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Exile

SOLO ART EXHIBITION

The moment Adam and Eve were
exiled from Heaven to Earth, they
entered the human condition - life 8
within the trangle: love and

protection; hamed and killing;

the ache of regret.

Exile is not simply the loss of SSSSSSSSS, ~ N W (V[ /7 A7 SN o8 THE MAGAZINE FOR PROFESSIONAL MIGRANT ARTISTS
paradise, but the awakeni . WA . e _—
to what it means to be 'l

CONTENS

Dr- Alﬂ BﬂShir SOLOART EXHIBITION

Opening Reception | Friday 20th November 2026
From 6pm to 9pm

The exhibition continues until 25 Movember, 2026
From 1pm to 7pm.

At: M P Birla Millennium Art Gallery ;';HZORDEA'- OF DEVELOPMENT 6I3A§3ST DROP
The Bhavan, 4a Castletown Road, West Kensington, London W14 9HE (Dr.Ali Jabr) ; Art Between Two Places

Ziad jassam
Dl by BACCI MEWDY (Ziad jassam)
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Between Personal Taste and Professional
Standards

It's natural for people to have different tastes; in fact, this

diversity is one of the most important drivers that
allows art and culture to renew themselves and endure.
However, this difference loses its value when it turns
into sweeping judgments or harsh criticism that doesn't
attempt to understand the idea as much as it seeks to
condemn it.

After the latest issue of Cosmic Colors magazine was
published, we received diverse opinions from artists
and readers. The majority welcomed the new visual
experience, while a few artists directed sharp criticism at
the design. Some described it as "chaotic," while others
felt there was an overlap between the images and the
themes.

We respect these opinions, as differing viewpoints are
a legitimate right. However, it should be clarified that
the magazine's design was not a random endeavor or
an improvised experiment. Rather, it was based on a
contemporary design school established by the renowned
Greek designer, artist, and journalist Thanos Kalamidas,
who lived and worked in Europe and has managed an
international cultural magazine since 2001, which he
founded in the aftermath of the September 11 attacks.
Throughout his career, he was known for his sharp
critique of Western politics and his extensive experience
in designing modern cultural magazines.

Calamidas oversaw the design of Cosmic Colors for
years before stepping down about four years ago. Since
then, the editorial team has been keen to maintain the
visual identity he established, not out of imitation, but
out of a conviction that this style remains contemporary
and capable of offering a distinct reading experience that
resonates with the developments in art magazine design
worldwide.

Many of the objections we received seem to stem
more from differences in taste than from criticisms of
the design principles themselves. Contemporary design
does not always rely on the sharp separation between
text and image, as is common in most Arab and Iraqi
newspapers and magazines, nor does it aim to present
rigid and predictable pages. Rather, it sometimes
depends on deliberate interweaving, visual rhythm, and
eye movement within the page—principles that have
become part of modern design schools in Europe and
around the world.
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It's important to remember that Alwan Kawnia magazine has been published in Europe
since 1997. Over these many years, it has gradually built its visual and cultural identity.
It's difficult to judge a single issue in isolation from the magazine's history. Understanding
its design philosophy requires following successive issues, as visual identity isn't a
decision made in one issue but rather a project that evolves over time.

Furthermore, the magazine is primarily aimed at European readers and then Arab
readers. This necessitates that it keep pace with the prevailing design language in
international cultural magazines, rather than catering to the tastes of a specific group,
however respected we may be for them. If every magazine were designed according
to the desires of every reader or artist, it would lose its character and independence,
becoming a mere compilation devoid of boldness and innovation.

Elevating public taste isn't achieved by reproducing the familiar, but by presenting new
experiences that may initially spark controversy but, over time, become part of the
prevailing visual culture. This is what happened with many artistic movements that were
initially rejected but later became landmarks in art history.

We do not claim that the design of universal colors is above criticism, nor do we claim
perfection. Every creative work is open to revision and development. However, we
also believe that true criticism begins with understanding the intellectual and aesthetic
framework of the work, not by subjecting it to personal taste or preconceived notions.

Calm dialogue based on knowledge and mutual respect remains the best way to develop
any cultural experience. Differences in taste should remain a source of diversity and
enrichment, not a reason for division or harsh judgments.

Art, in its essence, does not demand that everyone admire the same thing, but rather
invites us all to learn how to see things with different eyes.

Amir Khatib
Editor in chief
Universal Colours
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A s autumn begins, Helsinki residents

look forward to a fixture on their
cultural calendar that brings together
design, art, architecture, and the art of
everyday living: the Habitare fair. Held
at the Helsinki Expo and Convention
Centre, it is one of the most prominent
interior design and furniture exhibitions
in Finland and Northern Europe.

For me, Habitare is no longer just an
exhibition | visit and write about annually;
it has become part of my autumn
memories. Having attended more than
twenty—five editions—spanning nearly
half the event’s history—I have watched
it evolve from a focus on furniture and
décor into a broad language that speaks
to the human experience, addressing
our needs and our relationships with our
homes, spaces, and the environment.
This year’s edition left a unique
impression on me; in my view, it was
one of the finest—perhaps even the
very best—to date.

When design becomes a story about people and Homes
Habitare

SYNOTOD TVSYIAINN

ne of the most striking aspects for me this year

was the quiet dialogue between the past and the future.
In one pavilion, you encounter ultra—-modern design
defined by clean lines and innovative materials; in another,
a piece that evokes the spirit of classic style—whether in
lighting or furniture—yet speaks a contemporary language.
This return to the classic is not a literal recreation, but
a reinterpretation using new materials, techniques, and
color palettes.
A stroll through the pavilions reveals that the very concept
of the home has evolved. It is no longer merely a place
for sleeping and eating, but a space for work, relaxation,
entertaining friends, and pursuing hobbies. Consequently,
the exhibits ranged widely, encompassing everything from

furniture and lighting to wall coverings, flooring, and textiles. Particularly striking was
8 the focus on what | call “everyday wellness design,” where the question is not simply
“Is this beautiful?” but rather “How will this improve my life?”
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Color played a prominent role.
Alongside the serene, neutral tones
typical of Nordic design, bolder spaces
emerged featuring warm hues and novel
combinations; some companies used
these to infuse spaces with warmth
and intimacy, while others leaned
toward minimalism as an escape from
the clamor of daily life.

The exhibition also highlighted another
fundamental shift: today’s designers
do more than just sketch the shape
of a chair; they investigate materials,
product longevity, environmental
impact, and the potential for repair
and recycling. Sustainability has thus
become central: What is it made of?
How long will it last? Can it be reused?

Over the course of three days, the center welcomed more than 25,000 visitors and
hosted over 80 companies. A highlight of the experience was the opportunity to
engage directly with designers and hear the story behind each product.

Visitors may leave the exhibition having forgotten the names of the companies, but
they depart with a broader perspective: the home is changing, and design is evolving
right along with it. This is the secret to Habitare’s success: it tells us not only how
our homes should look, but also how our lives within them can unfold. After following
the event for over a quarter of a century, | found this year’s edition to be among the
most beautiful | have ever seen; it reminded us that the finest design is one that lives
alongside us, bringing a sense of comfort, beauty, and meaning to our lives.
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Over the last decade Clark has
used experimental approaches to
archival and cinematic imaginaries.
Often collaborating with other
artists, his films embrace non-
linear, fragmented narratives as
he questions how histories are
constructed and how they are
governed by culture, technology
and social political concerns.
Clark’s approaches to making
have been influenced by the
philosophies of Japanese farmer
Masanobu Fukuoka, exploring
artistic practice and filmmaking as
a form of permaculture — as he
absorbs the ecologies and rhythms
of the local ecosystems around
him.

George Clark’s approach to
understanding and responding to
the rhythms of the ecosystems he
inhabits will be explored at its core
during his residency at Camden
Art Centre. The residency comes
at a point when Clark welcomes
a young family into his life and
practice and he is interested in
setting up the residency studio as a
collaborative space for him to work
and make alongside his family as
he thinks through new methods of
making within these shifting states.

Working in collaboration with his partner
and fellow artist Eiko Soga for the
first time, Clark and Soga are hoping
to explore their emerging interest in
children’s prelinguistic worlds and the
sonic resonances that are absorbed
from pregnancy through to phonic
formulation in multilingual children.
Having taken sonic recordings in an
anechoic chamber during the pregnancy
of their second child, they are wanting
to expand these field recordings as
they look to create an active recording
and experimental space within the
residency studio.

Together they have been inspired by
Maarui Children Farm in Tokyo where
children are taught agricultural practices
as they work alongside farmers to grow
and produce for the local community
whilst gaining a material understanding
of relationships to food and care for
the environment. Clark and Soga are
similarly looking to explore what it means
to bring children into their practices
and through this process consider
how they can be more collaborative
and ecologically conscious within their
work, using natural processes and
ingredients found in gardens, as they
embrace these experimental outcomes
while stepping away from the fixed
certainties of film production.
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Kifah Al-Habib

message devoid of any significance, merely an image with an interwoven symbolic

tattoo, knocked on the door of my Messenger account a few days ago. Without
hesitation, | was about to delete it immediately and toss it into the “trash” bin,
after the thought popped into my head that it was just like all the others that flood
social media with political content and stances, or invitations to “blessed Friday,”
or at best, pointless flower cards. | paused a moment when | noticed that the
sender was the dear artist Batool Al-Fekeiki. The tattoo was followed by the phrase
“Joomla! — Home,” a link to a website that archives Al-Fakiki’s work with various
files of personal photos, interviews, writings, and images of her work, covering
many stages of her nearly 6()-year career. | was overjoyed to recall decades of
her creative development, now made possible. It is available to students and those
interested in general, thanks to her personal efforts to archive the artistic experience
electronically, in the absence of a specialized institution (official or private) that
should have this work as a core concern of its interests.

Al-Fekeiki was a promising painter, one of a small group of female artists who
emerged in the late 1960s and early 1970s, distinguished by a rare social and
intellectual boldness that seems difficult to replicate today. This is due to the relative
freedom that characterized Iraqgi society at the time, thanks to the prevalence of
specialized education and the expansion of cultural activity. This was a time when
the middle class controlled the shaping of social trends, before it was systematically
destroyed from the late 1970s onward.

Initially, Al-Fekeiki chose to draw upon the elements, symbols, and meanings of her
environment. The human body was integrated into its surroundings without barriers,
as if attempting to impose its desired harmony. However, it later came to represent
a hidden meaning when it broke free from the confines of that environment to
express its inner turmoil. The underlying elements began to recede and dissolve
behind the canvas.

In a statement (in Arabic) about her artistic experience, featured on her website,
Al-Fekeiki says: “The unconscious What compels me to choose the body is that it
is a home for both happiness and pain. Place dominates a large part of my being;
I cannot abandon the geography of place, people, and mythology, for all symbols
are a storehouse of memory about place. Most of my work depends on form, and
its influence on my work is significant. Form is the body, and content is the soul.
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IN another statement (in English), she
wrote: “My paintings are musical, symbolic,
and realistic, but they don’t represent direct,
blatant realism. Rather, they are a blend of
reality within the symbolic and poetic world
of the painting. In other words, it’s a kind
of personal symbolism, based on experience
and woven in a way that suggests the end
of the world. For me, painting is a key to
unlocking the inner world, or the private realm
that would otherwise remain impenetrable. |
don’t like to hide the keys to the many doors
of my soul, nor do | conceal the thoughts
that fill my inner world. My art is concerned
with desire and loss, distance and closeness,
memories and hopes, because | believe
that every person has the right to express
themselves without the slightest fear, and
therefore, is fully responsible for their own
soul and self.”

From the depths of this bold expression,
Al-Fekeiki draws the core of her vision of
life. She paints herself with a freedom imbued
with sincerity, recording what she feels
and senses. Bodies sway joyfully against
colorful backgrounds, which is what gives
her paintings their power. They captivate the
viewer because they resonate with the honor
of humanity, man or woman, embodied
in truthfulness: truthfulness of thought,
truthfulness of feeling, and truthfulness of
action. Or, as the Egyptian thinker Nawal El
Saadawi put it, “An honorable person is one
who does not live a double life, one in public
and another in private.”

On another level, Al-Fekeiki’s paintings
might remind us of what the French thinker
Jacques Derrida expressed when he saw
that “woman and text have an interactive
relationship, as each can contribute to
shaping and changing the other” (and the
text here is not necessarily written). He
also pointed out that “texts may attempt
to suppress and confine women’s identity
within fixed and binary perceptions, and
through analyzing and deconstructing these
perceptions, women can acquire new power
and authority and shape the text in different
ways.”
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| wrote about a solo exhibition held by Batool
Al-Fekeiki in Amman, describing it as a work in which she
skillfully crafted the features of a creative vision capable of
encompassing both the personal and the universal impressions
and feelings—new symbolic systems synthesized within an old
style that Al=-Fakiki has consistently employed throughout her
artistic career. The artistic vision here rests on establishing a
solid foundation upon which two creative acts, rarely found in
one place, collide: the act of personal impression intertwines
with the act of universal impression. The deconstructive act is
powerful, through its symbolic expression compressed to the
point of crushing and shattering, and the resulting impact on
passive viewers. \We can only imagine the depth of emotion and
feeling evoked by this artistic act—an act centered on exploring
the meanings of subjective nostalgia within a painting shaped
by recollections of a utopian city with controversial spiritual
structures, where the formal elements clash and intertwine
different eras: past, present, and future.

In the works of that exhibition, Al-Fekeiki insisted on
incorporating the modern ritual and ceremonial significance
that characterizes the spiritual traditions of Iraqis in visiting
holy shrines, -as if she wanted to express what stirs within
her of longing, through establishing this analogy. She presents
her artworks as a sacrifice t0'a homeland, just as the visitor
advances towards the holy.shrines, releasing his spiritual
purity. In this way, Al-Fekeiki achieved an Iraqi scene in which
the ties of the past with the present are strengthened, a scene
in which the radiant, tired, and sad spirit is gathered, and in
which the features of exile are formed, and the manifestations
of the dream of returning to the embrace of the first land, and
releasing the secrets of love'in it.

On a technical level, which defined the contexts of her creative
style, Al-Fekeiki emphasizes the tightness of the artistic
structure and the strong cohesion of its elements. Through
this stylistic shift, she was able to create new spaces for color
schemes, and there is a sharp contrast in other colors—a
contrast that reflects the depth and expressive intensity of the
impression.

Today, Al-Fekeiki continues to scatter her chromatic magic,
her swaying figures on the canvases of her vibrant paintings,
imbued with the same passion and the same expression.
These figures have become more concise and integrated than
before, yet they reveal a captivating inner allure. The charm of
the genuine smile of this beautiful artist, who "unraveled" the
anxieties of the youth of the sixties and seventies, still lingers
on her face as she enters her eighty—fifth year.
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A Woman of Mythical Clay

The Artistic World of Batool Al-Fekeiki
Amira Naji / Baghdad

In Art, memory doesn’t always appear as
a clear image or a direct sign. Sometimes
it hides in the curve of a body, in a wide
eye, in a tree sprouting from the depths
of the canvas, or in a color that ignites
as if carrying an ancient fire that has yet
to be extinguished. From this luminous
realm between memory and imagination,
the experience of the Iraqi artist Batool
Al-Fekeiki unfolds, granting the body
a presence that transcends its visible
features and transforms it into a space
where myth intersects with dream, and
humanity with nature.

True art doesn’t simply retrieve the
past; it breathes new life into it.

This is what distinguishes Batool Al-
Fekeiki’s work. She doesn’t treat
heritage as a bygone era, nor does she
literally retrieve its symbols. Instead,
she imbues them with a contemporary
presence within the painting. The woman,
the body, nature, animals, and mythical
elements that appear in her works are
not separate from memory. Rather, they
transform into visual signs that carry
layers of meaning, opening vast spaces
for contemplation and interpretation.
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Batool Al-Fekeiki’s work is founded on a
clear visual sensitivity, making color one
of the most important keys to entering
her artistic world. For her, color is not
subservient to form, nor does it merely
depict things as they appear in reality.
Rather, it possesses its own expressive
and suggestive power. Between these
colors, bodies and figures move as if they
have emerged from a distant memory,
yet they wear the features of the present.
Al-Fekeiki belongs to a visual space
where expressionism intertwines with
symbolism, with a clear presence
of distortion, reduction, and free
composition. She does not depict the
body as the eye sees it, but rather
reconstructs it according to the vision of
the imagination and the demands of the
idea. Therefore, the figures in her works
appear elongated, overlapping, and
liberated from realistic proportions. For
her, the body is not an anatomical mass
but a sign bearing multiple meanings; it
may be a symbol of fertility, love, memory,
or human existence in its relationship
with nature.
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In several of her works, a group of bodies are juxtaposed
within a dense vegetation, making the figures appear as
much a part of the earth as they are of the human world.

The branches, flowers, and plants do not appear as a
background completing the scene, but rather intertwine with
it and become part of its structure. It is a visual relationship
that unites humanity and nature, imbuing the painting with a
sense of the cycle and continuity of life.

Women occupy a prominent space in Al-Fekeiki’s world.
However, their presence is not limited to external beauty;
rather, it transforms into a profound symbolic presence.
In her works, women embody something of motherhood,
something of myth, and something of the ancient power that
has made femininity a symbol of creation and continuity.

Sometimes they appear in multiple compositions, or they
intertwine with another woman, or they stand beside a man
in a scene that approaches a mythical tale. Here, the body
becomes a visual language, not an object separate from the
idea.

In works that bring together men and women, the relationship
between them transcends mere personal connection. It
evokes an ancient duality present in human consciousness:
masculinity and femininity, earth and sky. A man and a
woman may appear in a single composition, where features,
bodies, and animal symbols intertwine, opening the painting
to a mythical atmosphere that recalls the world of early
humans and their interpretation of the universe.

Among the striking elements in her works is the presence of
animals as symbolic signs. In human memory, animals are
associated with strength, protection, and fertility. When
Al-Fekeiki reclaims some of these elements and assigns
them a role within the semantic structure of her work, the
animal becomes part of the narrative, just as the plant
becomes an extension of the body, as if all elements exist
within a single system.

The artist’s technique is evident in her combination of
expansive color fields and meticulous details. She constructs
her color zones in a way that lends the surface depth and
richness, then adds lines, dots, marks, and motifs that give
the painting its own unique rhythm. The small details in her
works play a crucial role, intensifying the scene, enriching its
surface, and adding new layers of interpretation.
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The line occupies a fundamental place in her
artistic language. Sometimes it defines the features
of bodies, but at other times it transforms into an
independent element that moves within the painting.
It may take the form ofia branch, a decorative path,
or a mark that juxtaposes with the body, creating
a dialogue between line and color. Through this
dialogue, the artist maintains the presence of drawing

- within the painting, even when its color fields expand

and approach abstraction. Batool Al-Fekeiki's unique
quality lies in her ability to construct a world that belongs
neither to realism alone nor to pure abstraction. She
occupies a middle ground, drawing upon the power
of expression, the freedom of transformation, and the
energy of symbolism. Therefore, her works do not
offer ready—made answers, but rather open doors of
interpretation for the viewer. Every body can carry
meaning, every color can awaken a feeling, and
every symbol can lead to another layer of memory.

The artist's connection to the Iraqgi cultural heritage
is not evident in direct representation, but rather in
the profound feeling that the past still lives within
the present. For her, cultural symbols become part
of her worldview. She recaptures the essence of
this heritage: the relationship between humanity and
nature, the presence of myth, the centrality of women,
and the power of the earth, then imbues all of this
with a new language based on color and imagination.

Thus, Batool Al-Fekeiki's paintings appear as a
journey through layers of memory, a journey that does
not seek the past as it was, but rather its enduring
influence. She gives myth a new body, bestows
memory upon the body, and makes color a space
where civilization and dreams converge. Batool
Al-Fekeiki is an artist who extracts new images of
existence from the depths of memory.

Amira Naji / Baghdad
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Batool Al-Fekeiki
Ali Najjar

What if Batoul had not navigated such a murky,
dark political climate? Would her pastoral
landscapes have expanded and flourished
further, and would the fissures in the features of
her female figures have vanished?

Since the dawn of Iragi modernist art, female artists were
not marginalized—unlike their Western counterparts
(the case of Camille Claudel, Rodin’s protégé, comes
to mind); rather, their presence paralleled that of men.
This lineage ranges from Madiha Omar—the pioneer of
Hurufiyya who faded from view—to Wedad Al-Orfali,
Naziha Salim, Bahija Al-Hakim, and Nadira Azzouz, as
well as the European wives of artists, such as Lorna
Salim, Suzanne Al-Shaikly, and Lisa Fattah. A notable
exception is Lisa Al-Turk, who remained overshadowed
by her husband Ismail Al-Turk’s fame and was
overlooked by critics—a truly problematic issue from a
feminist perspective.

In the vibrant generation of the 1960s—which marked
the first break from the “Pioneers™—a trio emerged that
was both cohesive and distinct: Suad Al-Attar, Layla
Al-Attar, and Batool Al-Fekeiki. Preceding them in spirit
is the contemporary artist Hayv Kahraman, perhaps the
boldest among the expatriates; she fuses the delicacy
of the European Renaissance with the female figures
found in Islamic manuscripts to deconstruct themes of
oppression and physical isolation.
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The three artists intersect through their focus on landscapes and political
concerns rooted in ancient heritage: Batool’s airport mural and Suad’s dense
forests share an ancient, mural-like quality. However, Suad remains more
closely tied to Assyrian heritage, with her densely packed fields creating a
decorative effect reminiscent of the naive style of Henri Rousseau. Meanwhile,
Layla fuses her elusive figures with trees in a dreamlike fantasy, whereas
Batoul alone equates the human body with pain and ruin. Batoul hails from the
orchards of Abu Sukhair, near Najaf—a land of date palms and rice fields. That
vast horizon never left her, even after she moved to Baghdad; it became her
window, and its verdant forms permeated the very pores of her canvases and
the surfaces of the bodies she painted.

Her paintings feature two faces: a Sumerian face from Uruk, rendered in a
uniform blue—stripped of its grandeur and transformed into a tearful tragedy—
and another face, drawn in ink, bearing her own features. With sunken eyes
and a sealed mouth, it shares its silence with an ancient Sumerian mask.
After her emigration in 1993, her creative energy erupted. The body was no
longer merely an aesthetic icon; she placed it upon the dissecting table. She
depicted bodies that were severed, split, and intertwined, emerging from the
darkness of pitch black, blue, and brown—a palette of stark austerity devoid of
floral hues.

Here, the tattooed body enters the frame. The tattoo is not mere ornamentation
but an emotional record. Batoul marked her figures with Sumerian motifs and
inscriptions, transforming the bodies into rigid, unyielding pages—an austere,
temporal epic rather than a velvet—draped harem.

Did Batool dispel the mists of time that had stolen her youth, seeking refuge
in her orchard before finding liberation—and clarity of expression—in exile?
She transformed her deeply personal, feminine struggle into a distinct artistic
act, joining the ranks of creative women who sought salvation not through
withdrawal, but through expression.
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Artificial Intelligence and the Making of the Ready-Made Intellectual
When Copying Becomes a Substitute for Knowledge

Amira Naji / Baghdad

The danger lies not in itself,
but in how it is used. When technology shifts from
a supportive tool to a surrogate mind, it becomes
possible to generate texts and cultural stances
that appear profound—without necessarily being
grounded in genuine study or experience.

This has given rise to a phenomenon that could
be termed the

: individuals who present themselves
as writers, critics, and theorists based on lengthy
texts, academic jargon, and the name-dropping of
artists and philosophers. Yet, the questions remain:
Where is the actual study? Where are the years of
research, observation, and experience?

Writing about art is not merely a compilation
of information, nor is art criticism a display of
terminology. A true critic is forged through years
of study, observation, and analysis; they possess a
distinct vision and voice, grounding their interpretation
in the artwork’s details, techniques, references, and
cultural context.

can organize ideas, summarize
information, and refine language, but it cannot
bestow upon a person an experience they have not
lived, knowledge they have not acquired, or a critical
eye honed through practice. Consequently, a text
may be linguistically sound and coherent, yet remain
superficial if it lacks personal vision, evidence, and
analysis.
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Artificial Intelligence LAl IS5l O
1 Between Technology and Philosophical Theorizing : : |:. - o
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L l . (In 1924, when Coca—-Cola released its first advertisement celebrating the birth of artificial intelligence,

it was met with mixed reactions from viewers, who described it as lacking in spirit and emotion.)

A friend told me he watched an Al-generated video of an old song (a remake) and was impressed
by the sound’s clarity and resonance, as well as the video’s overall quality and clarity. He was
amazed, however, to discover that the magic lay in the resonance, not in the tone of the human

l voice. Even the image had lost its natural characteristics. In other words, this video, which was
. hostile to the natural, utilized Al filters (which were essentially nanoscaled to manipulate the image’s
clarity), stripping us of the human element of sound and image, even its subtle nuances and tremors.
This led to a failure to recognize that this video might fall under the category of media advertising,
including its reliance on direct visual spectacle. It was merely a restructuring of what already existed,
not a creation of something new.
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Despite assumptions that may not align with the constants (or lack thereof) of the post-event era:
The artist’s aura will transform into an aura of magic. With all that has been said, the artist has not
been entangled in the countless aspects of directing that have been previously explored. Or will
our bet remain on our agreement regarding the possibility of the human spirit (the spirit) shifting in
positions where it exchanges names for its hardened heart, despite the fluidity of its indicators?
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Since our topic is art criticism and its relationship
to the latest developments of our time, including
artificial intelligence, let us move beyond Plato’s
ethics and Hegels aesthetics and delve directly
into the Nietzschean realm of negation (there are
no facts, only interpretations) as an open gateway
to the interpretations of the new world, the world
of modernity and its philosophical concepts,
including metaphysics, epistemology, psychology,
ethics, logic, and the age of social art, and their
transmission to educational worlds, particularly
the postmodern concepts of negation and dream.
Will the chapters remain open to exploring their
implications within a diverse array of scientific
innovations, particularly artificial intelligence,
which may clash with the concept of absolute
negation? Let us lose our dreams (as a philosophy).
For art, the dream is the equivalent of the soul.

We tell you that the function of art criticism lies in
evaluating a work of art within your own cognitive

Simultaneously, transformations and ruptures
occur within their temporal contexts. From this
perspective, we have drawn upon its established
history to follow the discussions taking place in
the global art scene, where intelligence plays a
role in the execution of artworks, particularly the
independent supervisory contributions of these
organizations.

framework, including its function and aesthetics. |

=

Because a new technology has entered the fields
of artistic and cultural creativity, I dont want to
offer opinions on it between those who support its
intervention and those who oppose it. Our views on
these innovations and what they have brought about
fall within the realm of innovative artistic practices
in our post-modern era, including: (digital 3D plants,
architecture, and various mixed technologies), which
sometimes reach the level of artistic performance
and have contributed positively to pushing creative
fields into new and previously unfamiliar areas. These
innovations certainly cannot help but recognize the
new concepts that have been reflected in most artistic
production, even sometimes in traditional works.
Artificial intelligence has opened up horizons that
are not entirely new, but sometimes modified, and
sometimes drawing their details from science, or
even politics, including marketing with its distinct
and paramount values. This is for research aimed at
dazzling, or attempting to delve into the archives of a
person’s character, or the details of their surroundings.
In any case, these are new tools that have provided the
artist with opportunities for experimentation, which is
the cornerstone of art. Undoubtedly, what matters most
is the extent to which it affects the human self in the
production of art, and the extent to which it exploits
humanity as a conduit for its own vision.

—_——
——

RN gl Yl @il ans Al sl

o = J'i--ﬂ-‘-‘}‘u-‘-‘téj}““)\ﬂﬁ“uu\-“y‘u—“ﬂ}
_-u.‘ﬂ

oo lhadle Pla ey -l Gajlaay el
lgabine adlad e afinaiad Loy el oda
bie) (& casgtall ol cVLad) Gan a0
¢aad¥) LD Cligaiall ) :lgia s haa aaalall
(Alabadly debadl Lol cluglly cdogadlly
(Y g elaa) I Lbal @l Al
gyl C¥lae ada 8 ala) JSG Caalag
oAl sda L lala 43}5\4 oS3 r’J Baas dbh.d
Buaadl aaliadl dh) jwgs Je Gaela ashiy
MM\ u_\;j c‘_,,_d\ CL\J\ (:Lu A:A‘; oSl ‘_,’_\S\
o Bl (ellaaY) ol iy . lilal L
“1153-"“ 0S5 L ul_\;\ dr ealhall Baas cad
s sl castall (g dsanll Lhalis i Gl
dLagpal lgats @asedil) dsbie lgiaay dubud)
oasdl Aglae ol ¢ leY) aaiy Llaly .Llad)
A S Aol Jualsn g el candy)
3p ) i) s LAl Cajdg Basie g
h Gl S cpe 28l gy Lo 2SIl L 4idl) Aylanl) slee

Y dalee 4 Al Gl daxn @bae 8
Aalal) g )l 23S AU gl by ¢ Sl

Agldare g a2y

Claniuee aBley ) il e lesiage O Lag
(eelbaY) ) g dalaldly Ml o)l
awlly (e allleag oebdal @Al jglals
(Guﬂ) wm ‘;\ I umj (u_m“n) chmj\
m,g LA, asl) Alle canall Al W@Vl de yie
Lipita) lete S soaid) Lauldl) lgaslia
Aol cglaiall (DAY LngleSandl cLinslsain)
ALy o sgiall Gl allgal Lgmilial Loy o(dac LaaYly
g Jeb - an sl (ol () (aseis
Glpxia Ggaca WEhHLEl elatin dejde Qlal) 20
Gl elihiaY) oS Lgia culdllg cdaalall ) Sisall
Ladlal jeds deb Gl il asebes dlady Ly
ool Jlae Al duailly lally . (3dulis)
MM&Q u_\m.u‘:\d\ M\Wjuheﬁuu&
ey Aaldll duasgidl ang) Ll e
e iy Lo Cgl) i 8 cpealy -Aulbeally diidas)
13 e Auiedl) Ll Geca cle Uil 5 ci¥sal
Lo Zaslid \gule el sl i (ff Lde 3lasdl)
CRAN Jon il (pe Daallall ddl) dalud) b Gany

B |, o Yl in Jelia b ol o

DA 23g] Ruliiaall L]0 slgdl

45



I believe that the outputs of artificial intelligence
must confine the question of art criticism to: Will the
dream shift from the realm of human emotions to
the realm of Al algorithms, originally programmed
by humans? And will it assume Nietzsche’s role of
dissent? Perhaps we will circle around this cultural
and artistic battle, in which human emotions clash
like a psychotic illness, perhaps it will be our constant
companion in this vast cyberspace that encompasses
everything. Let’s return to the heart of contemporary
life, where artists remain divided on the use of
these intelligent quantities in their artistic projects.
Certainly, some of their work utilizes them in video
production and other creative art forms, such as
graffiti, fashion, architecture, and other visual realms.
However, this intelligence doesn’t philosophize like
humans, but it offers its own definitive solutions.
As Heidegger argued, “Science only exists within
itself” We won't wait to see what philosophy will
do; will it generate a new concept that aligns with
these scientific and cultural innovations, given that
philosophy is the generator of concepts? Therefore,
we shouldn’t expect philosophy to produce anything
compatible with this era of artificial intelligence,
which will penetrate us from the depths of our
forties, much like the outputs of digital media and
cultural industries. If there is any confusion, it will
dissipate into future inspiration, within the realm of
the magical realms of imagination, something that
has never been sufficient since the dawn of the first
artistic eras. Since this idea (artificial intelligence)
has laid the groundwork to play its role as a new
creator, it brings us back to Aristotle’s assertion that
“creation is the method of thinking” So, what are the
dimensions of this new creation that will intertwine
with us in the public and private aspects of life? Is
it a medium for penetrating our human genes to
find or create intelligent genes? We will then embark
on a life we perceive as ambiguous or mysterious,
anticipating its surprises, which we ourselves will
either comprehend or assume. This is what raises our
concerns.

What keeps us from fully realizing the potential of
this new intelligence is that its function (currently)
is limited to facilitating the mental process through
its generative procedures for alternatives, its
organization of information, and its simplification
of the stages of the creative process. However, it has
not yet reached the final, practical creative outcomes,
particularly in the artistic production process. There,
it is confined to an administrative role (simplifying
information, managing studios, and art collection
databases). It also plays a role in producing or
creating three-dimensional models, mastering ideas,
and developing other works. Furthermore, the artist
can use its tools as instruments for research and
critical dialogue.

Although artists in traditional media still
largely reject this intelligence, many artists
have utilized its techniques (as an alternative
to the artwork itself during the production of
their images, whether paintings, sculptures, or
installations). Perhaps this brings to mind the
lingering impression left by our friend with the
recycled music video. And this is what we fear:
that beauty will be sharp as a sword’s edge, rather
than transparent, penetrating the soul gently.
Clearly, much remains to be clarified, simplified,
!! and legitimized when considering artificial
intelligence as a means of testing intuition,
exploring unexpected connections, placing
ideas within broader currents in art history, or
' accessing something closer to the collective visual
unconscious. |

While we understand the function of artificial 5
intelligence (enabling machines to mimic human
intelligence, process data, and perform other tasks
suchaslearning, reasoning, and problem-solving),
it still falls far short of the potential of renewed
human consciousness. Its function is limited to
mathematically reconstructing existing visual
patterns; it cannot create new artistic styles like
human beings with their emotional experience or
their ever-evolving cultural awareness. This means
that the cognitive function of this intelligence is
currently confined to existing programming and
has no scope for creating new artistic styles. The
history of art depends on artists throughout past
and present eras creating new artistic styles that
keep pace with their time, and sometimes even
attempt to transcend it. Therefore, we must view
this intelligent machine within the scope of its
performative programming, which serves us as
an intelligent auxiliary agent that I believe will be
indispensable in assisting and executing within $
the limits it imposes, not as the self desires in its
transgressive innovations beyond the realm of
human intellect and emotion.
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In his last miraculous novel, *Finningen Wake*,
published in 1938, James Joyce worked on complex
linguistic formulations, dismantling traditional
grammar and morphology rules with combined
and coined words, while inventing new, long terms
by combining parts of multiple words to create
meanings. Overlapping or expressive sounds, such
as describing thunder with a word of a hundred
letters, are used to mimic the world of dreams and
inner feelings. This is similar to the achievements of
modern and postmodern art, which have not been
devoid of approaches to Joyce’s linguistic acts—both
intellectual and practical.

The world of this novel, with its innovative linguistic
formulations, is, I believe, the clearest example of
intervention that transcends the imposed limits
of linguistic formulations and their approaches to
artistic styles, allowing the individual (the artist)
to remain unique in their inner sense. This second,
secret self (the soul) is not communal like a machine.
The sense of innovation remains contingent upon
this self, the soul, and upon the sense of opposition
or departure from the norm, which is one of the
foundations and components of innovation. So, can
we find an equivalent to this transcendent, innovative
act in the data of artistic artificial intelligence?
Perhaps it is a question posed prematurely; perhaps,
on the contrary, it is valid for all times.

Artificial intelligence can occupy its rightful place
in the artistic process, provided it remains within
its proper bounds. It can be a partner in research,
a tool for shaping and confronting challenges,
a revealer, an accelerator, and even, at times, a
dialogue partner. However, it does not replace
deliberation, risk-taking, vulnerability, or that vital
resource without which form, despite its apparent
perfection, remains strangely empty. This is what I
felt while visiting an exhibition of drawings produced
using Al technologies, which I initially mistook for
collages, some resembling garish, brightly colored
advertisements—averitableneonforest! Nevertheless,
these works on display represent specific examples,
and I don't believe they fully capture the essence of
creating artworks using this medium. Ultimately,
it depends on the artist’s intentions and the details
they draw upon from the human artistic archive,
combining and deconstructing elements, sound and
movement, and embodiment. Taking advantage of
the speed and precision of its production, within
the limits of its laboratory technologies, we are
witnessing a new art industry—if not parallel, then
certainly accompanying!

LW o ]

Regarding the escalating conflict between
supporters and opponents, I will conclude
with these two quotations:

First example: Alejandro Pifiero Bello,
a Cuban painter based in Miami and
known for his tropical surrealist paintings,
confirmed his use of artificial intelligence
(to calculate the dimensions and sizes of his
paintings’ frames and to create miniature
models for exhibition).

Second example: Amy Bravo, whose
symbolic narratives are drawn from her
Cuban and Italian memories and heritage,
states that she does not use artificial
intelligence at all in brainstorming or the
creative process, nor does she integrate it
into her daily life. She feels that artificial
intelligence does not solve any problem
she cannot solve herself through additional
effort; in fact, it sometimes creates obstacles
in her search for reference images.

I chose to present these two borrowed
examples, hoping to settle the ongoing
debate among artists regarding their
use of artificial intelligence. This debate
highlights the specific function each artist
aims to achieve, whether or not they
employ Al Let us consider the lessons of
art criticism, with its constant search for
negation (philosophically), for inspiration,
for the dream as another self, and for
transcendence as an endless exploration.
Perhaps this is another of humanity’s
dreams that is achievable: for the human
self and the machine that created it to
intertwine or merge, exchanging roles.
In industry, this is almost possible. But in
art, within its philosophical, cultural, and
aesthetic frameworks of the inner human
self, it would undoubtedly be a miracle
unmatched by any other!

G Aiial) ailSe Jiny of el HISA <o)
oS 3 gl wilSa b i o Aanyd ) dleal
(RIS cAgalgally « JSall By cctund) A Kyk 5% o
i Y Sl lal) Gans B sk Jing i eBjuitg
iy e Yy ccanall e Vs cphlaall e Yy o S e
¢ allall Al a2y  JSAN A 4dg (63 (ggaall dua)ll
oo Uly 4 cuyed L sa Ny o cue JSE B4
(oo libhaY) fSY) il ddaulsy datie aguyl Liayes
Oo Lf leanyy ((@YsS) Ao Jleel Lgsun Sl
e 1o Ale LgalSy ol A5 Lall Lgall cdley)
Y i zilad i s diag peall Jlee) oda s elld
Glilee Clhhes dase e Gl g Lyl Jaes Ll
Slo ey Yl L Adausll A sdgy dadl) JleeY1 £ 153
Lelin Al LS Jaalds (e 4apy Loy Oladll alglay L
Ay lgen S8y Laay (i) Gl i) e
o Al 3ganll by lgalial 285 de pee Miticsa - Lasenly
(B A delia alo) Wil ey Lo Dlendl) Lgsbsis 4
M) e ASEIL g (lse oS5 ol

goasall TaY (ymlaag u5a G b cghuall ol oo
POl (g

spailadl) el i) 35S Ll ST Y i)
ool Ll pual) A 53] ailagly Cag paall (ke 5 i
Glasll @bl sl Glaal ) el (1S3
() (B Lyl Brae Lailas cLiss clghanag

Bapw adied Al sihy e ) a : SE JB
Sy oS L5 5 LS e )l (aaidl
Glee (3 D) elibal) oS Lasial pae) )
Gled anass ol sodpela) Llaadl 8 ol 8l Coianl)
el A ol e 3) a - ( Aaesdl Ll b
w@wﬁww;w}@mym@@y
@ olde Gl ) Gan 4 dy il gl
 cdaapd) jgall o Jpeasll Jlae B gty

awenl Lo opjlaticad) (el ola sl of culiy)
=Ll IS oDl Jsa Gl cp S Janl)
Liad a9 A Al g5 o S5 Ay e (e
51 PSR P SRS S\ BT N
e Al B3 dlall ey clalghind =9 ) Geg o(liusld)
e Js\‘eg A 1.::93 olae g Y LS J,u\
gt ol Jalam of sl AL e ) dnad) sl
B o -l Valiig lgiaia 3l Ay Aoyl I3
Bl oylal ey () 8 Lo (50 L ol Al
AL (685 Cigan edlsal) Aoyl I Adlaatly A4
AT Baae & lgylas Y B

VT (p€a0) eliaay) (ISH) dadagl Tigh aa
algally cclilal) dallaay gpiall £ISA) slSlaal
4] L (OKa) dag YWYy alaillS (5583
Gl sl el il e lun
wSH Blel) B yeany ke O s
plie Yy clualy Sagasell Lipad) LlaY)
L Lpall Al LS sauas Ao bl
O i L aaaid) SN e sy ol cdualalal)
Q¥ a SISA 13l Ldpeall cululidyl didss
Voo led Gl isie b daay Gaa B3gana
e i Al &by LBaaa A Ll lsY
LD ddlallg 5lal) jsemnll o Guliall & jial
Libal Jolad s clpae s 1) 5ol dudl)
O RS AV el han of Lide UM Lajglas
S alaS Lieass ) A1 \gmay Jlae
5ac Ll PR ES ‘;'\:':*Y 05 Cagus pafic] acluna
A g LS Y ¢ oa Lgwimsi (g3l 3gaalls il
dilalally Jaall Jlaad Ljglaill @bl Jlae A
Ayl

G o(Oruid aaa) 53Y) Ljlacy) iy b
Jompes ey s (TR ) e o0 e
2elgdll DA (e lS8) 4S5 Dl Clebua e
Aisaieg daede DS Gipually saill dpadal)
a shal Gaal e dligh suas B 4c)id) a
Bae Cilgeal of AS)5ia (jlae (3lad soaxie ilalS
Oe e e e Adlge A 20l Chiay i
LSy . bl gedlly DAY Gl slSlae Jal
Il ol (oA &and) aas Lag uaal) JiSall i
Ay ASall dagalll Qusa JldY ljlie Ga
‘ Ll i
patic] 5)Siall dusalll Lgile Luay A5l o3 Alle
Sle dagyial agaall syglaty Jasil Jbe muas
sl eddll Calludl gallaag dugall) e loal)
Aoped) @iy L AN Ay ajie (oldll) 2yl
AN LS delie cud b A (zel)) st
oy gl S edgy Ligaye SIS Gus Rl
ool (e o8 (A Caglldl e g Al gl da el
dadll 3¢l lalye 2 Ja (55 Ld L atlagiay IS
e lila)) KU cildans 3 (ghslaill (g)lSay)
OSalls Ly cadlsl Ui g e s 5 Ly - 3l
AyY) M mlla 58

@.

SYNOTOD TVSYIAINN

4

\O



The Ordeal of Development
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Dr. Ali Jabr

Iraqi art holds a special place in the
history of Arab and human culture, with
roots extending to one of the oldest
civilizations known to humanity. It was
from the Land of the Two Rivers that
writing emerged, and where architecture,
sculpture, and decorative arts flourished,
giving rise to symbols and myths that
left a profound mark on human memory.
Consequently, modern and contemporary
Iragi art navigates a complex relationship
between a magnificent civilizational past, a
present seeking its own unique language,
and a future in need of renewal.

However, this heritage can shift from
a source of inspiration to a burden if it
becomes a model to be merely replicated.
Herein lies the “dilemma of development”:
How can an artist remain true to their roots
without becoming held captive by them?
How can they draw upon heritage without
falling into the trap of mere imitation?

Iraqi artists have indeed drawn upon
Mesopotamian  symbols, calligraphy,
seals, myths, and folklore; yet, the true
value of heritage lies not in transposing
these symbols exactly as they are, but in
reinterpreting them. An ancient symbol
becomes contemporary when it connects
with the questions of the present—such
as war, exile, death, memory, power, and
the loss of homeland. In this way, heritage
transforms from mere ornamentation into
a language capable of expressing the
contemporary human experience.

Iraqi identity cannot be reduced to ancient
symbols alone. The contemporary Iraqi lives in
a world defined by technology, modern cities,
migration, war, communication networks, and
social transformations. Thus, an artist does
not become “less Iraqi” simply by employing
abstraction, technology, conceptual art, or
digital media. Their Iraqi identity may manifest
instead through their lived experience, memory,
inquiries, and their unique way of viewing the
world.

Ultimately, modernity is not merely a style
imported from the West; rather, it is a mindset
and the courage to question the familiar. An
artist can be modern while drawing inspiration
from heritage, just as they can be traditional
while employing the latest technologies; what
matters is the intellectual stance, not merely the
tool used.

What, then, makes a work of art Iraqi? It is
not necessarily the subject matter, the symbol,
or the Arabic script, for artistic identity runs
deeper than a collection of ready—made signs.
A work may be Iragi because it embodies
an lIraqi sensibility toward the world—even
in the absence of direct Iragi symbolism.
Consequently, identity should not devolve into
an “artistic recipe” that compels the artist to use
specific symbols to prove their affiliation, as this
stifles freedom and experimentation.

The responsibility for advancing Iraqi art does
not rest solely with the artist; progress requires
a comprehensive cultural ecosystem comprising
education, museums, galleries, art criticism,
events, and a market capable of supporting
artists. Serious criticism is also essential to
foster a dialogue with the artwork—one that
transcends mere pleasantries or the reflexive
rejection of anything new simply because it is
modern.
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As for the young generation of Iraqi
artists, they inhabit an open world,
engaging with the internet, digital
media, artificial intelligence, and
global artistic practices. Openness
to the world does not equate to a
loss of identity; rather, it can help
artists discover their own unique
character. The issue lies not in being
influenced by other cultures, but in
uncritical imitation; true creativity
arises from internalizing an influence
and reinterpreting it through the lens
of personal experience.

Heritage does not imply a regression
to the past; instead, it can serve as
a source of strength for the future
if approached critically. Rather than
asking how to redraw an ancient
symbol, the artist should ask what
that symbol signifies today and how it
might be transformed into a new idea.
Contemporary Iraq offers a wealth of
themes capable of generating world-
class art—themes such as memory,
ruin, the city, migration, war, the
relationship between the individual
and place, fear, loss, and hope.
While these are universal human
themes, their distinctiveness stems
from the specific Iragi experience.

Thus, preserving heritage and
embracing innovation are not
mutually exclusive; preservation that
rejects innovation leads to stagnation,
while innovation that rejects the
past results in a rupture. The most
mature approach is to view heritage
as a source of creativity rather than

52 a prison for it.

Advancing lraqi art requires a long-
term cultural initiative that begins with
education, supports young artists,
provides spaces for experimental
art and new media, preserves the
history of Iraqgi art, and fosters greater
openness to global artistic practices.

The crux of the matter lies in the
distinction between *carrying* the
past and *being carried by* the past.
When we carry the past, heritage
becomes a source of strength,
memory, and inspiration; conversely,
when we are carried by it, it transforms
into an authority that dictates what an
artist should paint and how their work
should take shape.

The future of Iraqgi art lies neither in
abandoning the past nor in merely
repeating it, but in forging a new
relationship with it—one based on
dialogue and interpretation rather
than veneration and replication.
Iraqi artists can be both Iragi and
modern  simultaneously, provided
they transform their memory into
knowledge, their heritage into a
subject of inquiry, their present
into raw material for creativity, and
their future into an open space for
experimentation.
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When Roots Migrate and Don’t Die
Majed Qara
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doesn’t just cross bordersythey cr(;ss.';[heir' gfvn self-image, re-examining their identity every day. They live a
double paradox: they carry their homeland'in their memory while their body inhabits another land, becoming
suspended between twdr,places, belonging neither fully to one nor able to detach from the other. From this
perspective, migrafi?)r; transforms from asocial event into a profound philosophical question about identity,
memory, and belonging—a question powerfully embodied in the conceptual work of artist Amir Al-Khatib, “I
Can Migrate with My Golden Roots.”

This work belongs to the conceptual art movement, where material is not an end in itself, but rather a means to
produce an idea. Aesthetic value doesn't reside in form or technical skill, but in the ability to transform visual
elements into an intellectual discourse open to interpretation. This is one of the most prominent strengths of
Amir Al-Khatib’s work. He succeeds in distilling a complex human issue into a single visual image, combining
formal economy with semantic richness.
The artist presents us with a stuffed bird that appears to continue flying, while its feet transform into gilded
plant roots. Herein lies the philosophical language of the work. The bird, as a universal symbol of freedom and
transcendence, loses its natural innocence upon being stuffed, as if movement itself has become memory, or
freedom itself has been transformed into a trace. The roots, representing stability and grounding in the
earth, migrate with the bird, overturning the natural order of things and proclaiming that a person may
leave their homeland, but they cannot leave their roots.

Exile is not miéfely & o'_fi tom one place.to another, but a shift in the very meaning of existence. The migrant !

Ggnillg jgaall jalas ppa
08 2l

b ey 250l pns Y aleall ks agnsl e b JUE) g AT YA 0 VST il ol
(S Lty 40803 3 iy Jany g thngape 48)lho s A1) -0 IS Alisn lelobe gy (il Bysem
c AY e Jlail) audiiog Yy LIS §ygem Latanl ) oty Y il€e Cp lilen maasd (AT Ll oas
A dlseadl 525 oLty 5SIA5 Lisgl) Jon as (aulh Jsu ) olain) Bnl(e Bagll JoaT W (s

- g0y alal o wadsiady udadll judl Gl asghall Janll b Bsks ey

S WY Ay ol Laily olgild ans Ble Bl 058 Y Cum asgiall i) L ) deall 130 iy
8 Sl ) Lyl jalial) disad e sl s cdil) pleal o) JSAN 3 jan Y dlleall Aeille
aina dilus) dacsd Jal b a3 ecuball Syl Auan 8 sl Ll 5l oo odag sl Ll sk
c YA elally LS SLaBY) ( pand Baaly diyean ysea (A

L caaldll Ayl 430 Heda ) oledd Joai Laty ¢ yudall ualgy 43S gany Unina il Lialal (jlaall acay
cliaill aady Losie dpaglall diely 28 ygenlly opall LsS Do dbasy ¢ iUl . Jaall ptddl 2201 Tag
& bl Gl i Al adal) el L a1 ) cean g Al ) ) 881 caal A58 IS
goingy Y i€ canhag 5olay 38 L) o las €l xlall allail b ¢ jiUal) e yalgs Lgild e )
-0)93> B)alaa

O3
0

SYNOTOD TVSYIAINN




SINOTOOD TVSYIAINN

The visual power lies in this symbolic
inversion, which makes movement embody
stability, and stability capable of travel. It
is an existential paradox that reveals that
identity is not something fixed, but rather
a continuous process of reshaping. The
migrant does not lose their belonging, nor
do they retain it in the same form, but rather
reformulates it within a new culture, so that
identity becomes an open-ended project,
not a finished state.

Perhaps the choice of gold to cover the
roots is not merely an aesthetic treatment,
but carries a profound philosophical
significance. Gold symbolizes what resists
time and decay, as if the artist wants to say
that true memory does not rust, and that
a person’s worth is not measured by what
they leave behind, but by what they manage
to carry with them without losing it. Thus, the
roots are transformed into spiritual wealth,

not a burden that hinders movement, but a source that gives it meaning.

The work also reveals the psychological dimension of the migrant. Alienation is not just the loss of
place, but the division of the self between an endless past and an incomplete present. The migrant
lives in a constant state of tension between the desire to integrate and the fear of assimilation,
between the need for the future and the longing for the origin. The artist does not present this conflict
as a narrative, but rather makes it latent in the contradictory relationship between the bird and the
roots, where each element becomes a witness to the division of the human self.

From a formal perspective, the work relies on economy of elements, which is one of the most
important characteristics of conceptual art. There are no superfluous details, nor any ornamentation
that would distract the eye from the idea. Each element performs a precise intellectual function,
lending the work a high degree of visual intensity and making the surrounding space part of the
structure of meaning. This space transforms into a symbolic realm reflecting the vastness of exile
and the uncertainty of the future.

The work also revisits, in a contemporary way, one of the oldest human themes: the relationship
between humankind and the land. However, the artist redefines it, moving beyond the traditional
concept of homeland. Homeland becomes a mobile memory, unbound by maps, and an identity
constantly renewed through human experience. Herein lies the philosophical value of the work, for
it does not speak of a specific migrant, but rather of humanity in the age of globalization, where
everyone is vulnerable to displacement, whether geographical, cultural, or psychological.

The power of this work lies not in representing migration, but in redefining it. It does not depict the

victim, nor does it celebrate exile, but rather reveals that humanity is capable of carrying its roots

without relinquishing the dream of flight. Thus, the sculpture becomes a visual meditation on the
meaning of freedom, the meaning of identity, and the meaning of remaining true to one’s origins

56 while spreading one’s wings toward a new horizon.
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Acrylic
A Space That Shapes Beauty
and Establishes Artistic Awareness

Amira Naji / Baghdad

23.04 all BE In the current cultural landscape, where publishing
spaces are expanding and platforms are multiplying, some

strive to imbue their presence with meaning. It is from
01 this perspective that the Acrylic Art and Cultural Group
emerged, opening a unique window onto art, culture, and
beauty. In a short period, it established a space with a clear
liall Lo vision: to elevate artistic taste and strengthen the presence
: ' of visual art within the cultural scene.

7 Liks | | Commant & Bhare

C ¢ - acrylic oy ,s1 a @ experiences stand out because they don't merely exist; they

A ) I:'-‘: Ly D Moderator

oall ':-l"'-""."’-l_l Iyl dudlasd]l Ciliadl The group’s success in attracting a select group of artists
a8 pmd] g poill) juslmall "-!Ll'i-"*-ﬂl and intellectuals was not accidental, but rather a natural
[EXTY-E] outcome of a concept based on selection, awareness, and

19 o bl Jlase Akl aBWils LIS yie respect for artistic experience. Art doesn’t require a large

Saa more... mll GUS ; sdill dgosd] sk number of exh1b1t10’ns as .rnlfch as it requires qual¥ty
selection. A platform’s value isn't measured by the quantity

of its publications, but by the knowledge, beauty, and
experiences it contributes to the scene—experiences worthy
#__”_-';_‘_T. Jlas .3 of being seen, read, and discussed.

Acrylic has succeeded in bringing together diverse artistic
voices and experiences from different generations, trends,
and styles, creating a space for visual and cultural dialogue.
This diversity does not negate individuality; rather, it
reveals the richness of the artistic experience, offering the
viewer an opportunity for reflection, comparison, and the
discovery of aesthetic and technical differences between
one work and another.

gyll @yall Elleal! Costiaill
yaledll s LS dill 5all b
6 gl il altdgpaitl

Most importantly, the group does not view art as merely
an image displayed, its purpose ending with observation.
Instead, it sees it as a form of knowledge shaped by color,
line, texture, and concept, and by the artist’s ability to
transform their human experience into a visual language

!
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capable of reaching others. Therefore, disseminating a work of art becomes a cultural act when accompanied by an
awareness of its value, context, and experience.

Acrylic also gains importance from its focus on the academic and critical aspects, because cultivating taste is not
achieved through viewing alone. Taste requires knowledge, and knowledge requires reading, and reading opens the
way for criticism and dialogue. Hence the importance of the space the group provides for academic visual art and
for the opinions and perspectives that help the viewer approach the artwork beyond hasty judgments and fleeting
impressions.

Developing artistic taste is not a short-term task, but a cultural project that requires continuity, patience, and
accumulation. The viewer who follows serious works, reads about them, and familiarizes themselves with their schools,
trends, and techniques, gradually begins to develop a more mature visual sense and becomes capable of distinguishing
between a work that possesses artistic merit and one that relies on fleeting glamour.

From this perspective, Acrylic can be seen as an experience that transcends the concept of a digital collection,
approaching the idea of a cultural project—a project that seeks to make art a part of daily life and bridge the gap
8 between the artist and the viewer, and between the creative experience and critical awareness.
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In a cultural landscape, art needs spaces that preserve its tranquility and depth, and
that give genuine experiences the opportunity to reach an audience that knows how
to look, how to question, and how to discover the beauty behind the surface of
the image. This is what gives Acrylic its value; it doesn't merely follow the scene, but
rather tries to contribute to shaping it.

The most beautiful thing an art and cultural group can do is to make publishing

a bridge, the image knowledge, and beauty a path to awareness. While Acrylic has
quickly established a refined and discerning presence, the greatest challenge remains
continuing on this path, expanding the circle of dialogue, and nurturing serious artistic
endeavors, so that this space becomes one of the landmarks contributing to
the formation of contemporary visual art's memory.

When Art finds a space that respects it, it finds its way to people. When culture is
presented with love and awareness, it can subtly transform taste. And when beauty is
combined with knowledge, it is no longer merely a visual delight, but becomes a value
that lives on in memory.

This is the hope that Acrylic can carry: that art will be a bridge to awareness, that
culture a path to maturity, and that beauty will remain a language that unites us.
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Art Between Two Places

Ziyad Jassam

an does not live in a place as a place lives in him. Places, over time, do not exist

outside of us, but rather pass through memory, language, and the senses, reshaping our
relationship with them, influencing how we think about them, and how we perceive them
as beautiful or familiar. Perhaps the artist is the most exposed to this diversity, because
he does not merely see the place; he acknowledges its formation in consciousness before
it reappears on the surface of the artwork.

True alienation is not simply leaving home, but leaving the old version of oneself. When
an artist lives for a long time in another culture, the new world is not enough; he remembers
waiting through it for his original world. Vision is taken, questions are transformed, and
new elements are needed for consciousness, even if the artist is not conscious of them.

The history of art has specific names that exemplify this. Paul Gauquin did not return
to Tahiti simply to change location; he became an integral part of the experience, a
fundamental element of his colorful and symbolic language. Henri Matisse's travels to
North Africa clearly influenced his approach to relationships, ornamentation, and surface,
while Pablo Picasso found in African art a prominent spirituality that challenged traditional
notions of form.

This doesn't mean the artist is required to abandon their roots; rather, it might offer them
an opportunity to reinvent them. Memory, when viewed from a distance, is no longer the
same.

From this perspective, we can consider the experiences of some artists who lived for
many years outside their homelands and then returned to their original subjects. There's
no problem in revisiting place and memory; the artist isn't required to depict the new
environment. But the second question remains: what have the years done to this memory?

If the old place remains in the painting as if the distance hasn't gradually changed in
the artist's vision, then we are presented with a revisiting of the subject rather than
a re—enactment of the vision.

Art doesn't measure the number of experiences an artist has had, but rather the diversity
of impressions it has evoked. The value of the expatriate artist can be seen in their
cessation of creation, establishing a "third place" within the work. A place where memory
intersects with experience, the bull with the other, and belonging with change.
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