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The Thunderstorm
1967

oil on canvas

99 x 56 cm
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The Enemy Force
1968

oil on canvas

54 x 89 cm
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On the Way to the Woods
1967

oil on canvas

66 x89 cm
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Phases of Human Growth
1963

oil on canvas
70x100cm
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The Warrior
1973

oil on canvas
50x70cm
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Two Sitting Men
1967

oil on canvas
77x61cm
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The Palestinian Cause (Golda Meir and the Funeral)

1973
oil on canvas
90x 60 cm
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The War is Still Raging
1982

oil on canvas

58 x 60 cm
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The Weapon and the Plains
1983

oil on canvas

71x52cm
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Solidarity with the Enemy
1985
oil on canvas
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The Bridge of Return
1985
oil on canvas
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Tragedies from Lebanon
1986

oil on canvas

76 x 95 cm
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Intifada (Young Men and Women)
1990

oil on canvas

81x71cm
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The Child Leader
1990

oil on canvas
61 x72cm
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Different Characters
2002

oil on canvas

67 x 56 cm

B EAY P :Ml
144y
@ TV Xov

The Weapon and the People
1991

oil on canvas

57x67¢cm
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People Facing Tragedy
2002

oil on canvas
63x52cm

oil on canvas
70x90cm
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Composition
2006

oil on canvas
42 x 61 cm
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The Challenge |
2004

oil on canvas
62 x 51 cm
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The Girl
2005

oil on canvas
55X 46 cm
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. 1987
etching

15x20cm
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The Sitting Woman
1976

etching

15x20cm
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The Crescent & Stars
1976

etching

15x20cm
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On the Road
1976
etching
20x25cm
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1988
etching
11x13cm
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1987
etching
20X 24 tm
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1987
etching
14x19 cm
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1991
etching
10x13cm

VAAY
Gy e yas
@ Yo XY

1987
etching
20x30cm
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The Man and the Enemy
1975

Lithograph

20x30cm
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The Child
1976
lithograph
27 x42cm




lithography -

All the following lithographs are 27 x 42 cm, unless otherwise specified.
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The Man and The Girl
1976

lithograph
21x27¢tm







uses in his works. | also like the oriental shades that he draws !
on. Furthermore, | am particularly fond of the transparency of )
his colors and am very much drawn to his ability to so eloquently W‘*"

R
summarize what he wishes to convey in his works. | feel like I am X :"""ﬂif
influenced by all of these properties in Klee's art. "' - : :;‘F

= .4

Finally, what is your assessment of this retrospective exhibition? o : _j'.:‘_“;_.f‘;-}
Do you feel like it has captured the essence of your personal touch? : _'*-‘F b _ J:
Do you sense that it has been true to your overall experience? o2 N & X
- Certainly. First off, this exhibition highlights the diversity in my Ty ﬁ LAt
oeuvre. It emphasizes the winding path that | have taken in my art ! - . :h

from the 1960s to this day and points to the different techniques .
that | have employed to create my productions: oil painting,

lithography, and zinc etching. But, in addition to doing so, the
show recognizes and celebrates the unity of my experience
and of my distinct style as well as the unique forms, colors and
compositions that | have come to devise, over time, in order to
communicate my thoughts and messages.

Nadia el Issa
Researcher and writer
Amman, 2008

People on the Road | 1985 | oil on canvas | 74 x 61 cm




The Boy and the Tragedies Witnessed | 1988 | oil on canvas | 55 x 66 cm
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- The space that emerges within my artistic works has no
connection or relation to any place on earth. My work's only
actual link to reality is to mankind, to people...

Are yourartworks, in general, about the suffering of the Palestinian
people then? Or do they deal with the trials of other oppressed
populations as well, taking on a more all-encompassing point of
view and grappling with the state of humanity on the whole?

- ATl of my works are about the deeply saddening situation in
Palestine and the tragic existence of the Palestinian people. Then
again, in my artworks, Palestine actually stands as an example
for the injustices that riddle every part of our world. So while | am
making a statement about Palestine in my work, the statement
that | am making resonates loudly with the wider world. What's
more, and this is also a universal phenomenon and not just the
case with Palestine, sometimes the unfortunate circumstances
that afflict one party and that relegate it to such a Tow point are
benefitted from and propagated by another... I am convinced that
itis because of us, because of our abrasive behavior, that we find
ourselves in the terrible situation that is, at present, our reality.
Our appalling ethics and morals are what have led us to where we
are. This world-wide quandary is another issue that | touch on in
my work.

Your art, thus, appears to be critical of reality and of the role that
we ourselves play in determining it. How is it so?

- | am, without a doubt, critical of mankind and of the world
around me through the content of my work more so than through
my occasional verbal condemnations like this one. I'll give you

an example of a work that is reproachful of humanity. In the early
1970s, | made a painting that depicted the Al-Agsa Mosque and
The Church of the Holy Sepulcher linked to one another. But there
isan elementin the work that resists this connection. What or who
isthat element? There are two figures in this painting. We see one
of themleaving the mosque or the church, and he is clearly not the
source of this resistance. But there are subtle signs that point to
the fact that the other is. Through the choices that | have made in
this work, I am plainly stating that it is people who actively resist
closeness between different religions and their adherents and
not something inherent within the religions themselves. Through
a careful, analytical reading of my works, the critical messages
being relayed by my art can be easily understood.

Do you feel like your works express hope for the future? How is this
hope or lack thereof conveyed?

- My works absolutely express hope for the future. While itis true
that | depict the gloomy side of humanity and of the situation of
the world today, how can I, an artist, change any of that except
for through the creation of critical artworks that make harsh
judgments of reality? | express my infinite hope for the future,
then, through the continuation of my creative production.

With so much of you work being invested with intense emotions that
have arisen from such close-to-home or personally experienced

tragedies, are there elements of self-portraiture or autobiography
in any of your works?

- No, I'have never really incorporated myself or my family into my
works except for in one painting in which | depicted my dear son
Musa, who died a young man, while still in his thirties, and whose
funeral | was unable to attend because | was in Paris at the time.
On the whole, though, | address my subjects from a more general
perspective.

In dealing with the subject of Palestine then from a non-personal
viewpoint, where do you get the specific ideas behind each work of
art from?

- | get the ideas for my works from my mind, from the things
that | am aware of in life, from my own experiences, from the
experiences of others, and from the nakbas that are taking
place on a daily basis and that are always center stage on our
TV screens. | indefatigably make sure that | am up-to-date with
what's happening around me.

What about your artistic influences or inspirations? Which artists
do you most like the works of and why? How do you feel like your
style has been affected by theirs?

- To begin with, | respect and appreciate any artist whose work
stems from the suffering of the people. As for my favorite artists,
Paul Klee is surely one of them. | Tike the warm colors that Klee
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to what surrounds me: to the spectacle of constant bloodshed in
Palestine and other Arah countrieslike Iragand to the increasingly
widespread scenes of human dignity being trodden down on
and abused. Simply put, it is through my sincere feelings that |
convey, within my art, all that is present in the life of the average
Arab citizen, and in particular the Palestinian.

You've just described the concerns and issues that you deal with in
your work. What would you say of your art in terms of form?

- My emotions, including my emotional reactions to my
surroundings, are what determine the forms which | use to express
my subjects. In fact, | firmly believe that the feelings through
which the subjects of any artwork are channeled are central in the
molding of that work's final appearance and effect. After all, it is
as a result of the artist's feelings, and not his rational thoughts,
towards his work and its content, and whether or not these
feelings are evocatively conveyed, that the viewer gets a sense
of closeness to or distance from a work of art. The emotional
engagement of an artist with any of his works or the lack of it is,
thus, what makes an artwork refined or unrefined, warm or cold...
I have never made a single work that | did not feel with.

The figures in your work are not drawn according to their natural
or real appearance. Their proportions are distorted and the
arrangement of their parts jumbled. If, as you have mentioned

earlier, the design of your forms is a product of your feelings, what
are the emotions that have led to such skewed constructions?

- The constructions in my works transmit the frustration, anger,
sadness, and sense of loss that | feel as a result of the tragedies
that | witness regularly. My pictures are the product of my
desperate desire, and serious attempt, to make a difference
through my art.

There are certain forms that you use heavily in your works like the
Palestinian flag, specific animals and rifles, for example. How are
you employing these shapes? What are you utilizing them to say?

- When | picture rifles in my works, | am, in fact, encouraging
the fierce confrontation of the enemy and resistance of the
oppressor. The rifle is seen replacing the hand of my characters
in some of my works because, for me, the hand alone cannot
accomplish anything; it is only with the rifle that it can. As for
my use of the Palestinian flag, this is a clear and universal way
for me to refer to Palestine as well as the Palestinians and their
struggle. With regards to my employment of particular animals in
my works, | do so symbolically. In the painting The Man and the
Lion, for example, we see a subjugated lion standing in front of
a man. This is an abnormal scene for Tions are usually aggressive
towards men. But a wise man can make a lion kneel before him
with the power of his mind. Fitted into the context of the thematic
concerns of my oeuvre, what | am saying in this painting is that

Logic or Arms | 1990 | oil on canvas | 40 x 51 cm

man can stop anything that is vicious and irrational, including a
cruel occupier, if he puts his mind to it.

Throughout your career, there seems to be a notable change in your
choice of color. At first, you used a dark and murky mix of tones.
Today, you paint flat expanses of bright pastels. Are your colors,
like your figures, a reflection of your emotions? If so, how have
your feelings changed towards your art and the issues that you
explore in it?

- Interms of my choice of color, my feelings are the determining
factor. When | paint, | am already aware of the effect that any
colors have when placed next to one another. But why | choose
these colors or, in other words, that effect is something that |
am not conscious of. All | can say is that my feelings are being
conveyed through the colors that | have chosen and that the
resulting work is their product. As for the emotions themselves
and for how a change in my colors may indicate a change in my
emotions, | want to stress that what | feel is pain, constantly. As
much as | may try to relieve the aura of pain and suffering that
surrounds me - as seen in my adoption of brighter colors - | only
sense it more and more.

Your backgrounds are always made up of flat expanses of blue, green
or purple and occasionally contain a hint of a generic landscape.
Your characters seem to inhabit an empty world, a space that is
void of all recognizable markers. Why can't we as viewers deduce
a specific geographical location in or a particular setting for any of
your works?
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During those tragic developments, did you understand what was
going on around you or did you feel completely lost?

- Atthattime, | certainly did not understand everything. However,
| do remember fully comprehending this: My father, God rest his
soul, never lay down his rifle. He never stopped fighting against
the Israelis and the traitors who cooperated with them. Whenever
the Israelis would forcefully enter into the areas we lived in, the
men, including my father, used to take to the streets with their
rifles to defend our people and our Tand. This is what | was most
aware of back then.

What do you recall of your hometown or of Palestine?

- Even though it has been sixty years since | left, | remember
Palestine and ‘Ain Karem very well. | distinctly recall the exquisite
beauty of the countryside of my village, almost like a magical
dream. | remember the infinite stretches of open fields that were
ours to wander in and the joy of playing with the other children of
my hometown.

Can you tell us about the first work of art that you created or when it
was that you initially realized that you wanted to be an artist?

- The first work of art that | ever made depicted the medieval ruler
Saladin. | was only about ten to twelve years old when | created
it; | was still a young schoolboy. It was as a result of that work,
however, that | realized, initially, my affinity towards art.

In realizing your calling to be an artist, you studied at the Academy
of Fine Artsin Rome, Italy and at the School of Fine Arts in Bordeaux,
France. Having completed your studies, you then returned to Jordan.
Do you feel like you were influenced by the artistic developments
and styles that were emerging in Jordan in the 1960s, that is, at the
very beginning of your career?

- To me, there were almost no art movements and nearly no art
scene worth mentioning in Jordan at that time. In that close to
artistic vacuum, | was just living the life of following up on what |
had learnt during my studies in Italy and France.

T

The Epic | 1989 | oil on canvas | 91 x 70 cm

Does this mean that you were not influenced at all by your
surroundings?

- Absolutely not. A person lives from their environment and not
from outside of it. And, for that reason, in my mind, if a creative
production is not of the essence or is not the original fruit of its
environment, itisn't a true work of art.

If you were to talk about your relationship to your environment
specifically, the essence which you mention, what would that he?
Would it be related to Jordan? To Palestine? To both?

- Palestine and Jordan, together with the remainder of the
Arab World and its miserable masses, all of these make up my
environment. | have always been close to the essence of my
milieu, that s, the social, political, and economic situation of the
Arab World as well as the events that take place within it or that
drastically affect its populations.

Your artistic career has spanned almost five decades, beginning in
the early 1960s and continuing up until this day. There are, without
a doubt, some changes which can be noticed in it. Suppose you were
asked to divide your career into individual periods or stages, how
would you go about doing that?

- | perceive the entirety of my life, from when | was born until
the moment | die, including my art career, as being part of one
period. Moreover, there are no major transformations that have

taken place in my oeuvre. Developments may have occurred in
my artwork from time to time whenever something extraordinary
unfolded before my eyes, something | had no control over,
something so extreme that it possessed my emotions, my mind,
and my whole existence. But it is for these reasons precisely that
such developments are not something that | can define or rein or
even specify the timing of.

Could you try to give a few examples of the things that took place
from time to time which may have led to developments in your
work?

- With regards to the happenings that have affected my work,
there are, | would say, minimal differences or developments that
have resulted from them; these developments are, in the grand
scheme of things, of little importance as well. Why? Because
any event is limited to a confined period or experience, and,
therefore, has a trivial and fleeting effect, but the cruelty and
pain that the Palestinians endure on a daily basis, and which is
the most dominantly present feature in my work, is a constant
that will remain, and that will continue to appearin myart, aslong
as lsrael continues to occupy Palestinian land. This prevailing
attribute manifests itself in the signs of war, resistance, and
insistence on challenging that are consistently visible, in all of
their different forms, in my work. Overall, however, my paintings
and prints are the product of my thoughts and emotions in relation
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In 1948, you were uprooted from your village of 'Ain Karem in
Palestine. What do you remember of the events of that year? And
what of your exile to Jordan?

- What | recall of my displacement from 'Ain Karem is that | Teft
our village on that dreadful day with my siblings, my maternal
aunt and the families of my paternal aunt and uncle. We had no
warning and no time to prepare for our travels. For more than an
entire day, my family and | rode in the back of a truck, treading
across the treacherous countryside, until we finally reached the
safety of Jericho. | remember that we settled there for short
period of time, fora month or two, maybe, or somewhere around
that. Afterwards, we relocated to Salt and from there we moved
to Marka and, in the end, to Amman.

When you left 'Ain Karem as a boy of 14, did you know where you
were leaving to?

- No, | had absolutely no idea where we were heading. | only
knew that we were Teaving our village and our homes because
the Israelis were encroaching on them and that we intended on
returning and on reclaiming what was ours after the calm had
been resumed and peace restored. Eventually, the time came
when we were able to return to our village, but my maternal
aunt refused to because she was still petrified, scarred by the
traumatic circumstances of our previous escape. And so, | never
went back...

A Child in the Desert | 1991 | oil on canvas | 70 x 90 cm
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by the French expressionists in their attempt to become closer to
eastern art, is what has led me to present Nawash to the Italian
public.” This is what can be considered an early sign of Nawash's
matchless creativity. Ahmad Nawash says of his own style that it
is “a serious, sensitive search into the human form and of what
surrounds it of the many tragedies caused by the events that take
place in Palestine and the Arab World." He adds: "My personality
and style have been shaped by way of the thoughts that | carry
and my outlook on life as well as my research and my artworks,
which are viewed by society across its spectrum.”

The human being is the core around which Ahmad Nawash's art
revolves. Each work must have in it a human form with a child-like
appearance, clear lines, and prominent eyes that take up most of
its face. These eyes are constantly staring, looking at something.
The human, here, is, for sure, of Palestinian identity and origin.
This is obvious, on its own, most of the time, but, from time to
time, we see that the artist has added some symbols to reaffirm
this identity like the rifle, the lance or the casting stone. In spite
of the apparent two-dimensionality of Nawash's figures, and
the clear formal summarization in their treatment, we can see
the depth that has been obviously granted to them by the artist.
What does he wish to say through these flattened, distorted men?
He does not want to say but wants to fight against all forms of
falsehood, hypocrisy, discord, and even scot-free murder.

The humans in Nawash's works fly in an imaginary sky, rarely
standing on solid ground, which adds a symbolic dimension to
them that is asserted by way of every one of the artist's creative
devices (even by way of the device of color). His figures are
entangled, and often more than one head shares one hody or
we see that the head of one body has taken two shapes or can
be viewed from two different perspectives at once. Nawash's
emphasis on dream-like visions or on what is not real, in my
opinion, confirms reality more so than negatesit. Here, we go back
to the relation between vision (sight) and insight where we find
that the artist has mixed the two together in a new visualization
that serves the subject, one of the top priorities in his art. In this
way, the subject emerges clear, harmonious, and whole, not to a
passing, superficial glance but to a thorough, in-depth look into
what lies within his works.

Artist Mohammad al Amiri says of Nawash's experience: "“Form for
Nawashisaplace fromwhichtotransmithumane andlife messages
that are related to what Arabs have undergone. The subject is
cardinal to Nawash's works. The artist lays the foundation for the
politicaland social statements that he makesin hisart by way of his
rare style, which stops us in our tracks numerous times due to his
ability and his wondrous determination to occupy his characters
in the void space of any work and with the gravitational pull of its
ground. Characterization, for him, is a begotten yet fused one as

he pairs between animals with social connotations and humans
with political dimensions. In spite of the mirth that is apparent in
Ahmad Nawash's human figures, a trait that is nothing but obvious
and that stems from the simplicity of his artistic vocabulary and
his way of painting them, a second trait soon after emerges. This
trait is heavily loaded with painful imagined visions and with
Nawash's outlook on life both for the present and the future that
taps into a never-ending reserve of what has passed, all of which
is plainly visible to the viewerin his works."

Finally, from a number of elements in Nawash's paintings, we can
deduce that the artist has actually meticulously chosen his colors.
This can be inferred from the artist's tightly linked compositions
and inherently academic constructions, which have been granted
an intellectual and cultural significance as a result of Nawash's
lengthy and profound experience, an experience that has been
filled with continuous experimentation and suffering. It can
also be read from his art's two-dimensionality and its negation
of the third dimension, a dimension which so many artists strive
to achieve. Nawash's colors, thus, are not spontaneous as they
may appear to some; they are studied with ahsolute attentiveness
and awareness and are chosen in order to fulfill their creative
object, their compositional goal and their purpose with regards
to subject. Nawash's colors are often layered and bleak, and are
predominantly foggy and earthy in nature. Some of his spaces

are dyed with hot colors such as yellow or red (in juxtaposition
with their cooler backgrounds). Here, color clearly stands in for
viewpoint, and in this case in particular it is a spiritual viewpoint
that gives sadness its depth, childhood the freshness of freedom,
and clowns their tragic sense of humor. Thus, Nawash has
created for his human figures a unique atmosphere which has
them swimming in a budding space. Or as the critic As'ad Orabi
says "his shabby weightless forms", in the end, create a tragic
tune that prompts us to give this artist a standing ovation for
having expressed, for almost half a century, our state and our
transformations.

Dr. Abdul Kareem al Sayyed
Palestinian artist and art critic
Sharjah, 2008
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what he produces.”

At first glace, the exhibited works appear similar or repetitive
but, in reality, they, certainly, are not, for each work has a
signature composition, color scheme, and subject matter, distinct
from those of the others. Stylistically, Nawash's work seems to
belong to the genres of Naive art, primitive art, or children's
drawings, a point which has been mentioned by many critics
including Abdullah Abu Rashed and Talal Ma'la, even though the
artist himself refers to his style as “spontaneous.” These critics
view Nawash's work as being instinctually built on the impulsive
use of dyes and morphing of pictured surfaces and features. To
them, Nawash's production harmoniously balances, in its formal
movement, characters and faces freshly let out of the Tab of his
unbridled imagination and overpowering emotion. They see
these characters as swimming in the oasis of a childhood that is
flooded with torrents of manifestations of the artist's feelings,
the signs of which are scattered across an amalgamation of his
works. According to these critics, Nawash's creations resemble
puppets or hap-hazardly constructed toys that have been
hurriedly placed in the theater of visual representation and that
have been kneaded with the artist's noteworthy and resolute
artlessness and intuition. These characters' elements and terms
have been laid down, side-by-side, in their mind, in an honesty
of depiction and architecture of composition that is disinterested

in the proper principles of drawing or anatomy. Such is the case
even though Nawash says: “Through my study of anatomy, my
persona as an artist began to develop with regard to the subject
that | chose and its relationship to color. Some of my colleagues
during my studies in Italy were reprimanding of my works' lacking
any foreign influence.” In reality, then, Nawash's characters are
not the product of pure primitivism but are the culmination of an
academic fine arts culture and a long experience with technique
for the artist, after graduating from Rome, went on to Paris and
then, in 1970, to the Department of Printmaking and Lithography
at the School of Fine Arts in Bordeaux. He studied there under the
French artist Georges Dayez and subsequently spent many years
at the printmaking workshops of the National School of Fine Arts
in Paris.

Nawash's style can be tied to fauvism and expressionism, and
sometimes even surrealism, as well as to primitive art and the
work of Juan Miro or Pablo Picasso. However, from the absolute
beginning, Nawash has developed his own style, which no matter
how hard some may try to attribute to this or that, remains purely
and markedly Nawash-esque. Clear since the artist's preliminary
forays into art, we find the Italian artist and critic Marino
Matsacorati has written the following in his introduction to Ahmad
Nawash on the occasion of Nawash's first ever exhibition in Rome
in1960: "The rarity of his worldly spirit, a spirit much sought after
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Dr. Abdul Kareem al Sayyed

“Ahmad Nawash is a rarity among artists. This rarity does not
stem from his distinctive child-like style or his masses which
defy gravity or even his lines which need no gravity to be linked
to one another or to link the painting as a whole; it is not due to
his colors that remain cool and faded, maintaining the primacy of
both form and content in his work, or to his tormented subjects
which he treats with the simplicity of a philosopher and yet with a
philosopher's depth. The originality of Nawash is a dual one, that
of the person and that of the talent.”" Wijdan Ali

Palestinian fine art, since its very beginnings, has gone hand in
hand with Palestinian history in all its stages: before, during,
and after the Nakba, all the way up until the stage of armed
resistance and revolt. But Palestinian fine art was not used to
record or document, and Palestinian artists reached advanced
levels of production in spite of the harsh living conditions,
displacement, and immigration that they had to endure. These
conditions have reflected themselves on Palestinian fine art,
giving it a special nature, one different from that of all other Arab
art. Thus, even when a Palestinian artist draws a rose, this rose
appears to be Palestinian. When we speak of Palestinian fine
art, we must remember to mention its pioneers with reverence
and appreciation, pioneers like Ahmad Nawash whose ground-
breaking ways did not just result from his being ahead of his time
but which are due to the artistic contributions that he has made on

the whole, as well, since the sixties to this day. Ahmad Nawash's
trailblazer status comes from his artistic approach, an approach
that has enabled him to present distinctive and provocative art
that is worthy of contemplation.

| was pleased to see works by Ahmad Nawash shown, some time
ago, as part of the exhibition entitled Seven Artists Meet which
was held at the Sharjah Art Museum. It was the first time that |
actually saw his works in real-life even though | had seen pictures
of them eversince | started to appreciate fine art, in general, back
inthe 1960s. | was overjoyed, but oh how | wished that it had been
a solo exhibition of this artist's singular, pathfinding experience
and of hislong and eventful history with art...

As part of this show, Nawash exhibited a collection of his oil
paintings and lithographs, works which convey, in full truth, the
singularities of his rich involvement with fine art. Here, we stand
in front of an artist who is committed to the social and political
issues of his people. Since his initiation into art, and following
his graduation from the Academy of Fine Arts in Rome in 1964
up until this very day, that is to say for almost half a century,
Nawash has never been a biased artist except for towards his
art and towards the goal for which he lived. Wijdan confirms
this by saying, “Nawash is an unwavering artist, an artist with
convictions; he paints and lives according to what he believes in
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leaden skies, they play their parts, displaying the absurdity of
their being and their seeming obeisance to the dictates of an
anguished existence in an awful 1ull. Their disproportionate limbs
tinted with the color shades of earth, bread and pale blood appear
like flat planes that resemble patched-up rags. With nothing
but their joint existence in common, they float in their void like
prisoners inside vicious circles. In conglomerations, some drift
without feet in an airless sky. Others stand upon bird-like stick
legs, while still others seem to have been flung on the ground like
burlap sacks filled up with straw. Some appear empty-handed,
others without arms, while others still hold onto some bundle of
clothes. One character may ride on the shoulders of another; the
one next to him may lean on a flimsy crutch; a third may appear
as if he was reclining against some heam of dust. Within such an
absurd space we often see a character running out and jumping
right into the void.

Nawash's characters, with their ragged bodies scattered in every
which way, appear constantly on the go but without ever getting
anywhere. Even when we see them climbing ladders, they seem
to be going neither up nor down. In their perpetual movement that
leads nowhere, Nawash's preposterous figures often appear like
scarecrows. From between their disjointed shoulders, their faces
emerge looking hollow or like blank masks that are devoid of any
expression. Sometimes, the heads of Nawash's characters sit

upon what Tooks like long, rubbery necks, other times a character
may possess two heads while another may have long ears that are
as sharp as a knife. Each one seems to represent a player in the
artist's narrative. As for the eyes of Nawash's characters, they are
denoted through the use of dots that appear at times like bugs
and at others like buttons fastened under the narrow forehead
and the hair above that looks like that of an artificial wig. Often
Nawash surprises us by tinting his frail-looking figures with the
pale shades of roses and violets that seem strangely reminiscent
of the colors that characterize the distant hills of Nawash's native
village of "Ain Karem. In such ways his work seems to remind its
viewers of the correspondence between his world of casts-off and
mud and the various conditions of despair and frustration that he
hadTived through. Inasuccession of narrative paintings, Nawash's
meticulous work sets out to reveal the hallucinations of one
unable to scream. Through visual expression, Nawash never stops
to weave narratives that recount a child's earliest experiences of
panic, loss and the irremediable state of despair.

Kamal Boullata
Palestinian artist and writer

The above textisatranslation from Kamal Boullata's book Istihdar al-Makan:
Dirasat fi-1-Fan al-Tashkili al-Filastini al-Mu'asir, (Invocation of Place: A
Study of Contemporary Palestinian Art), ALECSO, Tunis, 2000, (pp. 137-
139). The translation was made by Paula Homsi Vinson & Kamal Boullata.

People | 1991 | oil on canvas | 56 x 66 cm
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Kamal Boullata

Ahmad Nawash was fourteen years old when he was forced with
his family to leave his native village of ‘Ain Karem, which lies
outside the walls of Jerusalem. Overnight, the young Nawash
had to abandon the security of his ancestor's home and village
after it fell under fire. Together with members of his family and
fellow villagers they were overwhelmed by panic. The massacre
that took place a few weeks earlier in the next-door village of Deir
Yasin haunted their lives. Fleeing their homes on foot they had to
cross through a world beleaguered by terror that was now being
reduced to ruins, evacuated houses, and an unknown future.
Followed by a hail of dumdum bullets and the occasional sounds
of explosions around them, the young Nawash, like all the other
fugitives, who were running for their lives, carefully slipped past
the barbed wires that littered the roadways between the village
of 'Ain Karem and the city of Jerusalem. After days of walking,
they finally reached Jericho and from there each family sought its
ultimate safety beyond the Jordan River. In Jordan, Nawash was
to begin alife filled with trepidation, doubt, grief, and protracted
waiting for a return back home.

As soon as the young artist found in drawing and painting his
means of self-expression and throughout his maturation as
a visual artist, all his works appeared to reflect the traits of an
absurd world of beings that was possessed by the horrificimages
that were first etched in the mind of that village boy. He was one

of the few artistsinJordan who was granted numerous government
scholarships to further his art studies in Italy and France.
However, during the nearly three decades after his graduation
from the Fine Arts Academy in Rome, Nawash hardly changed his
individual style of expression, even though he was quite copious
in his productions. His obsession with his own way of telling and
his obstinate persistence may unlock the secret to his career,
for through his distinctive representational language, Nawash
managed to construct a narrative panorama that embodied the
subliminal experience of a personal nightmare.

Most of Nawash's compositionsabound witha multitude ofhuman
forms that neither imitate real appearances nor pay attention to
any proportional relationships between their different limbs.
Similarly, one does not even find in his work any sense of linear
perspective that may identify the spatial grounds in which his
imagined beings are placed. Throughout the decades, Nawash's
human figures seemed to be like play characters who may have
lost their names but who continued to pop up on the stage of the
Karagoz puppet play. In such a setting, the painter assumed the
role of a storyteller. Like puppets that hang from invisible strings,
Nawash's human figures seem to dwell together in a void that is
dipped in the colors of mud and smoke while their grievous air
reaches us in a stolid and passionless calm. Their disfigured
bodies float in a field perpetually covered with ash. Beneath
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Different Shapes | 1992 | oil on canvas | 90 x 70 cm
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through. Still, in otherinstances, he intentionally uses his shapes
and creatures to demarcate the large expanses of color that we
see in his works. Often, the surfaces of his paintings are covered
with Targe fields of clear and bright colors that lie squeezed in
between broad strokes of compound ones.

Regardless of this diversity in the artist's method of construction,
we can clearly see his lucid, unified personality, for, in my

opinion, he purposely uses these different methods in order to
aid him in bringing to light the content of his work. He does so
both through his forms and through the textures that he chooses
to apply his colors with. In addition, his occasionally complex
and sensitive manner and his, at other times, clearly bitter and
angst full one have deepened his mysterious effect, an effect
that appears akin to the aura of worried dreams with all of the
sadness and vagueness that they contain. Nawash often relies on
compound colors thatare somberin nature and that are mixed with
gray, yellow and dark blue. These colors produce a hot and humid
atmosphere, which gives us the impression that his creatures
dwell in a endless mossy, swamp, so much so that we can actually
“feel"” the hot humidity coursing through the veins of the painting
and the silent fear that moves about its parts. And oh how we
would be struck with despair if it weren't for the screaming spots
of bright colors that lie in the midst of this silence! These clear
and honest spots of yellow, red and blue make up the strangely
composed creatures that emerge from this humid swap, creatures
that are full of the heat of revolution, insurgency, and vicious
struggle, and that are sometimes pained and discontented.
Ultimately, these creatures compose a tragic tune that speaks of
the true suffering that lies at the very core of this artist's soul.
Such a complicated and complex treatment not only prophesizes
of an able artist but also goes hand in hand with the mood that he
wants to confer upon his nationalistic and humane works.

It is as if Nawash is representing, through this swampy mood
of colors that acts as the fabric of his paintings, the dire
circumstances that our people in the Arab World endure. It is as
though these creatures who live in this hot and sticky medium
symbolize the Arab people's revolt against fear and their
revolution against the grievous and unacceptable reality that
they occupy.

Upon a contemplative observation of the paintings of Ahmad
Nawash, a question undoubtedly comes to mind: Where do these
visions, which Tack no originality despite having such simple
compositions, spring from? Is the source of these visions or
these compositions an organized mind or passionate emotions
and sensitive feeling? The truth is that most of the constructions
in this artist's paintings are a mix between being a product of an
ordered and conscious mindand unrestrained feeling. To save the
painting from emotional ambiguity, the artist has to consciously
control his wild emotion, an emotion that is laden with pain and
upheaval and that is stained with bitterness. This is especially
true in the case of an expressionist artist like our guest here, and
even more so when this individual has experienced, first-hand,
the various dimensions of the Nakba. Nawash is a man who has
suffered the anguish of being far away from his family and his
country. He has seen image after image of families being driven
out of their homes, of boats filled with defeated refugees, and

of the spirits of his brothers, who, yesterday, were of flesh and
blood, and who, today, fill the air with energy and joy.

At first glance, one may not be drawn to the quality of Ahmad
Nawash's production, however the artist's creative process, in
spite of its deceiving simplicity, is, in fact, intricate and layered.
Similarly, his visions approach being saddening prophecies
or serious epics that tell of pain and wounds. We stand before
a young artist who is presenting us with modern, innovative
works to which the majority of our public has not yet become
accustomed to appreciating, to say the least, at first hand. But
one must sense, even from just one look, that we are hefore
serious and devoted work that demands our respect. As the French
critic Philip Boud says: “The artist Nawash clarifies for us in his
paintings that it is not necessary for art to be realistic for it to be
real. On the contrary, he shows us that the illustrated and colored
expressions of his influences and his inner world do not merely
live within him. Instead, he makes these inner visions apparent to
the onlooker in a way which he himself is absolutely aware of and
which is touching, in a way that sheds light on the feelings that
move his fellow brothers."

Natheer Naha'a
Syrian artist
Damascus, Al Ba'th Newspaper, 16/9/1968
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Natheer Naba'a

It was inevitable for the national issues, which arose after the
most recent events to take place on Arab land, to cross over from
therealmofrealitytothatofexpressionism, andbyexpressionism,
| am referring to artistic production from literature and poetry to
fine art. Thisis because the artist is considered, without a doubt,
the visage of expression for the society that he lives in, for he
reflects, through his products, all that his nation passes through
of joys and sorrows, victories and defeats... He embodies the
desire and hope for development and expression as well as the
revolt and revolution against bitter realty.

The more sincere and loyal the artist is in his responsibility
towards the reality of his social and cultural era, the more
his contribution is a fuel that turns the wheel of progress and
liberation and is a generous building matter in the construction
of the cultural aspect of his nation.

From this ideological ground emerges the Jordanian guest
artist Ahmad Nawash to present to us his artistic production
in the exhibition hall of The Arab Cultural Center in Damascus.
Whoever may see the work of this artist, which is comprised of 38
accomplished oil paintings, can surely discern, after that, what
they contain of a clear and unique personality. No doubt that
they will also partake in Nawash's creative vision as his works
are both serious and full of honesty. And all this even though

the exhibited paintings surpass the established norms of taste
- | mean the production that our public is used to digesting with
ease, for Nawash presents us with art that is truly modern. He
offers us illustrations which are rich in content but which are far
from being the material of literature; the compositions that he
puts forward, in his exhibited paintings, are, in reality, wholly the
stuff of fine art. In his works, the artist eans towards emphasizing
the two-dimensional and negating the third (depth). He places
the elements that make up his compositions, from figures and
other forms, side by side, as if they were laying on the same
surface. It is as though he devotes the shapes that make up his
flattened pictures to help him shed light on the problem he wants
to expose. At first glance, it may appear that he is an abstract
artist, but the forms that constitute his interrelated compositions
are, more accurately, composed with a rare simplicity that appears
largely similar to the compositional simplicity of children's
drawings. This is what, in turn, bestows the artist's paintings with
expressive touches that boast a unique flavor.

In the formation of his compositions, the artist deliberately
employs the special textures that he treats his paintings with.
Sometimes, he uses a painting knife to create thick, overlapping
layers on the surface of his canvas. Other times, he uses broad,
interwoven brush stokes, over which he draws fine white or yellow
lines that define the shapes which he wants to stress his subjects
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1934 Bornin Ain Karem, Jerusalem

1964 Received a BA with honors from the Academy of Fine Arts,
Rome, Italy

1970 Received a Diploma in lithography and zinc etching from
the School of Fine Arts, Bordeaux, France

1975-1977 Studied lithography and zinc etching at the National
School of Fine Arts, Paris, France

1980 Studied zinc etching and the restoration of oil paintings
and ceramics for three months, Florence, Italy
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City Hall, Greater Municipality of Amman, Amman, Jordan
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Alia Gallery, Amman, Jordan

Yarmouk University, Irbid, Jordan

1984, 1977, 1974, 1972 The University of Jordan, Amman, Jordan

1982
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1968
1967

Al Rasheed Hall, Baghdad, Iraq

The Jordan National Gallery of Fine Arts, Amman, Jordan
The Royal Cultural Center, Amman, Jordan

Salle des Gas Perdus, UNESCO, Paris, France

The Arab Cultural Center, Damascus, Syria

Gulbenkian Hall, Baghdad, Iraq

1965-1999 The French Cultural Center, Amman, Jordan (17

1965
1965

exhibitions)
Chamber of Commerce, Jerusalem, Palestine
Mount Scopus Hotel, Jerusalem, Palestine

1965, 1968, 1975 The American Cultural Center, Amman, Jordan

1964
1964

The British Council, Amman, Jordan
Studio Margutta 13, Rome, Italy

Group Exhibitions

2001 5" Sharjah Biennale, Sharjah, UAE

2000 Seven Artists Meet, Sharjah Art Museum, Sharjah, UAE

2000 Journey through the Contemporary Arts of the Arab World,
Darat al Funun, Amman, Jordan

1999 Contemporary Jordanian Art
Germany

1997 Voyage en Jordanie, Salle Saint-Jean, Hotel de Ville de
Paris, Paris, France

1996 2" Egyptian International Print Triennale, Cairo, Eqypt

1996 6" International Cairo Biennale, Cairo, Eqypt

1993-1995 International Biennial of Prints and Drawing, Taipei
Fine Arts Museum, Taipei, Taiwan

1985  Asilah Cultural Festival, Asilah, Morocco

1971 Spring Exhibition, InterContinental Hotel, Amman, Jordan

Exhibition, Cologne,

Awards

1993 Appreciation Certificate, International Biennial of Prints
and Drawing, Taipei Fine Arts Museum, Taipei, Taiwan

1990 State Recognition Prize, Jordan

1981 Gold Medal and Appreciation Certificate, Kuwait Biennale

1981 Gold Shield and Appreciation Certificate, The Association
of Arab Artists

Work Experience

- Teacher of Art and Painting in the Department of Architecture,
The University of Jordan

- Teacher of Painting and Art History at The University of Jordan

- Teacher of Painting and Art Education at Yarmouk University

Memberships

- Founding member of the Jordanian Plastic Artists Association
- Member of the Alumni of Graduates from French Universities
and Institutes

Private Collections

The Khalid Shoman Foundation - Darat al Funun, Amman, Jordan
The Royal Palaces, Amman, Jordan

The Jordan National Gallery of Fine Arts, Amman, Jordan

Centre for Popular Arts & Traditions, Tunisia

Pakistani National Council of Arts, Pakistan

Institut du Monde Arabe, Paris, France

The Abdul Hameed Shoman Foundation, Amman, Jordan

Several other foundations and individuals in Jordan, Lebanon,
Irag, Bahrain, Qatar, Kuwait, Europe and the United States
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