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You Will Be Killed

Video Animation & Paintings | 2006 | 5' 56"

Previous shows

2007

- 2nd Moscow Biennale, Russia

- 8th Sharjah Biennale, United
Arab Emirates

- Antwerp Museum of
Contemporary Art (MuHKA),
Belgium

2006

- 1st Singapore Biennale,
Singapore

- Space, Karim Francis
Contemporary Art Gallery,

Egypt

You Will Be Killed is a video project
that is compiled from a collection
of drawings through which | expose
man's inner being and memories by
projecting his dreams onto a wall.

Some of the symbols in the film

define the Tocation in which a specific
incident, stored in a person's memory,
has taken place, while other symbols
shed light on the person himself, in
an attempt to explain his relationship
to his surroundings. | believe that any
incident in one's life is not indicative
of one's geographical whereabouts but
rather of one's feelings, memories,
and motives.

The beginning of the film You Will Be
Killed came to me during a visitto a
military hospital built thirty years ago
in Egypt under British colonization.

At that time, | was searching for a
location in which to execute my project
for the Singapore Biennale of 2006.
The hospital triggered memories of
war within my imagination. Waris a
direct outlet or expression of violence;

my aim, however, was to show that
expressions of violence include far
more than just war. | wanted to explore
the effect of violence on man, on

his relation to himself, and on his
memories. Hence, | used images such
asa person's picture, his face, and my
own picture... images of a person who
is trying to fit into his environment
but is unable to do so, even within the
drawings on the walls of places that
seem to devour him incessantly.

In this film, a person's memories
and his relation to himself and his
environment are exposed; he is
depicted as either an absent ora
static observer while the walls around
him move dynamically. Throughout
the animation, the person and his
surroundings exchange their roles,
eventually leading to a fading away of
the line that separates their original
functions. Violence is the prime
mover in this work; it is the force

that delineates the essence of the
relationship between man and his
surroundings.



(el S e ol 5

sl s (ye 3]

ol S sl gl oloee 31,01 1S
aByl e

(ol s (a3

Ay edan o

T all M oty o S

(g @ fnn S3en sl Ma

A iadl SV e ol ]

celiadl saata

) T Bl B gealmy 15318
Ly (e Ogagil @ a8 Sisegily
5l hagilis g aa Y G5 Lo

(i Y O (ye #3505 gl

s edl B e s 3o

coeal s e 32

Agelilinl Zuminiis B2 o Linns wguinns (gl ol

e Lila oW1 B it L)

‘Aos | Yeeo | aS yxlia ‘a}ujj_%.\._n_b

Al (g e

Yeoq

Lalll o IFA (o ptl —

Az oY1 0opaall bl "elSs” iy -
Sl 3 yolall

9l Gilaienadl 3 el ola sga =

s e L

Yoo

24 el Analandl (Sl (gl -
a3 palall

Qg pually el By aiSu i ~
S

Ol 2L Y (S5 a9’ (o2le -

a3 palatl oY oLal ks -

yian 3 yalall iyl (o yall =
A oLl Aulie Ll Ol 54
POOPE LIPS TE I PESOWS-]

30









33

The Purple Artificial Forest

video animation & drawings | 2005 | 8' 50"

Previous shows

2006

- Nafas, IFA Gallery, Berlin,
Germany

- 7th Dak'Art Biennale of
Contemporary African Art,
Dakar, Senegal

- 12th Cairo International Film
Festival, Egypt

2005

- Falaki Gallery, American
University of Cairo, Eqypt

- 23rd Biennale of Alexandria,
Egypt

- Home Works [Il: Forum on
Cultural Practices, Beirut,
Lebanon

- Meeting Points 2, Cairo, Egypt

- The National Exhibition, Egypt

- gth Ismailia International
Festival for Documentary &
Short Films, Egypt

| dreamt of a purple artificial forest.

| created an artificial purple theatre.

Parts of home furniture, human parts.

The bed was surrounded with electricity pylons.

| was lying.

Parts of a human body.

Hand, Tegs, a face.

All Tooking into the mirror.

The only thing | see is him devouring my picture.
Parts of home furniture.

Dinner table.

They were sitting at the end of the tunnel.

They were sitting across the table eating me once more.
They eat each other.

My legs grow.

| give birth to light, and the light eats me.

And | melt into a tunnel of endless darkness.
Parts of home furniture, human parts.
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The Room

video art & performance | 2004 | 15' 00"

Previous shows

2006
- 1st Biennale of the Canaries, The Canary Islands

2005

- Some Stories, Kunsthalle Wien, Austria

- 19th Milan Oltre, Italy

- Festival de théatre des Amériques, Canada
- Contemporena Festival, Italy

2004

- Kunsten Festival des Arts, Belgium

- La Rose des Vent, Lillie, France

- Never the Right Time, Media Festival from Arab
World, Canada

- Meeting Points 1, Jordan

- Home Works II: Forum on Cultural Practices, Lebanon

- The Sphinx Will Devour You, Kansi Sanat Gallery,
[stanbul, Turkey
- Windows, Al Menua, Egypt; Cairo, Egypt

- bth Dak'Art Biennale of Contemporary African Art,

Dakar, Senegal

2003
- 7th Ismailia International Film Festival, Eqypt
- 1st Tirana International Film Festival, Albania

When I Tooked within myself, | began to realize my self as an
independent entity that contains a set of laws which rule and
govern my body as a physical being. However, these laws do
not represent or convey the true nature of my self for they
do not correspond with my feelings about life and non-
existence. | may have a heart that beats...a heart that carries
out its functions...but | can not confirm that | am alive for
the emotions that continuously inhabit my body turn it into
nothing more than a mere physical shell, into a barrier that
separates my inner being from the world around me.

For this reason, | try to tailor my understanding so that | may
realize the human self within a wider framework for existence.
| realize this through the abstracted images which | use,
images that oscillate between being of my memories/dreams
and of the reality in which | live. These images come close to
portraying me, to being an expression of my true self, the self
that | can see clearly, way beyond the narrow confines of my
body.
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Frozen Memory

Video, Photography & Installation | 2002 | 4' 00"
in cooperation with Abdel Ghany Kenawy

Previous shows

2004-2007

- Africa Remix -
Contemporary Art of a
Continent, Kunst Palast
Museum, Diisseldorf,
Germany; Hayward Gallery,
London, Great Britain;
Centre Georges Pompidou,
Paris, France; Mori Art
Museum, Tokyo, Japan

2002
- The Townhouse Gallery,
Cairo, Egypt

In Frozen Memory, | explore important aspects in our social
life: birth, marriage, and death. All are turning points, gates
leading into unexplored lands.

| don't dwell on the societal trappings of birth, marriage,
and death. | Took, instead, at the hidden sentiments that
are attached to them, the sentiments that lie deep within
man's inner self or being, using my memory as my guide.
Receptacle of all things true and twisted, past and evolving,
memory keeps its own parallel track of life. It tackles what
the days and years bring, resonates with everything that
we sense and experience. Its strong presence overpowers
and pre-empts, leading me to question ‘shall | die after my
lifetime or during it?’

In Frozen Memory, | grapple with the subject of the isolation
or alienation experienced by a person while living amongst
othersinsociety; I Took at how each of us is a mechanical
partin society's churning wheel, a wheel that turns and turns,
never stopping.



Frozen
Memory

The Room

The Purple
Artificial Forest

You Will
Be Killed






certainly have a function. | edit my tapes in a way to make a
story out of my footage, to bring across an idea to my viewer,
or to invoke in him a certain emotion. Not all of my works
are fragmentary. For example, The Room has an organized
narrative; it also clearly conveys an idea. My last two projects
however have moved in a more fragmentary direction. They
are both cut up to disturb; they are especially carefully edited,
with their scenes and music meticulously arranged, toleave the
viewer with a sense of visual and aural discomfort. In You Will
Be Killed, there is not even a specific melody. This technique
of cutting produces a sense of anxiety in the viewer, a sense
that is fitting for videos that deal with such disturbing subjects
as violence, pain, and fear.

Gerald Matt is the director of Kunsthalle Wien.
He is a professor at the University of Applied
Arts in Vienna. Matt has contributed to and
authored several notable publications, including
“Louise Bourgeois: Aller-retour: Drawings and
Sculptures,” "Eva Hesse: Transformations-The
Sojourn in Germany 1964-1965 & Datebooks
1964-1965," and “Interviews,” a compilation
of conversations between him and prominent
contemporary artists such as Cai Guo-Qiang and
Shirin Neshat.

The Purple Artificial Forest | 2005 | video animation
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was a novelty at the time. Since then, collaborations between
artists in Egypt have become more common.

The last work that | created with Abdel Ghany was Frozen
Memory. 1t was the first work which | felt treated a personal
subject and even then, its subject was only personal to a
certain extent; frozen Memory looks at how humans reflect
their society and not just at their inner being. This subject was
an extension from the ideas we had previously dealt with, but it
took a small step in a more intimate direction. My brother and
| approached the subject separately; we each independently
created a video that explored our views on it by focusing on a
topic within it that interested us. Abdel Ghany Tooked at how
a person can feel alienated despite living amongst others as
well as how we are all part of a turning wheel, representative
of society, a wheel that keeps moving, that never stops. My
part of the work explored what | call the "real life" of a person,
as recorded in/by his memory, and not his life as measured in
time. After completing our separate parts, we combined them
to create the final project.

My work has changed since then, but | would not say that that
has to do with our separation. After making Frozen Memory, |
began to seriously question the purpose of my art. | realized
then that art is a tool for expression and not a final project to
be exhibited whenever and wherever possible. | also became

aware that | wanted to explore more personal topics within
the subjects of how experiences or surroundings affect an
individual and how an individual perceives or internalizes
them. Since then, this is the direction that my art has moved
in.

GM: You will be showing the works described here in short
(Frozen Memory, The Room, The Purple Artificial Forest, You
Will Be Killed) at the Darat al Funun in Amman. - Would you
outline your concept for the presentation? Most of your works
are fragmentary - both the dramaturgical organization and the
time structure make us think of a finger repeatedly pushing the
STOP button "at random": what role do narration and narrative
structures play when you prepare a presentation?

AK: My work does not fall under different subjects; there are
definitely clear thematic ties between my pieces. These links
include theirshared treatment of history, memory, and abstract
spaces. The presentation of my work in this solo exhibition
outlines its development and transformation; it also displays
how my works have affected or led to one another. Their
exhibition in one location is similar to the act of combining my
diaries to make sense of an over-arching story from them.

As for the question on narrative structure, the chosen
progression of narrative and the rhythm of time in a work most



GM: Yourmeansof expressionasanartist comprise an enormous
range of different media: you have heen director, scriptwriter,
and actress rolled into one. Drawing, sculpture, photography,
animation, video, installation, and performance seem to he
part of a continuing unending multiple project which resists the
categorizing grid of Western norms. You first studied design in
Cairo, and it was only later that your education included film
and painting. - How has this diversified focus determined your
language as an artist?

AK: The study of many disciplines and techniques was not
meant to give me a distinct perspective or to lead me to a unique
visual language. Rather, it was to increase and enhance my ways
for articulating my thoughts and emotions, to allow me greater
freedom of expression.

GM: Videois a very young medium in contemporary Egyptian
art: what are the difficulties you were or are confronted
with concerning the technically intricate production of your
works?

AK:  With regards to my working in the time-consuming and
technically-demanding medium of video in Eqypt, | find that
the biggest challenge to my work is that there are hardly any
sufficient institutions that support independent films and
cinema. | prefer to produce independent films in a setting such

as this without support than to be controlled or censored by a
backing institution.

GM: Since 1997, you have realized 11 projects together with
your brother Abdel Ghany, projects for which you have received
numerous awards like the Pro Helvetia grant (2004) and the
Leonardo Global Crossings Award (2005). Though your approach
is based on a decidedly subjective autobiographical symbaolism,
you describe the collaboration with your brother as a creative
process encompassing all phases, from the development of the
concept and structural visual considerations to the production of
the work itself. - Could you tell us what this common work was
like? How can an introspective and intimate form of expression
be realized together with somebody else? In what way has your
method of work changed since you have developed and realized
projects without your brother?

AK: My collaboration work with Abdel Ghany began in 1997.
This was actually at the beginning of my career as an artist. We
started off wanting to leave an impression; we collaborated on
everything, in producing our work as well as in exhibiting it.
Our work together was not limited to technical cooperation; we
even collaborated on the ideas and concepts expressed through
our art. Our projects focused on the relationship between man
and his surroundings, especially nature. We received numerous
awards for the pieces that we created jointly. Such cooperation
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GM: Compared to other countries in the Near East, Eqypt seems
to be more aware in terms of the continuity of its culture and
its deeply rooted tradition. Nevertheless, the development of
a modernist movement was blocked by structural limitations
in academic education, insufficient institutions for artistic
exchange, as well as a repressive attitude concerning the
establishment of a theoretical critical discourse for along time.
Since the mid-1990s, private initiatives by the Town House
Gallery, the Mashrabia Gallery, and others have created a
public interest in contemporary art. This entailed an unheard-
of dynamic change for the younger generation. - How do you
position yourself within these Tocal structures?

AK:  Up until now, and even now, most art institutions and
galleriesinEgyptare supported by orconnected to the Ministry of
Culture. lamagainst this centralization in the field of art, against
the monopolization of education, resources, opportunities, and
even ideas, that produces artwork made with a specific agenda
in mind.

Since the mid-1990s, a number of independent galleries have
been established, and private and individual efforts at change
are being made. Artists are no longer linked to one gallery. The
up-and-coming, independent galleries, which serve different
purposes, give artists more freedom to determine the direction of
their art and artistic career. A number of art-related institutions

have also emerged, providing artists with greater opportunities
and complementing the activities of these galleries. Recently,
there has been an increase in global interest in the Middle East
and Muslim societies. Some of this interest has been channeled
into endeavors that look beyond the stereotypes and images
produced by mass media and attempt to discover the reality.
This interest has had a positive effect on Egyptian artists as well
as artists from the region as a whole.

[tis the combination of the local developments and international
interest discussed above that has led art in Egypt to increasingly
rise to aninternational level, a change that bears on all Egyptian
artists, including myself.

You Will Be Killed | 2006 | video animation & paintings



You Will Be Killed begins in a real place/location - a military
hospital. Drawings of fantastic figures, objects, and spaces are
then projected onto the walls of this actual place, converting
the hospital into a gallery. The projected images are more and
more heavily superimposed, both onto the hospital walls and
each other, such that soon the walls disappear and the drawings
become the main focus of the video. The viewer is thus, once
again, carried off into the abstract space of an imaginary or
imagined world.

The Tlocation that the video departs from, the hospital, has an
undeniably intense history; it is a place that has witnessed

conflicts/relations of power and violence. The superimposition
of a picture of myself on the walls of the hospital emphasizes
that this is my understanding of the place. The work however
is not about a particular place or a specific event; it is about
violence in general, whether on a personal or political level. It
deals with instances of violence, locations that witness these
instances, and the effect that these instances and locations have
on those who experience the violence.

GM: How would you describe your attitude towards violence,
power, and politics?

AK: | find that these three concepts are intricately tied
together. Power is what defines the relationship between
individuals as well as nations. Power structures are based on the
ability of one side to do harm onto the other, on the potential
of the former to treat the latter violently. The link between
violence and power can be further explained through their
relationships to security and insecurity. If a person feels secure
or self confident, he sees less of a need to use violence to prove
himself or to exert himself on others; he is truly powerful. If an
individual is insecure, he is always on the defensive, trying to
protect himself or to demonstrate his strength/ability. However,
this overcompensation is not a show of actual power but of fake
power, beneath which lies weakness. In short, violence and
power determine both personal and political relationships.
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to? Which artists and traditions are important for you?

AK: | would not say that my work has a conscious feminist
direction; it is pertinent to all human beings. Its main concern,
as mentioned above, is to explore the emotions that are felt by
humans, including love and pain, and the way in which humans
perceive their experiences in life. More specifically, my art
deals with the influence of society on humans, with how society
affects their understanding of these events or feelings. The
ideas expressed in my work - my views on my inner world, the
world that surrounds me, and their relationship to one another
- may be affected by my identity as a woman but gender is
definitely not a central theme or concern in my art. It may be
said to play a merely indirect and unconscious role in it.

With regards to my work being compared to that of the female
artists referenced above, | see this comparison as being drawn
for mainly two reasons. Firstly, | believe that this link can be
largely attributed to my being a woman. Secondly, a connection
has been made because of what has been perceived as our
shared use of certain symbols or imagery. However our use of
these symbols, the contexts we place them in, and what they
signify differ. One can not talk then about a similarity in our
employment of these images hecause doing so would be like
talking about a part of our work and ignoring how this part fits
into the whole.

GM: The space of your early works is the abstract space of
imagination. Your recent work You Will Be Killed is the first for
which structures and recollections of a real space are the point
of departure. The rooms you show in your video were used as a
hospital in colonial times: you tell us about the place and your
dismay at the traces of violence to be felt even after 30 years.
In the video, these rooms dissolve to reveal, or alternatively
are superimposed with abstract drawings, symbolic archaic
motifs, and your portrait. The sequence of metaphoric pictures
sketches a self-portrait by inscribing connotations onto the
hospital walls. - You show the social space as a network of more
orlessanonymous relations of power: are you alluding to certain
political events here?

AK: First off, You Will Be Killed is not the only piece in which
| depict/work in areal space. This was also done in The Room.
The Room encompasses two spaces, one that is the abstract
space of a person's inner being and the other, a real place
that provides us with a view of this person’'s interaction/
relationship with the outer world. The inner, it is shown, is
unrelated to the outer. For one, the outer is depicted as just
a static image, a cover, a surface, while the inner space is
portrayed as dynamic and constantly changing. The existence
of two such different spaces side-by-side represents the
separation or displacement of the self. Their juxtaposition
provides a commentary on society's influence on man.



most cultures and are consequently assigned socio-cultural
codifications. Their significance then is not exclusive or unique
to Muslim culture. As an individual cannot remove or separate
himself from his social and cultural environment, his perception
of these events is no doubt tied to it. Thus, my exploration of
the subjects of hirth, marriage, and death is influenced by my
society's/culture's views on them.

While it would be dismissive to deny or underplay the influence
of Islamic traditions and codes of hehavior on the customs and
rules of a given Muslim society, it must be recognized that
Islam is only one determining factor in this society's social
regulations and values. Thus, to say that Islamic traditions or
codes provide a direct or indirect frame for my work would be
to ignore the other factors that shape my society and to Tump
Islamic countries/societies into one extremely simplified and
generalized category, overlooking their diversity. Arab societies
as well differ greatly. My work then is not an expression of Islam
or the Muslim world or even the Arab world; rather, it deals with
universal topics from a view that reflects Egyptian society and
its particulars.

GM: According to Jacques Lacan, an identity has to be
recognized and confirmed by its social environs, i.e. is subject
to a continuous fight for qualification and has to be reinforced
by rituals, symbols, and myths. - Does the subjective,

autobiographic symbolism you draw on employ forms of pain
and injury?

AK: | would like to start off by clarifying that | do not use
autobiographic or subjective symholism to present myself or
who [ amin my work. My goal is not to create a self-portrait; it is
not to use personal signs to communicate something important
about me specifically. Rather, | use these symhbols to convey
my views on topics that are relevant to all people. | treat myself
as a figure or an agent through which | can talk about universal
feelings and experiences. The emotions and incidents that | deal
with in particular include fear, desire, insecurity, and hope as
well as violence, injury, and pain.

| think of artistic creation as a means for expressing life; |
envision the course of art as running parallel to the track of life.
My artwork does not focus on the tracks of my life, emotions,
memories, or dreams in particular but looks at these subjects on
a universal level, along with their relationships to one another.

GM: The complexity of the female identity and the intense,
intimate exploration of dialectic parallel emotional and
intellectual spaces constitute a central field in your artistic
practice. Reviews of your work relate it to that of various
feminist artists such as Louise Bourgeois, Eva Hesse, and Carolee
Schneemann. - Are there certain artistic positions you feel near

52



53

As for my choice to use a limited range of colors, this stems
from my belief that color serves a function in art and that its
employment and method of employment are not just related to
aesthetics or technique. | think of drawing and painting as the
visual equivalent of writing, their principle function being to
convey an idea or explore a subject. Within this framework of
thought, each color, when itis used, is given a specific meaning.
| use a lot of purple in my work because | find that it suggests
the Tiveliness of man and captures his vivacity; this is due to the
color'slikenessto that of blood. At the same time, the purple that
is used does not stir feelings of disgust in my viewer because it
is not exactly the color of blood. This resemblance yet difference
allows for the color to evoke feelings that are more central to
my work than revulsion, feelings such as fear and apprehension.
| use a lot of black as well. Black allows me to draw lines and
define my forms. It also enables me to obliterate details when |
want to because of its over-powering/annihilating nature.

GM: We have talked about boundaries; behavioral patterns and
social structures, which are informed by cultural environment
and the restriction and loss of self-determination in an
increasingly complex world, determine the discourse on the
relationship between the individual and a globalized world in
which different cultures still define different frontiers. Your
video Frozen Memory fathoms the socio-cultural codifications of
marriage and death - two events that mark breaks or transitions,

especially in Muslim culture; although the work exposes a central
ganglion of collective clichés by focusing on emotions hidden
beneath the surface and the visual recollections resulting from
them, it deals with identity as a product and as a mirror of one's
immediate vicinity. - Do Islamic traditions and their social and
religious codes provide a direct or indirect frame of reference
foryour practice as an artist?

AK: Events such as birth, marriage, and death mark significant
timesinthe cycle oflife ofallhumansandare loaded with/involve
many emotions. For this reason, they are given importance in



The Purple Artificial Forest | 2005 | video animation

a world that appears unreal but is made up of realistic elements
and is in fact a reflection of the actual/physical world. The
piece's title is directly related to this concept; it simultaneously
establishes the artificiality of the strange, dreamlike world that
the work depicts yet at the same time sets up a link between
the world | have created and reality. | tried to create such an
unreal world by placing humans body parts - legs, hands, and
decapitated heads - inintimate, domestic spaces, using an open
landscape as a hackground, in turn, depriving these spaces of
their sense of security/comfort. The detached body parts are
like plants, violently sprouting branches that grow and multiply.
These body parts and the imagined, hostile space that they lie
in, have interchangeable roles, one devouring the other and
vice-versain an endless cycle of consumption/destruction.

GM: Recurring motifs such as high-voltage poles, shells, water
hasins, draped curtains, tree structures, animal creatures, and
body extremities constitute a visual repertoire of forms which,
reminding us of the return of unconscious dreamt pictures,
keep overlapping one another, always bearing new contents.
- Are these motifs to be seen as specific signifiers, or do their
contents vary depending on their context? Why the reduced
range of colors in your drawings?

AK:  To begin with, my use of motifs is conscious; | purposely
employ recurring images that are loaded with premeditated
meanings, meanings which are nonetheless subjective. |
repeatedly use such symbolic forms in my work because they
allow me to better explore the conceptual, the abstract, and the
unconscious. Sometimes, | employ a specific motif to express
the same idea in many different contexts/places. Other times, |
use various motifs to express one idea. A motif that | have used
in several of my works, for example, is the tree. In the multiple
contexts in which | have utilized this image, the tree stands
for the cycle of life. In contrast, a motif that | have used in my
latest work, and which | have not used previously, is the rat; in
my video, a rat ferociously bites a female figure, causing her to
bleed profusely. | intentionally used a small and weak animal
here so as to emphasize the fragility of humans. In my earlier
works, this idea, the vulnerability of humankind, is present but
is expressed through other forms.
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Notes from a Conversation
with Gerald Matt

GM: The Room, a video animation you presented as part of the
show Some Stories in Vienna in 2005, shows a beating heart on
white fabric and lace-gloved hands slowly and mechanically
sewing ornaments onto it; the body remains invisible. Unfolding
intense contexts, you shock people with ultimate views
of the interior - they find themselves in places oscillating
between spaces of remembrance and imaginary spheres,
where the familiar and the everyday give way to the irrational.
Defamiliarization, the transition from the real to the imaginary,
and the visualization of the invisible imply a surrealist aspect.
- Would you say that your work or your artistic practice is related
to surrealist dialectics?

AK: Although | do not follow a particular school of thought
when working, one could link my art to surrealism because of my
heavy reliance on symbols. | use signs and imagery to represent
the remembered, the dreamt, and the imaginary. Portraying the
inner and the invisible through tangible/recognizable forms, my
work sometimes takes on a surreal character. However, | would
say that only certain aspects of my work are surreal; other parts

of it can be better described as expressive. In fact, | believe that
my work is more the latter than the former. My primary concern
is not the styles and/or techniques that | use to express my
ideas but rather the ideas themselves. | chose my technique and
style based on which forms of them allow me to best articulate
my subject. In terms of style, | sometimes find that the most
suitable way to depict my thoughts is through taking a symbolic/
metaphoric direction, but this is not always the case.

GM: Inan essay on surrealist art, Octavio Paz noted that "what
matters is to get rid of these fictitious personalities which the
world forces upon us or which we have created ourselves [...].
Smothering us, the self hides our real being from us.” The body
as an area of activity, its boundaries, its fragmentation, and
evenits dissolution may be seenas a central subject of your work
as an artist. In the video animation The Purple Artificial Forest
(2005), you break down the body into its component parts.
With a few strokes, you create a one-point perspective space by
connecting the mostly crimson parts of the body with the white
of the pictorial surface, while the suggested room sometimes
presents itself as a cage and unordered net-like structures form
dreamlike intricate beings. Being magically attracted to a mirror,
the hody fragments are devoured by an ethereal creature. - Could
you describe the symbolism you rely on here?

AK: My main goal in The Purple Artificial Forest was to present



future: thisisapremonition. Notreality. Itisavision, a projection
in time, as if it were the continuation of the Purple Forest
nightmare. Like in a perfect crime, there is no murderer. Her fate
is suggested to us in the same way as in a divine statement. A
future that has already been written. And, at that very moment,
the echo of the allegro comes bhack and resounds in our memory.
As if The Room, after having opened way to doubt and multiple
endings, provides us with a possible solution. Like in a final act,
all the contradictions fall into place. Introduction and conclusion
at the same time, The Room leads us away from the materiality
of a life that is no longer incarnated. The young girl in a white
dress surrounded by all those candles-nails is not dead. She is
sleeping. And the dreams that she is dreaming may be nothing
but the journey we just have gone through. Hence, we have to
start all over again. Like in those endless stories where the end
is never the end and the beginning never the beginning.

Simon Njami
Amman, January the 29th, 2007
Translated from French

Simon Njami is a freelance curator and art critic from
Cameroon; helives and works in Paris, France. Njamiis
the chief art director of the exhibition Africa Remix.
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inner space where nothing is completely decided. A space of
rebellion and refusal that witnesses the young girl's still vivid
appetite for life. Even though in the allegro represented by The
Room we are given the central motive of the drama at stake,
Frozen Memory plunges us into a quite nostalgia that puzzles
us. The ending, here, is not determined yet. Even though
the confrontation with that stubborn memory has a lethal
taste, and even if the performance ends with the death of the
broken-hearted main character, nothing prepares us for the
blind violence, the mental cacophony, awaiting us. The third
movement of my reconstructed quartet will then be The Purple
Artificial Forest.

If in Frozen Memory, the artist showed us some concrete
elements of a revised reality, in this scherzo allegro molto, we
enter the very realm of illusions. Here, each element acts as a
metaphor. And the artist has no intention of hiding her purpose
since everything is contained in the title: we are entering an
artificial world. Nothing, therefore, in this unbearably violent
moment is true. The images running before our eyes are not
what they claimto be, and we mustlook elsewhere, in ourselves,
to grasp if not the truth - a very controversial notion - then at
least the echo that is awakened in us. We are facing the heart
of what the French psychologist Henri Delacroix called: “the

chaotic world of sensations.” Pure language, undeciphered.
We are immersed in a raging and self-destructing unconscious.
Adream, a nightmare in which the screen seems to be drowning
in a symphony of Tavish blood. A purple that stages an open
and ever-bleeding wound. "Hell is the others," said French
philosopher Jean-Paul Sartre. No, replies Kenawy, we are
all carrying our hells within ourselves. And there is no way
to escape. This kind of resignation is made clear in the final
moments of the film, where quietness seems to take over. But
we are aware that we should not be fooled by this illusion of
hope. The author could try to mislead us but it has already been
admitted that the young girl will not survive this battle. Not in
this world, but in some paradise-like place.

And suddenly, here is the presto of the fourth movement: You
Will Be Killed. Like in Schubert's piece, rhythm is obsessional
and Teaves little space for distance and reflection. We are not
allowed to breathe. In a infernal rondo-sonata, we are swept
away by a crazy horse onashore and left exhausted. But contrary
to Schubert, Amal Kenawy states nothing. Ifin Schubert's quartet
the young girl is finally taken by Charon, the keeper of the Gate
of the Dead, the character materialized in Kenawy's own face, in
a hyperrealist figuration, is not physically dead. The title of the
piece, once again, holds precious information as it refers to the



Nevertheless, the particular way in which they are shown at the
Darat suddenly adds to their screening a new dimension that
would not have necessarily been perceived otherwise; they
belong to the same story, like a trilogy to which the performance
The Room acts as a subtle link. To have the opportunity to watch
those four moments of creation gathered in the same space
immediately drove me back to Franz Schubert's famous string
quartet Death and the Maiden (Der Tod und das Méddchen).
Inspired by a poem by Mathias Claudius, this composition
stages the breathless battle fought out by a young girl against
thelethal end. Inthe poem, onwhich Schubert will first compose
a lied (a song) in 1817, a dialogue is instituted between the
virgin and the ambassador of the Kingdom of Hades. Ambiguous
dialogue where, at times, one is tempted to wonder if the kid is
not finally welcoming what she fears and fights:

Leave. 0 leave

Far from me, cruel skeleton
Still young I am, leave me alone
Do not touch me, dear Death

Death plays its great loving seductress part in the same way as
in Wolfgang Goethe's Earl Koenig, where she tries to trap an ill
young boy in her cold arms.

The display at Darat al Fanun stages a drama, in the theatrical
sense, organized around several acts. The narrative chronology
isnot, here, what matters, but the general feeling that emanates
from the installation. The spaces hosting the exhibition are
used at their best. Paradoxically, we end our physical journey
through Amal Kenawy's show with the first movement of this
trilogy: Frozen Memory, initially the first of the three films.
Frozen Memory, as the title underlines, tells us about memory
and loss. About time and its volatile remains, vanishing in the
dark water of memory. If memory is frozen, in the etymological
sense, it may melt and dilute, dissolve. In this film, Kenawy is
probably wearing the same white dress that we shall retrieve
in her performance The Room. White symbolizes a certain
lightness, a certain purity. And even though the episodes of
the past fade away, the present and maybe a certain future
remain. This lightness of being, which the Czech writer Milan
Kundera once judged unbearable, is illustrated by the main
character who seems, at times, to fly in spaces where there is
no gravity, through an empirical ballet where reality and the
imaginary are confused, where souvenirs melt both in their own
construction and in their decomposition. First movement, we
said, or rather first moment. For if | stick to my parallel with
Schubert's work, one will have to consider frozen Memory as
the second movement, andante con moto, which hosts the
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Der Tod und das Madchen
-Death and the Maiden-

for Yassine

The Khalid Shoman Foundation- Darat al Funun is pursuing
its ongoing project to give a platform to contemporary Arab
art through its exhibition of artworks by the young Egyptian
artist Amal Kenawy. The works displayed, videos, paintings,
and drawings, are all driven by the same momentum, the same
creative inspiration. The drawings and paintings are directly
related to the films for which they are the matrixes. As for
the three films, they each have an autonomous life since they
were conceived separately, under different circumstances.

You Will Be Killed | 2006 | video animation & paintings
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2006 Awarded a residency in Amsterdam at the Dak'Art Biennale of
Contemporary African Art, Dakar, Senegal
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Eqypt

2005 Golden Prize, 23rd Biennale of Alexandria, Eqypt

2005 Global Crossings Prize, Leonardo/ISAST, Los Angeles, USA

2004 State National Prize for Art, Science, & Literature (for using video
as a visual medium), Eqypt

2004 Grant of Pro-Helvetia Swiss Arts Council, Artists Residency, Araau,
Switzerland

1998 The UNESCO Grand Prize, International Cairo Biennale, Eqypt

1997 First Prize in Sculpture, Salon of Youth, Cairo, Egypt
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Booby-Trapped Heaven | 2006 | video installation & limited edition
photographs | The Khalid Shoman Collection

In my collaborations with Abdel Ghani Kenawy, which lasted
for over a decade, we developed material/concrete aspects

in our work that complemented my very individual/personal
worlds of dreams and spirituality. The process of our physical
and intellectual explorations was very much reminiscent of
that of science. Science, inits investigation of characteristics,
structures, and relationships, searches for the core of things.
Science is not just about minute parts and particulars; it
aspires to understand totalities as well. To tackle art using a
scientific approach is to look into its functions, physiologies
and molecular dynamics, to explore its organics as much as its
mechanics.

In our projects that involved sculpture, installation, or video,
we attempted to understand the laws governing natural forms
and their interactions with one another. Our main shared
assumption was that “function determines form." Function,
afterall, links all the components of nature, the animate

and inanimate, turning them into one global matrix that
encompasses the essence and unity of existence. Qur work
suggests then that the importance of our existence is not due
to our being physical entities but to the spiritual part of us that
lies hidden beneath our surface and that does not end when our
physical/material existence does.

| Amal Kenawy
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metaphorical room that lies within the physical body, a room
similar to the much bigger one that lies outside of the body,
one that represents society, with all the customs, traditions,
conventions and factors that condition it.

When | think of displacement as a state, what comes to my
mind is not the physical displacement caused by the boundaries
that separate societies, but the schisms endured by the human
entity that moves about with its contradictions, dreams,
emotions and sentiments, all of which are nothing other than a
manifestation of society and its variables.

Displacement for me is the transformation of man from his own
self to another state, a state in which his body is reduced to a
mere shell; inside this shell, a metamorphosis occurs, during
which a total separation of elements takes place: the external
physical shape is detached from its content, long-lived dreams
from reality. Man becomes a stranger not only to the outer
world but to his dismantled self as well.

This obsession with displacement led me to create The Purple
Artificial Forest (Video-animation 2005). Based on a dream
in which the phrase “purple artificial forest” was repeated
several times, | dismantled objects, organs, and body parts,
whose pieces served as the principal elements of my work.
Each of these components represents the protagonist and

is linked to a mirror that relates to her. In this mirror, an
ethereal entity devours the protagonist entirely. Throughout
the animation, the ethereal entity establishes a constant
relationship with the protagonist, as a whole or as "individual
parts," as they eat each other, always and endlessly, with the
ethereal entity feeding on the protagonist, her image, her
privacy, her thoughts and even her dreams. In climax scenes,
the protagonist and the entity devour each other in a reciprocal
apocalypse.

Booby-Trapped Heaven (video installation- limited edition
photographs, 2006) is a double journey, a journey to the inside
of the self and a journey through the real, physical world. The
protagonist is on an airplane on her way to her homeland;

she is looking out onto a cityscape. As the city's lights fade
away, only the reflection of a human face can be faintly seen
ina glass window. Once the city is out of sight, a screenin the
plane becomes the protagonist's only link to the outer world.
She watches the image of a little plane as it crawls around

the screen, forming lines of dots as it moves from one city to
another, all of which have no name. As the plane begins its
descent, the protagonist looks around in all directions. She
sees nothing but a shapeless space, stretching out forever.
There is neither a defined landscape nor a skyline in sight. The
protagonist is stuck in the trap of this fixed site for minutes,
hours, days... an eternity.



as desire and violence. | see my creative process as a tool for
expression rather than a means to produce a final artwork. On
a technical level, | try to create a visual language accessible
to different audiences, a language that transcends the
specificities of culture, be it Eastern or Western. | view such a
universal language as the absolute means for articulating and
discussing emotions as they themselves are universal.

My works focus on presenting images of my society. They may
take on a political dimension but my approach to my subjects
is ona much more personal Tevel. | do not refer to the causes
of certain issues or events or even the events themselves as
they relate to a particular society as a whole. Instead, | always
search for their results, for the effect that these issues and
events have on the individual. This approach stems from my
understanding of the part as a model for the whole.

| may have a heart the beats and functions regularly, but |
cannot confirm that [ am alive. Emotions inhabit this human
frame and make a vessel of it. These abstracted/removed
emotions, that fluctuate between making up my memories and
my dreams, appear to me as constituting my true self, a self
that | can see clearly, beyond the narrow confines of my body.

| keep a kind of diary, that has become, with the passage of
time, my private space. It enables me to negotiate the elusive

boundaries between the imagined and reality. | have used my
diary as a point of departure for my work that has allowed me to
communicate emotions which Tie hidden beneath the surface of
my physical/material existence.

My work deals with the way humans reflect the societies that
they belong to. Humans, men and women alike, including
artists of both genders, experience the issues that plague their
societies. As mentioned earlier, my art sheds light on issues
that are particular to my society and on how they are dealt
with, without referring to or questioning their causes, but by
suggesting the results that they may have.

For The Room (2003), | tried to contextualize, with an intimate
nostalgia for the past, the relationship between the physical-
clinical existence of humans and the private world they
simultaneously occupy by exploring a universe in which reality
blends with the dreamt and the imagined. | try, always try, to
create a space in which | can probe my existence vis-a-vis the
world around me. Using a wide range of media, | often attempt
to explore the world of illusion against a backdrop of memory, a
memory that is nearly always based on reality.

By sensing and exploring the metaphysical world that lies
hidden beneath the physical, | attempt to bring the unseen into
visual space. In this way, | came to perceive the existence of a
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“I might have a heart that beats
and functions reqularly, but |
cannot confirm that | am alive."”

When | search within myself, | perceive a self that has an
independent existence and that contains a set of laws which
rule and govern the body as a physical entity. However, the
existence of a self does not correspond to its individuality,
hence my continuous attempt to define my relationship to
being and to nothingness.

| don't think of my work as feminist in the traditional sense
of the word. | view it as artwork made by a female artist. Ina
way, | am concerned with memory and hidden emations such
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