collective and personal level,
reveals this. It’s as if | discern his personality through his palette, through
the deliberate, successive constructions of his entire body of work. The
significance of women in his paintings is paramount. They are not merely
depicted with physical details, but rather through their spirits, which he
transforms into something akin to a phantom floating in the light. Like the
phantom uterine birth | alluded to in the introduction, his entire output is
nothing more than a series of renewed and recurring births. And does loss,
with its lingering emotional turmoil, ever truly leave its secret cradle, the
deep self that is the womb paralleling concealment and revelation, death
and birth? The harmony of his palette, its delightful and focused warmth,
envelops and embraces within its folds his intimate allusions to his personal
secrets—the secrets of births he strives to nurture in a more
beautiful, delicate, and pure environment. It is this deliberate crafting
~ that has possessed him, like the
deliberate steps of his life, even in its harshest moments, for its
nurturing. Has his self become detached
from his creation, or have they intertwined in the very fabric of life
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Returning to the First Incubator: : 4 : . ‘e ."J

(N, { ' i : N e Pl
I find it necessary to revisit his first Iraqi incubator. After mentioning :
, his divergence from the nature of his colleagues’ work (the “Group / i Ll
| of Four”) in the 1980s, what legacy did this group leave him with? | A8 LAY
‘ don’t claim to possess documented information about the cultural j
and artistic dialogues that took place within the limited sphere of . .4~ .;.3 {
their small group. If we compare the membership percentages ofthe = . - - ' '
early art groups, particularly the Baghdad Group for Modern Art, the '
Pioneers Group, and even the Impressionists Group—excluding the
modernists of the 1960s and those who followed, whose numbers
gradually dwindled until the critical period of the Group of Four
(during the war) in the 1980s, which is to their credit—it seems that 1A
’ what bound them together was their age, their shared studies, and ' =
the depth of their intimate personal relationships, along with an
attempt to transcend. However, | believe that this transcendence
never reached its full potential and remained confined to their limited
personal efforts due to the isolation that pervaded their otherW|se
empty spaces. The second isolation imposed by the C|roumstance§ B
of the craft on communication was a contemporaneous |sotat|on of
global artistic culture. This isolation was suffered .bthHe creaﬁfe‘
community in all its humanistic branches in generat Theréfof'e; P
their artistic endeavors were governed by their narrow space, for
which they tried to find an alternative or a purely subjectlve sphere.
Thus, their artistic reference remained bound by its local coniext
interpreting its expressive symbols. This is cleariy ewdent in the
works of artists Fakher Mohammed and Assem Al- Amlr Although
the latter attempted to engage with his difficult era, his onks did
not deviate significantly from his usual performance ster as Fakher
did in a few works. Ultimately, they both returned to their persondlr b
referencesin aboundless dialogue, despite their relative dlfferenc”e’q
between complexity and simplicity, and Assem’s dlalogue \ylth {He :
- self within this context and its local environmental sources, Our
| artist Hassan remained a mere witness, preserving the boundaries
of his achievement, while he distinguished himself with a graphi'c ; A
engraving that differed from the performance style of the rest of the g A g
group, including the realist academic Mohammed Sabri before his: Ll
passing. While the details of the rest of the group’s work were fluid el
and fluid, despite Asim’s control, Hassan maintained the solidity o .
of his palette, much like the quantum engraving with its Iayered : ;
textures and clearly defined areas, which are not devoid of design et |
elements. e el ]
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Returning to the First Incubator:

His works are deeply harmonious, even when he attempted
to break this pattern with other figures, subjecting them
to the same surface techniques to occupy their spaces
within the diverse range of contrasting and harmonious
colors. These are characteristics, | believe, not unique
to our artist Hassan, but shared by most distinguished
artists who studied graphic arts under Rifa’ al-Nasiri. |
am reminded here of Madhat Kaki, Assan Ghaib, Hassan
Haddad, Hussein al-Ta’il in his early works and graphic
art, and others. Although each of them forged their own
unique style, there remains a root that refuses to leave
its origin. What is important for Hani Aboud, within this
limited collective experience relative to his entire creative
timeframe—both within his Iraqi and Dutch
backgrounds—is that while his group pursued

its environmental and, for some, reality, he delved deeply
into his own being to revive and extract the essence of
his secret life and its public expressions, despite the
enigmatic nature of its profoundly hidden allusions. In
other words, he deliberately retreated into secrecy to
preserve his personal secrets like a dazzling treasure
encased within a solid concrete wall, a unique shell. He
certainly knows that artistic secrets are not like other
mysteries. They are laid bare before the viewer’s eye, to
be discovered with the same deliberation with which the
artist constructed their framework. They are the womb of
birth, the womb of life, whose secrets have been unveiled
by medical instruments, making them accessible to the
discerning contemporary reader.

Ali Ngjjar
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Study case

Cartoonist Khudair Al-Himyari... who meddles in

leverythingThe game of musical chairs

Khaled Khudair Al-Salehi

The dual nature of journalism and caricature

Our initial hypothesis is that the art of caricature

shares with photography the same dual
nature, and the convergence of contradictions t‘_}m JQJ .:J#

necessitates: ¥

First, the fulfillment of material (objective) %é\)‘h’i w\\'ﬁ l:.'l M

requirements, which constitute the essential
existence of both caricature and photography, to
achieve the quality of art. Second, the fulfillment “'—--"#1'..____..-
of the documentary nature with its narrative and

recording objectives; meaning that caricature

is based on combining: First, the nature of ( i gpi———

the artwork, in terms of the availability of
aesthetic requirements, and second, the nature
of the written text published in the press with its
journalistic and informative objectives.

The Visual/Material Reality of Caricature:

The results achieved in his exhibition “Chairs”
stemmed from combining elements of caricature
to produce rare synergies and interactions
between realities that collectively form the
caricature’s message. This is manifested in the
objectification, or materiality, of the caricature,
often derived from: firstly, the materiality
of Chinese ink with its lines and dark areas;
secondly, the materiality of color, which has
recently begun to blend with the ink to varying
degrees—this is what we mean by the materiality
of the drawing; and thirdly, the form of the
letters the artist uses to write his captions. These
are visual and semiotic realities, rich in meaning
and culturally significant, shared within Iraqi
popular culture, thus giving Khudhair
Al-Himyari’s work a distinctive stylistic
uniqueness.

36
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Study case

Post-Ghazi Caricatures

The 1970s in Iraqi caricature art gave rise to what | call the “post-Ghazi generation” of important artists who
opened the doors to modern caricature. Among them were: Nizar Salim, Mu’ayyad Ni‘ma, Ra’id Nouri, Bassam
Faraj, Abdul Rahim Yasser, Mansour Al-Bakri, Shihab Al-Himyari,

Khudair Al-Himyari, Kifah Mahmoud, and Dia’ Al-Hajjar. The majority of their generation’s artistic direction was
minimalist, perhaps influenced by the Egyptian minimalist trends that Khudair Al-Himyari himself called
“Al-Labbadiyya,” which reached Iraq through the magazines “Rose Al-Youssef” and “Sabah Al-Khair.” This
minimalist tendency influenced both the “realists” of Iraqi caricature, such as Bassam Faraj and Khudair
Al-Himyari, and its “abstractists,” such as Ra’id Nouri and Kifah Mahmoud. It also created a generation that
adopted a middle ground, attempting to develop a refined “Ghazi” style while preserving details. Mu’ayyad was
one such artist. blessing.

The Diverse Works of Khudair Al-Himyari

Khudair Al-Himyari’s work in the field of caricature has expanded to include: caricatured journalistic stories
(figurative caricatures), which led the writer Hassan Al-Ani to consider Al-Himyari a rival to the caricaturist
Khudair Al-Himyari. These journalistic stories are a style Al-Himyari employs but did not include in his book
“Subliminal Drawings,” though they may be included in a future book. These drawings are accompanied by
captions that serve as the story, clarifying the artist’s intentions.

The diversity extends to drawings without captions,
sometimes accompanied by a banner that effectively
serves as the drawing’s title and explains its story.
This diversity is also reflected in the variety of his
drawing techniques: from enlarging and reducing the
size of his subjects according to their importance in
the caricatured event, to using ink and varying areas,
to the conscious use of color, or to creating a series of
drawings that together form a single theme, scenario,
and work

Expressing the Local Spirit

The call to express the local spirit remains active
in Khudhair Al-Himyari’s work. He was able to fuse
the (secret) popular engines of Iraqi culture with a
high degree of awareness, to the point that many
of his caricatures cannot be appreciated without
understanding the nuances of Iraqi popular culture
and the period in which each drawing was created,
in order to connect the date depicted with the events
that occurred at that time. Al-Himyari relies heavily on
the reception of his works based on the Iraqi cultural
heritage and the unique characteristics of that heritage,
in which irony, humor, and anecdotes play a significant
role.
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Study case

This made the emergence of Al-Jahiz and other writers of humorous wit a natural developmentinlraqi
culture. Therefore, the reception of Al-Himyari’s drawings stems from an expected horizon adopted
by Iraqgi popular culture since ancient times, a horizon that Al-Himyari skillfully manipulates and
utilizes. The high paradox in Al-Himyari’s drawings arouses in the reader the pleasure of searching
for (Al-Himyari’s version) of reality, and discovering the illusions of that reader’s expectations,
which Al-Himyari is adept at breaking, whether in a funny way, or in a sad and tearful way, due
to the sad contradiction between the reality of life, of which Al-Himyari presents a version in an
exaggerated way, and the utopian version of the horizon of humanly acceptable expectations of life
at its minimum.

The Clear Idea and the Cultural Dimension

The work “The Story of Corruption” embodies two ideas:one clear and easily grasped by the average
viewer, and a deeper, more nuanced idea requiring cultural understanding. The book depicted in
the image (The Story of Corruption, Part 1), with its parts displayed on the table, alludes to Durant’s
“The Story of Civilization” in its various volumes, suggesting that corruption is as enduring as the
story of human civilization itself.

Iconic (Heroes)! Without Heroism... and a History Without Events!!

The heroes in Khudair Al-Himyari’s (iconic) drawings take on a carefully crafted, formal form;
His models involve formal deviations that take on a striking and influential stability. | previously
mentioned the hallmark adopted by Iraqi politicians in Khudhair al-Himyari’s experience, which
consisted of distinctive accessories: dark glasses that concealed the eyes, or glasses that looked
like a teacup holder; a high, hooked nose, uncut by a sword, like that of the politician Ali al-Adib; a
protruding index finger, like those of Saddam Hussein and Ali Abdullah Saleh; and large buttocks,
which the late Iraqi President Jalal Talabani described as filling the chair and overflowing, causing
it to cling to it tightly. These buttocks symbolized the enjoyment of Iraq’s wealth. My illiterate,
working-class father considered these buttocks a semiotic sign of the influential classes in Iraqi
society during the 1950s; as if the path to the bourgeoisie could only be traversed through such
exceptional rear ends!

(Khudhair al-Iraqi) Hanzala al-Himyari!

All these formal features, which furnish the idea in Al-Himyari’s work, prepare the reader to focus
on the central character, who represents the voice of the people, upon whom the burdens of the
misdeeds of Iraqi politicians fall. This character is the witness, the downtrodden citizen, whom |
call “Khudair al-Iraqi,” with his most prominent physical characteristics: a hunched back, profuse
sweat, and a wrinkled face, much like Naji al-Ali’s “Handala,” a model of the downtrodden Iraqi who
spent his life walking, carrying his papers, dragging himself beyond the paper that represents the
homeland.

Hidden Drawings): A Paradoxical Experience in Iraqi Caricature)

What Khudair Al-Himyari published in his book, “Hidden Drawings,” represents a paradoxical
experience in Iraqi caricature. He divided his book into chapters, each titled with a textual excerpt
that may be related to the drawings in each chapter. The reader must employ their intuition and
cultural awareness to find this connection, which will undoubtedly be personal. This book cannot
be discussed but must be visually experienced. It presents Al-Himyari’s experience from 2004 to
.2021
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Study case

The most distinctive feature of Al-Himyari's work is his ability to achieve the utmost simplicity in both idea
and form, while simultaneously creating a poignant puncture (what Roland Barthes calls "the pincushion")
that compels the viewer to take a stance on a particular issue. This poignant pincushion here is the paradox,
which we consider the most important element in literary works. It ranges from simplicity to humor to

a cultural dimension that requires a cultured and educated audience.

The power of the line and the power of the idea... and their simplicity.

What fascinates me about Khudhair Al-Himyari's drawings is his mastery of the concept of strong lines.

The powerful lines that his artistic journey has culminated in are precisely what the poet-painter William
Blake emphasized: that the most important elements of line are strength and simplicity. Al-Himyari possesses
a profound and skillful command of these two elements.

These lines are the result of a powerful and powerful idea... and their simplicity. (Hidden Drawings) Packs
(Iraq) into Albums

In her book on photography, Susan Sontag asserts that photographs, as they pack the world, entice readers
to pack them away. They are confined to albums, published in newspapers and magazines, or compiled into
books by publishers. "For many decades, books have been the most successful way to arrange (and usually
reduce) photographs, ensuring their longevity, if not immortality" (p. 11). A photograph, unlike a caricature,
does not lose its essential qualities when reproduced in a book because it does not require the original copy,
which is a prerequisite for the existence of the artwork. It is therefore extremely important to collect an artist's
work in a book, firstly to protect it from being lost, and secondly to make it easier for writers and researchers
to find a sufficient quantity of the work gathered in one place. This is precisely what Khudhair Al-Himyari
has done. From the very first cover of his book (Hidden Drawings), Khudhair Al-Himyari does not merely
insert his photographs into the book. The album, not content with merely sticking its (huge) nose into every
matter, much like the intellectual Banda, a reference to Julian Banda in his famous book *The Betrayal of the
Clergy*, who considers the intellectual responsible for taking a stance on every life problem, is not satisfied
by Khudhair Al-Himyari. He inserts himself into the cover image, and the reader, in order to win a fictitious
prize from us, must discover the artist's image in less than three seconds.
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Study case

(Chairs) Exhibition...
The War of Chairs and the Trojan War!

In our opinion, the process of receiving a caricature
does not require the same degree of passive waiting
required to perceive hidden forms lurking in clouds or
shabby surfaces. Receiving a caricature requires only
a slight degree of such waiting. It requires receiving
the subtleties and levels of the caricatured work and
discovering its secret meanings. It requires a search
akin to searching for animal and creature shapes
in ancient walls and clouds—a game that allows for
the passive representation of the excavations of the
artistic event. As a preliminary mechanism, it prepares
the reception process to activate the expressive
energy of the hidden depths and the surface (frottage)
of the visual text, both semantically and in terms of its
unspoken cultural depths.

By “excavations” of caricature, we mean the images,
visual signs, and cultural conspiracies that constitute
its deeper meanings. All of these are governed by
two versions of reality: first, the lived reality of Iraq as
experienced by Khudhair Al-Himyari; and second, a
utopian version of reality according to the conditions
achieved by humanity in the civilized world. Third, there
is Khudhair Al-Himyari’s caricature, which conceals
one aspect and reveals another. Between revelation
and concealment lies the poignant paradox (the -'!
punctuation mark) that is simultaneously laughable * &
and tragic.

The Humanization of Objects

Following the “Chairs” exhibition, | will use Khudhair l#
Al-Himyari’s drawings as a model for the humanization
of objects. Chairs are no longer what they once
were—structures designed to accommodate human
sitting and accommodate their physical limitations. The
different (class) system, the chairs, (after) Khodair
Al-Himyari, became something else entirely, entities
that began to: differ, quarrel, and issue various stances.
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|(Digital is the new metaphysical principle...!!)

Jean Baudrillard

Baudrillard’s statement clearly points tothe immense power of the digital revolution
we are currently experiencing, which has forcefully and clearly exerted its influence
on all fields of artistic and intellectual creativity. It has become the new metaphysics
around which everyone revolves, and the obsession of the contemporary artist
worldwide is the necessity of possessing modern media devices that subject them
to its dominance. This has transformed into a superpower, similar to the power that
priests once held in manipulating artists to serve their agendas, or that kings and
feudal lords, and later industrialists, once wielded. Thus, we are now witnessing the
early stages of the digital revolution, or the third pivotal revolution in human history
after the agricultural and industrial revolutions. This new digital revolution targets all
of humanity, utilizing creators in all fields of creativity to reach them. It generously
provides them with modern media devices or multimediatoolsto.further control and
dominate their minds, and consequently, their future and the will they fundamentally
strive for. It has robbed.them of'their agency and transformed them into subjects of
this media, whichiseems destined to dominate and control the future of the world.

Contemporary media (images and visuals) of all kinds possess the ability to
penetrate the latent layers beneath consciousness, even surpassing the resistance
of consciousness itself. It is the power of. the visual field in general to create
involuntary orientations and inclinations. Undoubtedly, words have a significant
capacity to engage with this realm of the unconscious, but the image, in its continuity
as a continuous fabric and in its transformation into a visual field, is more capable
of encompassing the human being within it.dt.is capable of creating the illusion of
becoming an organic extension of reality itself, presenting a distorted image. Hence
the danger of the image in the processes of disseminating values, guidance, and
judgment.

The communications and information revolution of recent decades has endowed the
mechanisms of consciousness formation with technological capabilities that have
transcended geographical boundaries. These mechanisms have gained the power
to influence the shaping of local and global public opinion, and to reshape collective
consciousness, thereby defeating or besieging it.

The image industry - in all its forms - is a natural product of development in the fields
of science, art, and communication. Indeed, it came as a response to the needs,
mechanisms, and interests of the powers that work to harness the achievements
of science and art to serve their political and economic strategies, both secret and
public.

We were among the first critics to warn early on about the dominance of new media
and the power of the communications and information technology revolution. We
predicted that the day would come when these media would control human life, and
even the very process of art and creativity itself. This was discussed in my book,
“Trends in Postmodern Art Criticism,” published by the Egyptian Ministry of Culture

6 at the beginning of the 21st century.
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(The non-artistic imagination derived from science and technology is equivalent to
the imaginative abilities of artists.) This statement by the artist Eduardo Paolozzi
points to the artistic and technical capabilities and potential inherent in science and
technology as an “inspired and motivating” imagination equivalent to the imaginative
abilities of artists. Paolozzi himself preferred science museums as exhibition spaces,
and his works are based on designs derived from scientific and technological sources.

The contemporary digital revolution has become a new form of technological
colonialism, to which everyone will be subjected by virtue of their needs. Therefore, it
is no surprise that in most international biennials and exhibitions, artists present their
work using various media, even if their ideas are critical of the media, globalization,
and this current global technological hegemony.

The contemporary artist is fully aware that we are witnessing a historical shift in the
course of art in all its forms. It is certain that new generations of creators will turn to
modern multimedia, driven, encouraged, and dominated by the massive corporations
and institutions that produce cutting-edge digital technologies. These corporations
play the role that religious figures, rulers, and princes once played in acquiring and
exploiting artists to express their agendas. This is what these institutions do: they
inundate artists with modern digital media, making it the sole tool through which
artists express the orientations of these institutions, which extend beyond their
economic role to a political one that seeks to dominate the world under the banner of
what is called “globalization.”

|A radical transformation has occurred in modern art, and an even more radical one
in contemporary art, reflected in a shift in terminology. Fine arts have been emptied
of their mythical inspiration and symbolic power, becoming closer to communication
tools and consumer goods. This shift began with Marcel Duchamp and the Dadaists’
revolution, which overthrew “fine art” and established “plastic art.” Instead of “pure
beauty” as our guiding principle, there is now “formation,” and subsequently, “visual
art,” until we are all under the control of technology and the dominance of media. The
prerequisites of preparation, talent, training, knowledge, and strong technique have
disappeared, and the spiritual (magical) and psychological (intuitive) dimensions
have been negated under the banner of democratic taste and creativity for all.

'Artificial intelligence (Al) is essentially a useful application used in practical fields,
such as designing advertisements for advertising agencies, films, and book and
magazine covers, etc. In this context, it served as a valuable aid to humans, helping
them solve many technical and operational problems.
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However, the real problem is that this program has become more sophisticated and
dangerous, encroaching on areas of artistic and intellectual creativity and innovation
that were once exclusively the domain of humans. Talent in these areas was a
prerequisite, its presence or absence dependent solely on the individual creator. This
is where the danger of this self-evolving application lies, as it becomes capable of
practicing all forms of artistic creativity.

The most important question now is:

How can a single program be knowledgeable about all these diverse fields, and how
can it grasp all their numerous and limitless details?

It’s like a black box, full of secrets, about which no one knows anything! It relies simply
on the vast and unlimited amount of data, information, images, studies, encyclopedias,
and artwork available and published on all types of social media, shared by the users
themselves. This has given them an incredible amount of knowledge and information
that has helped them develop their intellectual and creative skills. Based on this vast
amount of creativity already shared on social media, this information has become the
primary reference and database upon which they rely in their work.

It is certain that many professions and jobs will disappear in the near future due to the
developments and capabilities of this application and technology, which will replace
humans and force many people and employees into retirement.

IAnd the greatest danger... If we don’t pay attention, | fear that artificial intelligence will
kill the very idea of creativity and eradicate it completely. | mean the idea of creativity
in general, whether in the visual arts, literature, or literary criticism, including writing,
poetry, novels, short stories, novellas, literary criticism, and so on. It has even reached
the preparation of academic theses!

Most of what we see, watch, or even read now is a product of artificial intelligence,
not only in the field of visual art production but also in almost all areas of creativity.
EEven the simplest things your mind can imagine, even the posts and comments you
read every day on social media, are mostly made by artificial intelligence. Most people
have become so mentally lazy that they are no longer able to write a few words to
express their opinion or viewpoint on any given topic.

This post on your Facebook page is supposed to express your personal opinion and
perspective on things and life in general. However, technological advancements have
eroded most people’s self-confidence to the point where they can no longer write a
few words to express themselves.
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This brings us to the idea of the misuse of technology, from producing visual artwork
to writing stories, novels, and poems.You could use this program to write a brilliant
and captivating novel about the suffering of modern man, and it could even prepare
a critical analysis of the language, plot development, and.character development in
this remarkable novel. Then you would publish'it, claiming.it.as your own creation,
saying you spent countless nights struggling to bring it to fruition. The surprising
thing would be that everyone—readers and critics alike—would believe you and
praise your genius! In this context, we must refer to the important article published by
critic Fatima Ali in Al-Qahira newspaper, which is published by the Egyptian Ministry
of Culture. In it, she warned of the danger of this new technology and its misuse by
humans, and it bore a satirical title about (the relationship of artificial intelligence to
the natural stupidity) of humans, and that they will use this technology in the worst
possible way..!!

Media Control
ICreativity... Human!!

|Artistic creativity is inherently linked to human sensibility, both in its presence and
absence.

ICreativity is a purely human concept. Machines do not create; rather, they produce a
kind of good imitation within a vast amount of information, granting them the ability to
generate a huge number of different and varied solutions and alternatives.

The relationship between human sensibility, machines, and art is a dialectical one that
may lead to transforming the artwork from a single,

unique piece into a mass-produced product, as if it were merely a production line for a
commodity to be placed on supermarket shelves: This is a very dangerous qualitative
shift that destroys the idea of artistic and human value that humanity has worked to
build over thousands of years.

Here, we must point to the idea of modern technology’s control over contemporary
humans, and perhaps the mobile phone in your hand is the clearest example of
this control. When the intermediary imposes its conditions and authority on the
creator, becoming the.ruler.and controller, and when the intermediary controls the
artist himself, then the intermediary transforms into the message. Ultimately, the
intermediary reaches suchia-high degree of control that it becomes both the message
and the sender!

The value of any work increases the more evident the human element is in it, and its
artistic and material value decreases the more the machine contributes at the expense
of the human. Perhaps the clearest example of this—to illustrate

the point—can be found in the Harrania region and other places in many Egyptian
governorates and in many Arab countries. There, we find that a handmade carpet
crafted by a group of children or women, most of whom are uneducated, and who
may spend months making it, but who possess both artistic and human sensibility,
is worth far more than any similar carpet produced by the largest carpet factories in
mere minutes. The difference, simply put, is artistic and human excellence.
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The truth is that the application of artificial intelligence technology will affect most creative 9
fields, but in the field of visual arts, it may cause significant disruption if we are not vigilant
and prepared. | fear it will pose a major threat on several levels.

It will give anyone, regardless of their talent or abilities—limited or even nonexistent—
the opportunity to practice art and become a distinguished and well-known visual artist
simply by learning how to use this program. This is easy; you can simply ask it to draw a
collection of paintings using various styles and materials. Then you can ask it to convert
them to oil paints, watercolors, or black and white, etc. L |

You can then instruct it to print these works, take them to any private gallery, and hold
your own grand exhibition. In this way, you can hold several exhibitions a year, along
with a massive social media campaign. At that point, you will become one of the most
important names in the contemporary art scene, whether anyone likes it or not!

This is what I truly fear: that this application will teach many visual artists laziness.

A true artist is supposed to think, create, care, and produce numerous sketches, studies,
attempts, and experiments until they arrive at a new, good, and different idea suitable for
artistic display, in addition to purchasing many materials and paints, etc.

This artist is no longer obligated to do all of this. This program has relieved them of all this
effort. With a single click, hundreds of paintings, compositions, and designs are presented
to them, bearing all the distinctive features and characteristics of their personal style,
with all its artistic features and characteristics. No one will be able to detect the trick,
especially if they possess the ingenuity to add some direct/live artistic touches to the
surface of the printed image to complete the illusion! P——

This is a highly dangerous level, as this program/application will directly contribute to
the spread of art forgery/fakeness. It's easy for any unscrupulous individual to exploit it
for substantial financial gain. They simply need to access the application and request a
collection of paintings and artistic compositions in the style of a famous or well-known
artist whose work is in demand in the art market. L]

The program will then generate the required number of paintings, possessing all the
known artistic and aesthetic characteristics of that artist. All the forger has to do is print
them and sell them to any entity, whether a gallery, institution, or individual art enthusiast
who wishes to acquire the artist's work. No one will be able to detect the difference
because it requires considerable effort, expertise, and technological skills that are not
readily available.

'Simply put, the urgent need to enact specific legislation and laws to regulate this type of
technology and prevent such crimes. Most art forums and public exhibitions have already
taken the initiative to implement measures to prevent such works from being exhibited.
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A Transformation in Creativity and a New Vision of Beauty

Art has always been a reflection of humanity’s
intellectual and technological development.
With every scientific breakthrough, new
forms of aesthetic expression emerge. Today,
with the rise of artificial intelligence as one
of the greatest achievements of the digital
age, art has entered an unprecedented
phase of transformation. Creativity is no
longer the sole domain of the human mind;
it now encompasses algorithms and software
capable of learning, simulation, and artistic
production. The interaction between art and
artificial intelligence raises fundamental
questions about the meaning of creativity, the
limits of the artist’s role, and the very nature
of the artwork itself.

The Concept of Art in the Age of Artificial
Intelligence

Traditionally, art is a human expression |
stemming from emotions, experiences, and
imagination.Artificial intelligence,onthe other
hand, is a computational system that mimics
some of the functions of the human mind,
such as analysis, learning, and inference.
When art meets artificial intelligence, a new
form of creativity emerges, relying on the
input of massive amounts of artistic data into
algorithms. These algorithms then analyze
patterns and styles and reproduce new works
that either emulate established artistic styles
or create unprecedented hybrid forms.
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jon Between
| Intelligence

This interaction is evident in several artistic fields, most
notably: Fine Arts and Digital Painting. Artificial intelligence
can generate artworks in various styles, such as Cubism,
Surrealism, or Impressionism, based on existing models.
The artist acts as the guide, defining the subject and style,
while the algorithm handles the execution. Music and Sound
Composition: It has become possible to generate entire
musical pieces using artificial intelligence. The system learns
from thousands of musical works and then produces new
melodies. This allows artists to explore innovative musical
styles or integrate different musical cultures. Literature and
Creative Writing: Artificial intelligence can compose poems,
short stories, and essays, opening a wide door for discussion
about the difference between human creativity and automated
production, and whether the resulting text can be considered
a fully-fledged literary work. Cinema and Visual Arts: Artificial
intelligence is used in writing initial scripts, enhancing visual
effects, and even generating virtual characters that interact
with viewers.

The Role of the Artist in the Age of Artificial Intelligence

The artist is no longer merely the executor of the artwork,
but has become a supervisor and designer of the creative
experience. They select the data on which the algorithms are
trained, refine the results, and add their own human touches of
taste, imagination, and critique. In this way, the artist becomes
a partner to the machine in the artistic creation process, not a
competitor.

Philosophical and Ethical Issues

Art produced by artificial intelligence raises profound
philosophical questions, such as: Who is the true author of the
artwork: the human or the machine? Can a machine possess
aesthetic sense? What are the limits of intellectual property
rights for algorithmically produced works?

Ethical issues also arise concerning the use of human artworks
to train systems without the owners’ permission, necessitating
the establishment of laws and regulations to protect artists’
rights.
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Artificial intelligence has contributed to making art more
accessible and democratized, as anyone can now produce a
painting or a piece of music using simple digital tools. This
may lead to a change in the concept of the "artistic elite" and
open the door for a wider audience to participate in creativity.

Conversely, some fear that art will lose its human essence
if it becomes entirely dependent on algorithms, potentially
transforming creativity into a purely technical process devoid
of the suffering and emotional experience that characterize
human art.

The Future of Art and Artificial Intelligence

The future is expected to withess greater integration between
art and artificial intelligence, with the emergence of new art
schools based on human-machine interaction. We may see
fully digital art exhibitions and artworks that change in real
time based on audience interaction.

Artificial intelligence will also become an educational tool for
artists, helping them develop their skills and discover new
techniques they were previously unable to imagine.

Conclusion

The interaction of art with artificial intelligence does not
representthe end of human creativity, but rather the beginning
of a new phase of artistic development. A machine, no matter
how sophisticated, remains a tool in human hands, deriving
its value from the purpose for which it is used. Art, in its
essence, remains an expression of human consciousness,
even when it employs artificial intelligence as a medium
and tool. Thus, the relationship between art and artificial
intelligence is one of integration, not conflict, reshaping the
concept of beauty and expanding the horizons of human
imagination.

Rida Al-Fahham
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Art and Artificial Intelligence Interact: Redefining

Creativity and Transforming Aesthetic Sense
Amira Naji / Visual Artist

Artificial intelligence is no longer merely a
technological tool belonging to programming
labs or applied science spaces. It has become a
cultural actor, participating in the redefinition of
the very concept of creativity and revisiting age-old
questions about the nature of art and the limits of
human imagination. With the rapid pace of digital
transformation, art has entered a new phase, one
not based on replacing the artist with a machine, but
rather on the emergence of a complex relationship
where human vision intertwines with computational
power to produce a different aesthetic experience.

Throughout its history, art has been linked to every
cognitive shift humanity has withessed. From the
discovery of perspective in the Renaissance to the
advent of photography, cinema, and then digital
arts, art has continuously redefine itself through
new media. Today, artificial intelligence emerges as
a medium that transcends its role as an execution
tool, becoming a partner in the artistic creation
process. The artist is no longer solely responsible
for the initial sketch; they now propose possibilities
and design systems capable of generating images
and ideas that surpass the boundaries of traditional
perception.

In this context, the concept of the artistic author is
changing. Instead of the idea of isolated individual
genius, a model emerges based on collaboration
between the human mind and artificial intelligence.
The artist becomes a guide to vision and a
coordinator of meaning, while the systems explore...
The potential for form, color, and visual structure is
intelligent, but artistic value remains tied to critical
sense, the ability to choose and interpret, and not
solely to technical capability.

Aesthetically, artificial intelligence opens up vast
horizons for experimenting with unprecedented
visual forms. It can analyze a massive amount of
images and artistic styles and reconstruct them into
hybrid forms that transcend the boundaries between
schools. Here, the question is no longer how to
paint, but how to think about the image and how to
reconstruct the relationship between visual
perception and cultural memory.

Furthermore, Al-powered art re-examines the concept
of time within the artwork. The work is no longer a fixed
moment but a dynamic process that can evolve with
audience interaction or data flow. This transforms the
viewer from a passive observer into a participant in the
production of meaning, making the artistic experience
an open space for continuous interpretation.

However, this interaction raises critical and ethical
questions concerning originality, intellectual property,
and the limits of human creativity. When algorithms
mimic the styles of previous artists, it becomes
necessary to redefine originality as the ability to
produce new meaning within a living cultural context.
Here, the role of art is reinforced in distinguishing
between the superficial use of technology and the
experiences that employ it as a tool for thought.

From a social perspective, artificial intelligence
contributes to expanding the scope of practice. Art,
by making creative tools available to a wider range of
individuals, enhances the diversity of contemporary
visual voices. However, it also presents the challenge
of overproduction, which could threaten the depth of
the experience if intellectual vision is absent.

On a more emotional level, the relationship between
the artist and the machine reveals a new philosophical
dimension. Artificial intelligence does not create
independently; rather, it reflects patterns of human
thought stored in data. The resulting works become
a composite mirror of collective consciousness,
where human memory intertwines with computational
capabilities.

The interaction of art with artificial intelligence does
not represent a threat to art's identity, but rather an
evolutionary stage that reveals creativity's ability to
adaptto every era.Atits core, artis a perpetual question
about humanity and the meaning of existence. As the
tools of expression change, the possibilities of this
question expand, and its worldview is strengthened.
Today, art stands at the threshold of a new aesthetic
sensibility that sees artificial intelligence as an
extension of the human mind, not its antithesis.
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About The Conceptual Art

LAWY TR el o

_a

Thanos Kalamidas

Conceptual art is one of the most controversial and influential art movements in the
history of modern and contemporary art, having radically transformed our understanding
of what constitutes a work of art and the roles of both the artist and the viewer. This trend
emerged prominently in the 1960s, particularly in Europe and the United States, within a
social and cultural context undergoing profound changes, such as student movements,
philosophical debates about language and meaning, and a critique of traditional art
institutions.

Conceptual art is based on the central idea that the "idea" is the essence of the artwork,
and that physical execution is merely a secondary or sometimes even unnecessary
means. In this sense, a work of art can be a written text, instructions, a mind map, or
even simply an idea yet to be realized. This approach represents a break with traditional
art forms that valued manual skill and visual aesthetics, such as painting and sculpture.

This trend has its roots in earlier works that paved the way for it, such as those of the
French artist Marcel Duchamp, who introduced the concept of the "ready-made" at the
beginning of the 20th century. He presented ordinary objects, such as urinals, as works
of art, thus challenging traditional notions of art. This opened the door to the question:
What makes an object art? Is it its form, its context, or the artist's intention?

In the 1960s, conceptual art developed more clearly with artists like Joseph Kossuth
and Sol LeWitt, who emphasized that a work of art is essentially an idea or concept.
Kossuth's famous work "One and Three Chairs" is a prime example, presenting a real
chair, a photograph of it, and its dictionary definition, raising philosophical questions
about the relationship between an object, its representation, and its meaning.

Philosophically, conceptual art has been influenced by several intellectual currents,
including the philosophy of language and logical analysis, particularly Ludwig
Wittgenstein's ideas about the relationship between language and reality. It was also
influenced by social and political critique, as artists sought to use art as a vehicle for
addressing issues such as power, identity, consumerism, and the environment.

Conceptual art takes many forms and is not limited to a single medium. It can manifest
in:

* Written texts displayed in galleries.

* Photographs documenting an idea or event.

* Performance art that relies on the interaction of the body with space.

¢ Installations that use diverse materials to create an intellectual experience.

e Digital or multimedia works in the modern era.




1==salaall pall; je=

pulagellls jugils

paladl Eman Al g, § iy Jandl 3,15) A4 SISl SiST o Sk asalat] Gl
130 ;b slgw as e ALl g uL\.ﬂ.“J‘gd‘g S Joadl mLoe.e.s‘_gL‘J..n Ygad &aaf i
@Luu@md.;t.u oLy ellg La‘gJ‘glécuaLs o paad| O u%ﬂ@@abdimgblyﬁl
Jon daduldll olalily dusall oS jall fio disee ol 33 sgdn OIS JLig celaial

LB ORI ol B A8 J) ALS| o Siall g d5L

s (A Jonll 255 b “B,SA7 G Laslie dyy5me 8,55 e casnlll A1 o iy
(2l Jags uLsA}” go-L Y @ tL:J‘gJ-\a J\.c = 3| 4.'54La dhwg (9w il ‘5..\Ll| KPP |
eJé:&SJJM@Ay MaLbhuglsumM3l‘b3&LmGM|M|u3ﬁuluSA4
:uy.dloJL@.llwsw@w&&l«uﬁﬂluyﬂiam&m@yﬂm K FIRY-Fvi

ccsailly g Ji o paall cilallanlly

conald 93 Jaun ylo g il (LS Jlosl Jis cal Siuge &islw Jleasl Jf olaiyl fia ngn 3 923

ua = éua ((Ready-made) “aiall salali p ggia o pliall o 8l Sl § pas sl
z okl 13 ol dsaaldsl) Mu.u lliy Baatie (il Yieel Lo jliely dgall fio dusle sbadd '_r.F.

SOLA A o calliw af calSi 5o Jo i3 #ofll Jans 63 Lo 1 jluaill alal Gl i

58 i3 e AU g o Sy asLA) (1 313 0 il 80 Sl §
& g gS Jas any X ) § 8,53 0,092 3 98 S Jeal) O 19aST Cual gl S
Cro aduyaig cal Bygu0 g Llalia Ui S (13 529 s “JJL‘ Ylie “eul S L g unlg” pgll

Oliao g aliial g g ginll (o d8Vall J g daduld u}!‘gLuu Tobs Les cyu gallll

Jalailly E3U) dieald Lgiuy (pa oS5 &lyled Bany aadit) Gall S cdadulalf dialilf oy
LB LA 50 LeS | a8 gl g dilll (g A8 J oo liiiaied dadugl IS8 dsl (bt
labial) Jio LUAS 7 ylal Ao sS Gl pludiul J) o Bl caw Eua ¢ gulilly elainyl

Aallg dMgiuly daggll

13 swats 088 ualg bavwg e ol Y 949 o caralat) Al JISa saats
P lis § S, 4y 9IS o guas 5

Las 5 5,55 38 L= 5 Vo8 F
= SLAL s swadl Jolas e saini (Performance Art) dslil o9 ,e .
0,59 & yad 3IAL de gl ol 9o padiud (Installations) dus oline .

Cnaadl pasll § Soaxie dailwg gl dsed, Jlocl

iy



” N
/About The Conceptual Art

One of the fundamental characteristics of this art is the engagement of the
viewer in the process of meaning-making. Instead of being a passive consumer
of beauty, the viewer becomes an active participant in interpreting the work. This
is what sometimes makes conceptual art difficult to understand or confusing,

because it does not present a direct message but rather opens the door to
multiple interpretations.

Despite its importance, conceptual art has been subject to much criticism. Some
view conceptual art as elitist and eomplex, detached from the general public,
and sometimes accused of lacking beauty or artistry. Others consider some of
its works to be exaggerated or based on simplistic ideas presented in a way that
suggests depth. However, its proponents defend it as having liberated art from
traditional constraints, expanding its boundaries to encompass the realms of
thought, philosophy, and language.

Inrecent decades, conceptual art has continued to influence many contemporary
art movements, such as digital art, new media art, and interactive art. It has also &
become part of the academic curriculum in art colleges, where it is taught as a
fundamental stage in the development of artistic thought.

Furthermore, art institutions such as museums and galleries have played a
significant role in disseminating this type of art, even though conceptual art
initially criticized these very institutions. This has led to a kind of paradox, where
art that sought to disrupt the system has become part of that system.

Itis worth noting that conceptual art was not merely a passing artistic movement,
but rather a profound intellectual shift in the way art is understood. The focus
has shifted from the "artistic product" to the "thought process," from “form" to
"meaning," and from "skill" to "idea."

In conclusion, conceptual art represents an intellectual revolution in the art
world, redefining the essence of @ work of art and opening the door to hew
forms of expression. Despite the challenges it presents to understanding and
appreciation, it remains one of the most influential trends shaping contemporary
art, because it invites us to think, question, and reconsider our long-held
assumptions about art and creativity.
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Highlight

The City That Tells Its Own Story

An Aesthetic-Philosophical Reading of Ali Al-Mousawi’s Old Town

In art, a city is not merely a physical structure, but an embodied
memory, a silent entity that speaks when its inhabitants are silent.
In the painting “Old Town” by the Iraqi expatriate

artist Ali Al-Mousawi, we are not so much confronted with a
pictorial scene of an old neighborhood as we are drawn into a
long visual narrative, told by the walls instead of narrators, and
written by layers of color instead of words. This is not a city to be
seen, but a city to be reclaimed.

From the very first moment, the artist chooses to exclude the
human figure from the surface of the painting, not to negate it,
but to magnify its impact. Architecture here is not a framework for
ongoing life, but life itself, petrified, preserving the voices of its
inhabitants in the pores of the clay and plaster. The architectural
masses accumulate in an unstable, slanted formation, as if leaning
together to avoid collapse, indicating an organic urban growth
governed not by plans, but by necessity and inherited experience.
This city was not built to be displayed, but to endure (functional
truth versus decorative artifice).

Color-wise, the workis based on a clear interplay between blue and
orange. Blue does not function as a clear sky or an open horizon,
but as a temporal void, a vast silence enveloping the scene. It
is the color of distance, exile, and an unfathomable expanse. In
contrast, orange and gold ignite as the colors of the earth, mass,
and the thermal memory of the place. Here, color does not merely
serve an aesthetic function, but becomes a symbolic vehicle: a
struggle between what remains fixed in memory and what has
dissolved into distance.
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Technically, Al-Mousawi treats acrylic as a building
material, not a medium for painting. The thicknesses of the
paint, the scratches, the deliberate blurring all allude to
the effect of time on the walls. Time here is not an abstract
concept, but a sculpting tool, leaving its mark like a
. pickaxe leaves its mark on clay. In this context, the painting
| approaches the concept of an “archaeological surface,”
| where each color level becomes a readable temporal
layer, not merely a visual element. Architecturally, Old
Town doesn't belong to any specific city, yet it resembles
many cities simultaneously: the old quarters of Baghdad,
the ancient cities of the Levant, the kasbahs of Morocco,
. and the alleyways of the eastern Mediterranean. This
deliberate generalization liberates the work from narrow
. | localism, granting it a universal human dimension. We
= are presented with a model of the Eastern city that grew
through accumulation, not design; through experience,
not planning—a city that resembles its inhabitants in its
resilience, energy, and capacity for endurance.

Socially, the absence of figures reflects a post-inhabit
state. It is a city that experienced fullness and then knew
emptiness, or a city still inhabited by memory, even if
reality is devoid of noise. This silence is not peace, but a
kind of urban mourning, where buildings remain standing
as witnesses, not victims.

In this dimension, Al-Mousawi's Old Town resonates
globally with Anselm Kiefer's eroded cities in terms of
the weight of material memory, and with some of Nicolas
de Staél's experiments in reducing the urban mass to a
dense, chromatic structure, although Al-Mousawi's work
' is more closely tied to narrative and nostalgia.

Philosophically, the painting poses the question of
; survival: Do cities perish when their inhabitants abandon
{ them, or do they begin a second life in memory? In
Old Town, the city appears neither dead nor alive, but
suspended between the two states, much like the
expatriate himself, who carries his cities within him not
as they once were, but as they have cracked, as they have
eroded, as they have survived.

Ultimately, Ali Al-Mousawi's painting does not offer aready
answer, but rather opens the door to a long contemplation
on the meaning of the city, time, and belonging. It is a work
* that does not entice a quick glance, but rather demands
a prolonged visual stay, just as old cities do: they do not
| give themselves to you all at once, but they reward those
who walk slowly through their alleyways.

Old Town is not romantic nostalgia, but a sincere
acknowledgment that some places, when they lose their
inhabitants, do not die... they simply begin to speak.

¢ M. Fadel Al-Malh
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Sculpture for Hope

7/8/2025

Artist Ali Jabr constructs his sculptures on
a structural basis, balancing the forces of
the inner and outer worlds within an epic
vision. Though its vocabulary is limited, its
evocative power is undeniable. That is to say,
what emerges from within the mass merges
with what is added to it from the outside in
an inseparable relationship. In this, the artist
adopts a middle ground between the mass
and its surroundings, between the subject
and its environment, between visual impact
and psychological rhythm. This aligns
him with the philosophy of contemporary
art, which advocates for the neutrality of
the artwork in its connection to emotion,
even though the artist addresses sensitive
human themes directly related to the human
condition, with all its inherent problems and
existential questions.

The boat, the bird, the crescent moon,
and the fish—four elements that restore
humanity’s centrality to the universe within
an environment where the artist reveals
a profound understanding of its hidden
secrets and the magical forces intertwined
with it, shrouded in many mysteries. Ali
Jabr’s sculptures do more than simply evoke
pleasure and a sense of visual comfort
through their beauty. There is a narrative
aspectthatis not easily dismissed, althoughit
does not prevent the artwork from addressing
its formal concerns independently and free
from the dominance of narrative. However,
the space of thought remains populated with
many subtle appeals. Each one draws in its
wake a series of stories that do not belong to
any specific time. The artist did not seek to
measure the value of his work based on how
close it came to achieving a national identity
for his art.

When Ali Jabr invokes these elements, he
opens himself, in a concise and precise way,
to his memory. The memory of the Sumerian
man who preceded him by thousands of
years and whose prophecy he embodied,
and the memory of contemporary man
with his struggle that did not prevent the
environment from leaving him bewildered
and confused in the face of the crescent
moon of his difficult days.

Just as Jabr sees with a pleasurable eye,
he thinks with reason. His idea of life has
become increasingly pessimistic due to
the lack of harmony between man and his
environment. And it is precisely here that
the depth of commitment lies, before which
one feels that the artist has taken sides with
a cause, the largest part of which is political
concern. Ali Jabr's sculptures reveal a great
life that has become nothing more than a
memory. It is this memory that he attempts
to imbue with images in order to celebrate it.

Ali Jabr is not a storyteller. He doesn't
recount events so much as he pursues
symbolic meanings, through which he
seeks to breathe life into a life he hopes is
still livable, or that is still inhabited by an
exceptional emotion—the emotion of people
who forged their aesthetic future without
considering that they would become a
force of an obscure, aesthetic past. All the
artist's vocabulary is borrowed from that
paradise created by Iragis who were certain
they had found the path leading to eternity.
What an adventure, one that evokes a sense
of desolation. This is what the artist draws
upon as he presents us with works whose
ambiguity is not a reason to flee from or
reject them. On the contrary, one feels that
this ambiguity is the secret that strengthens
one's connection to these works.

Ali Jabr reclaims the vocabulary of a lost
paradise. A paradise whose recovery has
become like a dream. A dream that remains
unfulfilled. This led the sculptor to praise
incompleteness as if it were an essential
aspect of life. His works appear unfinished.
This is intentional. It is not the myth, but the
story itself, that remains incomplete. It does
not matter if the narrative is incomplete.
What matters to the artist is that, through his
sculptures, he has breathed life into a reality
that Iraqis need to discover their capacity to
create new paths to hope. The most beautiful
thing about Ali Jabr's art is that it transcends
despair, even though its vocabulary speaks
of the pain of reality.

Farouk Youssef
London, August 7, 2025
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Can Art Stop a Bullet?

Ziad Jassam

76

Between the sound of bullets and the silence of the
canvas stands an age-old question that resurfaces
with every war:Does art possess a genuine ability to
resist violence, or is it merely a withess to tragedy?

It is often repeated in cultural discourse that "art is
a message," and that the artist is the conscience of
their era, capable of exposing violence and resisting
wars. However, this idealized notion appears less
robust when confronted with the actual history of
wars and revolutions. In moments when the world is
ablaze with violence, visual art seems less capable
of influencing events than is commonly believed,
often merely serving as a witness that records
tragedy rather than altering its course.

Throughout history, art has offered profound visual
portrayals of war, becoming an integral part of
human memory. In the "Disasters of War" series,
many artists documented diverse aspects of war,
including the Spanish artist Francisco Goya, who
depicted the horrors of the Napoleonic invasion
of Spain during the Napoleonic Wars, revealing
the brutal face of violence, devoid of any heroic
narrative. More than a century later, Pablo Picasso
painted his famous "Guernica" after the city was
bombed during the Spanish Civil War, transforming
it into one of the most powerful anti-war symbols of
the 20th century.
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But the painful paradox lies in the fact that the power
of these works remained more symbolic than realistic.
Art succeeded in immortalizing the tragedy, but it
did not succeed in stopping it. Wars often became a
visually rich and dramatic subject within the painting,
while art’s impact on reality remained extremely
limited. War continued on its political and military
course, indifferent to the image that criticized it.

Herein lies the fundamental question: Is the artist’s
role to change the world or merely to record it?

In reality, it seems that the visual artist works more
in a symbolic space than in a space of direct action.
They do not possess the tools of politics or the power
of decision-making; they possess only the image. And
the image, however powerful its expression, remains
incapable of competing with the power of the event
itself.

Nevertheless, the role of art cannot be reduced to mere
documentation. Art doesn’t stop wars, but it reshapes
our awareness of them. It shatters the heroic narrative
of violence and exposes its human futility. Through art,
tragedy is transformed into a lasting visual memory,
perhaps even more enduring than historical accounts.

This is why artists continue to depict wars, despite
knowing the limits of their impact. They understand
that a painting won’t stop a bullet, but it can prevent
forgetting. Perhaps the true value of art lies precisely
in this role: to keep tragedy present in human memory,
not as a fleeting event, but as a moral wound that the
world should not ignore.
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