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Rayyane Tabet
Fossils

Rayyane Tabet's Fossils is inspired from his childhood in Beirut, a city tormented by war, fear and death. In this mixed-media
installation, petrified suitcases literally represent the permanent state of constant mobility that the Lebanese at present find
themselves in. Tabet's solidified luggage seems to suggest that the unpredictable nature of life in Lebanon during the civil war,

with the enduring possibility of having to evacuate your home at any given moment and the compulsive outlook of having your bags
packed just in case, became normalized in the way the Lebanese organize their lives and their habitats today; this normalization
manifests itself in a perpetually overwhelming, unconscious urge, perhaps even readiness, to escape. In Tabet's work, the suitcases,
which are encased in concrete and which have been transformed from mobile containers into architectural buildings, stand as
substitutes for the home. Fossils is a memorial, then, to the dwelling no more.

fossils | 2006 | Installation: 8 cement suitcases | Various dimensions. The Khalid Shoman Private Collection
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Jalal Toufic
Minor Art: Conceptual Posters and Book Covers

"Minor Art: Conceptual Film and Video Posters, presently re-titled Minor Art: Conceptual Posters and Book Covers, is a work in
progress begun in 2000. The title draws on Gilles Deleuze and Félix Guattari's book Kafka: Toward a Minor Literature. In his One
Manisfesto Less, Deleuze writes: ‘With regard to his play Romeo and Juliet, Carmelo Bene says: ‘It is a critical essay on Shakespeare.'
But the fact is that CB is not writing on Shakespeare; his critical essay is itself a piece of theatre.' | would also say, of my conceptual
posters and book covers: they are critical essays on certain films (Dreyer's The Passion of Joan of Arc, Angelopoulos' Eternity and a
Day, etc.), videos and hooks—except that these critical essays are themselves artworks. "

Minor Art: Conceptual Posters and Book Covers | 2000 - 2006 | Inkjet on paper | Various dimensions. © Jalal Toufic

A f:lm by
Theo Angelopoulos
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Eternity and a Day

Bamuls, 1993
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Lamia Joreige
The end of...

The prints in the series The end of... are 'mental images' made of photomontages or single images that have been transformed.
Joreige used images from Super 8 film, videos and written notes assembled over years. They are reminiscences of a history which
has gaps. Here the process of memory, through its recording of traces as well as its erasing and diverting, is visible in the physical
texture of the images. Images from archives diverted from their origin and recreated in other geographies, images disappearing,
image-fragments, words bursting out, taking on a new meaning... Though they represent post-war landscapes and specific places
in Lebanon, the non-realistic, poetic imagery of the series The end of..., with its emphasis on vanishing images, is a means to
reflect on violence, loss and disillusion. They are not merely beautiful landscapes but carry within them, in an understated way, all
the tensions, conflicts and political turmoil Joreige/the Lebanese experience. Rather than engaging in any political statement they
express a sense of despair and disillusion, critical of all ideologies.

e L O e Y X As | Galagiss sgumt | YooV | gl -0l ale
The end of... The unscrutable | 2007 | C- prints mounted on diasec | 80 x 120 cm. © Lamia Joreige
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Joana Hadjithomas & Khalil Joreige
Landscapes of Khiam

The photographs in the series Landscapes of Khiam were taken at the detention camp of Khiam in southern Lebanon. The camp was
run by the occupying Israeli army and the South Lebanon Army (SLA), a local Lebanese militia. Following the withdrawal of the Israeli
Army from the south in May 2000, the camp was dismantled and turned into a museum. During the war of July 2006, it was completely
destroyed. When visiting the camp's site, one is surprised by the extent of the damage, but also by the extraordinary dramatization
of the destruction. Protruding from the ruins, where the buildings that once stood are now razed, are boards that bear photographs
of the camp as it was when it was still in use. These boards, which were erected by the local authorities, transform the site once more
into a museum. In the nuanced set-up captured in the photographs of Landscapes of Khiam, memory's connection to history and to
the image is put into question.

Landscapes of Khiam | 2006 - 2007 | C-prints mounted on aluminum dibond | 89 x 120 cm. © Joana Hadjithomas & Khalil Joreige
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Marwan Rechmaoui
Beirut Caoutchouc

Marwan Rechmaoui has meticulously sculpted a flattened floor map of Beirut in the form of a puzzle composed of 60 thick rubber
pieces that correspond to the city's 60 distinct quarters. While Rechmaoui's mysterious blackened mass shows roads and highways
that have been precisely etched into it and that mark off different neighborhoods and areas, its primary concern is not to delineate
Beirut as it is but rather to subtly raise questions about its present layout like who lives where and what has determined these
divisions. Through Beirut Caoutchouc, the product of the artist's mapping of the city's socio-geographical distribution, Rechmaoui
negotiates Beirut's complex history and the urban schisms that have resulted.

Beirut Caoutchouc | 2004 -2006 | Rubber, milled out | 500 x 400 x 2 cm. © Marwan Rechmaoui
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Walid Raad
Scratching On Things | Could Disavow

Scratching On Things | Could Disavow is a series of photographs of a collection of ammunition that was fired during the Lebanese
wars. The pictured bullets, missile shells, and shrapnel pieces were gathered by the artist from different sources. The collection is
presented here with snippets of information that give some insight into the stories that [possibly] surround it.

Scratching On Things | Could Disavow | 1989 | Archival inkjet on paper mounted on aluminum dibond | 110 x 151cm. The Khalid Shoman Private Collection
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The Atlas Group / Walid Raad
I Only Wish That | Could Weep

This 'document’ is attributed to a Lebanese Army intelligence officer, Operator #17, who was assigned to monitor the Corniche, a
seaside boardwalk in Beirut. From 1996 onwards, and for some unknown reasons, the officer decided to videotape the sunset instead
of his assigned targets. The videotape was donated by Operator #17 to The Atlas Group in 1998.

I Only Wish That | Could Weep | 1996 - 2003 | Video, mute | 7'36". The Khalid Shoman Private Collection
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Souvenirs from the Front | 2007 | C-prints mounted on aluminum dibond | 30 x 40 cm. The Khalid Shoman Private Collection
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Saida, June 6th 1982

1982 - 2006 | Installation: Composite image:

C- print mounted on aluminum dibond, 125 x 250 cm
Video, sound, 4 minute loop

The Khalid Shoman Private Collection
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Akram Zaatari

Saida, June 6th 1982
Earth of Endless Secrets

Saida, June 6th 1982 revisits the first pictures taken by the artist while learning to use his father's Kiev camera. Only sixteen years

of age then, Zaatari's debut into photography began with his spontaneous shooting of the explosions and military operations of

the Israeli invasion of Lebanon in 1982. On the very first day of the invasion, Akram Zaatari captured, by chance, photographs of a
formidable air raid. This composite image is a reconstruction based on six photographs of the blasts that took place during that raid.
Their compounding into one picture communicates the desire to seize the essence of the explosions - the urge to bear witness to the
dramatic intensity of the color and sound of real-life fireworks. Accompanying the massive print is a loop video of Zaatari's camera
roving over these photographs overlaid with the deafening sound of fierce explosions. Whereas Saida, June 6th 1982 revolves around
the experience of war, Earth of Endless Secrets deals with its remnants in the present. Viewers are encouraged to take home with
them a poster of a missile shell as a keepsake to remember the war with.

Souvenirs from the Front

Souvenirs from the Front is part of a project that involves the collecting of and researching into personal documents which testify
to war and which convey its multiple facets, most notably the imprints left by war on the memory of those who witness it. Included
in this project are photographs of a variety of stones and withered plants. These were collected by a former member of the secular
Lebanese resistance named Ali Hashisho, who, for many years, along with his military group, carried out operations against the
Israeli army occupying the South. Hashisho brought the pictured stones and plants back with him from the front as mementos,
reminders of his past as a resistance fighter.

Souvenirs from the Front | 2007 | C-prints mounted on aluminum dibond | 30 x 40 cm. The Khalid Shoman Private Collection
next page: Earth of Endless Secrets | 2006 | Stack of 4000 posters: offset print on paper | 60 x 75 x 55 cm. The Khalid Shoman Private Collection
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Dear Fernando,

When un-inhumed a corpse conditions dialogue. Dialogue cannot
happen aside. It must pass through the corpse. Accordingly, a corpse
isnot mere remains. Rather, itisan object in excess which preoccupies
every exchange with a demand: That we work at waking it.

The questions you asked having read Mourning in the Presence of
the Corpse urge me to write one side of an unequal dialogue; Write
questions that are answered with long unquiet silences. The questions
are mine to author while the silences are Kozo Okamoto's. You may
not be familiar with this name but Okamoto is one of five members of
the Japanese Red Army arrested in Lebanon in February 1997. Okamato
is known for having launched a bloody attack with assault rifles and
grenades along with three other Red Army guerrillas on Lod Airport
in Tel Aviv on May 30 1972. The only survivor, he was imprisoned
and tortured in Israeli prisons then released in 1985 in an exchange
of prisoners between the Israeli government and the Popular Front
for the Liberation of Palestine. Okamoto had been living furtively in
Lebanon since. Apprehended in 1997, he spent another three years
in a Lebanese prison before being granted political asylum by the
Lebanese government in recognition of his role in the struggle against
Israel.

| do not know where Okamoto currently resides. But judging from his
physical and mental condition during the trials of February and March
1997, itis certain that he is indelibly wrecked by years of incarceration
and gravely debilitated by repeated bouts of torture.

Okamoto has died twice, once at Lod Airport along with his three
companions and then again in Israeli prisons. He should have been
buried twice, a person lost and a name forgotten. When on the night
of March 17" 2000, it was announced that only he would be granted
political asylum and not his four companions, who were hastily flown
to Jordan and inevitably extradited to Japan, a crowd of protesters,
gathered close to the residence of Prime Minister Selim El Hoss,
wept. They wept not only for the four, but for Okamoto as well who,
alone, would now die for the third time. Yet Okamoto is present and
does more than remain. He is finally a corpse, vividly not here and not
fully Tost. Finally, Okamoto is now a matter of corpse and as such he
confounds and defers. In his presence, dialogue is set in the present
tense, from which we can neither point backward and remember nor
address a future and move forward. The present tense of the corpse
is the only available lull in wars. For as the work of remembrance is
blocked, so is a vengeful future deferred. Un-inhumed, revenge can
only start after burial.

| ought to dialogue with his silence rather than seek an interview with
his person. In the presence of his silence he, an object in excess,
can make a demand on me. And it is my task to speak the questions
that defend the meaning of his silence. Questions | must ask which
overhear Okamoto's silence as a silence of the corpse: Not the remains
of a past event, not a withered end but a demand that | work at waking
the corpse, at keeping it awake.

Walid Sadek
Café Casablanca, Beirut, 10 January 2008.

Al Turk building on Tareek Al Jadeedah Street in Beirut
where on the 8th floor, members of the Japanese Red
Army were allegedly apprehended on the 18th of February
1997; or how to retract the accusatory finger and learn to
hear the other's demand.



73

Walid Sadek
Mourning in the Presence of the Corpse

Mourning in the Presence of the Corpse thinks sociality in protracted civil war. It posits that dialogue among survivors must
necessarily pass through the objects of unfinished violence, namely through the corpses that linger in our midst.

Mourning in the Presence of the Corpse | 2007 | Installation. © Walid Sadek
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Ziad Antar
Products of War

Products of War s a series of photographs that record the actuality of everyday life in a war situation by taking stock of basic items
that are integral to survival. Antar collected these products both during and in the aftermath of the 2006 war; they include cans of
vegetarian spread left over by Israeli soldiers, which the artist found in the southern town of Ayta El Chaab on the day the war ended.

Veil Series

For Veil Series, Ziad Antar asked teen-age girls in the Ein el-Hilweh Palestinian refugee camp to bring a headscarf from their home
and arrange it into a sculptural shape for display. He later photographed each shape. While the project seems at first hand to
demystify the headscarf or hijab (a loaded signifier in today's worlds), it ultimately problematizes all the strains of the discourse
that has been slapped onto this quotidian practice. Moreover, the playfulness and complicity between the teen-age girls and
photographer comes through, adding yet another Tayer of complication for the viewer.

Products of War | 2006 | C-prints mounted on aluminum dibond | 49 x 72 cm. © Ziad Antar

- next page: Veil Series | 2007 | C-prints mounted on aluminum dibond | 32 x50 cm. © Ziad Antar

VEGETERIAN
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Mazen Kerbaj
Real News from Beirut

These drawings were first posted on Mazen Kerbaj's blog. Kerbaj's illustrations and writings, which were made impulsively and on the
spot, read like an intimate diary that follows the trials and tribulations of the nation as well as the artist throughout Israel's 33-day
war on Lebanon in 2006. His spontaneous reaction to the war in the form of homemade graphic works which display un-orchestrated
compositions of raw images reveals a heady mix of despair, wit, and determination to persevere.

Real News from Beirut | 2006 | Pen, pencil and watercolor on paper | 29 x 21 cm. © Mazen Kerbaj
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Rahih Mroué
Make Me Stop Smoking

Rahih Mroué has heen collecting worthless material for almost ten years now, taking good care of arranging, documenting, indexing,
and preserving it from any possible damage. This material is constituted of cut outs from local newspapers, photographs, interviews,
news stories, excerpts from television programs, objects and other items...

Today, Mroué possess what resembles, or arguably what is, a real archive that relates only to him: a kind of excess memory that
occupies different corners of his domestic space despite his not actually needing it. This memory is an invented one, a memory that
is exhausting him and that he cannot seem to liberate himself from.

For this reason, Mroué has decided to uncover some parts of his archive, hoping that -by making it public- he can rid himself of its
burdensome weight. Make Me Stop Smoking is his attempt to destroy a memory that doesn't know how to erase itself.

Make Me Stop Smoking | Lecture performance | 70' © Rahih Mroué
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e roots and reasons for the civil war,

laimed to understand.

ymrades and I were right and forever in the right.

t I considered myself to be a policeman

lers in the name of keeping order.

I apologise for my ignorance of the meaning of many words

and my total ignorance of concepts I was fighting for.

1 apologize that during the war I incurred no physical wounds, that I wasn't kidnapped ,

that no one attempted to assassinate me, and that [ received no personal threat.

I apologize for working ...

I apologise to all those who were my victims, wheth

whether I knew them or not, whether I had hurt them di

1 apologize because I considered the Lebanese war a

1 apologize for presenting this apology ina n
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Rahih Mroué
I, the Undersigned

I, the undersigned, Rahih Mroué, present a public and sincere apology to all of you, and to all the Lebanese people. But before | begin,
| don't wish my position to be understood as a reaction, or even an action. Since the end of the war, | have been possessed by this idea
and this feeling but...

|, the Undersigned | 2007 | Video installation | 3'50"; 4'10" © Rahih Mroué
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Abandoned Rooms: Details | 2006 | C-prints mounted on aluminum dibond | 29 x 44 cm. The Khalid Shoman Private Collection Loliatl logd Wls Aegama u t8 X @u YA | Galagi5m jugent | Yoo | Jreolis i3 )5mge a2
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Randa Mirza
Abandoned Rooms

In Abandoned Rooms, Randa Mirza confronts repressed memories, entering into scarred spaces that were occupied by squatters
during Lebanon's civil war (1975 - 1990). Today, many of these once confiscated dwellings remain in ruins - un-nursed wounds left
gaping in Lebanon's collective memory - in spite of the country's post-war reconstruction frenzy. Such traces of violence endure

as witnesses to the hostilities of the past and reminders of an overhanging conflict. Abandoned Rooms is a poetic testimony on
destruction and war made through painterly images that sensitively avoid reverting to voyeuristic practices; instead, these images
stirin their viewers a sense of sympathy and deep connection. Mirza's photographs speak of the past in the present, of presence in
absence, of death and survival, and of what is forgotten and what lingers.

Abandoned Rooms | 2006 | C-prints mounted on aluminum dibond | 100 x 150 cm. The Khalid Shoman Private Collection
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Paola Yacoub
Summer 88

The stark and grainy black and white photographs of Summer 88 were shot at the height of the civil war; they were taken with
no particular aim as Yacoub assisted a photojournalist who was documenting surveillance operations and fighting in down town _
Beirut. The pictures are the product of an unreserved departure from the conventional practices of documentary photography. | !
Instead of focusing on the events or on the effects of the war, Yacoub captured photographs of the ordinary amid devastation as '
seen through her eyes. Paola Yacoub's series is not an exposé on ruins or on architecture. It is an anthology of snapshots procured

as a consequence of fear and a rendering of the effects of fright on a city at war. Her chilling images reveal the impossibility of
representing destruction neutrally as they criss-cross the fine line that separates objective documentation from subjective viewpoint.

Summer 88 | 2006 | Black and white photographs | 42.5x 56 cm. © Paola Yacoub
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The Atlas Group / Walid Raad

The Atlas Group is a project
established in Beirutin 1999

to research and document

the contemporary history of
Lebanon. The Group locates,
preserves, studies and produces
audio, visual, literary and other
documents that shed light on
this history. The documents

are stored in The Atlas Group
Archive which islocated in
Beirut and New York.

The archive is organized into
three file categories: Type A
(attributed to an identified
individual), Type FD (found
documents), and Type AGP
(attributed to The Atlas Group).

www.theatlasgroup.org

Akram Zaatari

Bornin Lebanonin 1966, Akram
Zaatari is an artist and curator
who lives and works in Beirut.
He is the author of more than 30
videos and video installations.
Zaatari is a founding member
of the Arab Image Foundation,
a non-profit association which
aims to promote photography
in the Middle East and North
Africa by locating, collecting,
and preserving the region's
photographic heritage.
Recently, he has been
developing his own research-
based projects which deal with
the photograph as a testament
to memory.

Walid Sadek

Bornin Beirut in 1966, Walid
Sadek is an artist and writer

who Tives and works in Beirut.
Sadek explores the conditions of
living in a closed environment of
civil-war.

Ziad Antar

Bornin Lebanonin 1978, Ziad
Antar, who lives between
Lebanon and France, has been
working in photography and
video since 2002. Although
Antar grew up in the south
during the civil war, where he
observed what was happening
on the ground on a daily basis,
his works exhibit a nonchalant
objectivity towards their divisive
subject matter, leaving it up to
the viewer to find meaning and
take a position.
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Mazen Kerbaj

Bornin Beirutin 1975, Mazen
Kerbaj is an illustrator, painter,
and musician who was prompted
to start his 'Kerblog' after 'two
years of laziness' when Israel
began to bomb the Lebanese
territories, including Beirut, in
Lebanon's most recent war.

http://mazenkerblog.blogspot.com

—

Rabih Mroué

Bornin Beirut in 1967, Rahih
Mroué's is an actor, director,
playwright and a contributing
editor to TDR. In 1990, Mroué
began producing and showing
his own plays, performances,
and videos. Among his works
are: How Nancy wished that
everything was an April Fool's
Joke with Fadi Toufig, Looking
for a missing employee, Three
Posters with Elias Khoury,
Biokhraphia with Lina Saneh, |,
the undersigned, Who's afraid
of representation? and Face A/
Face B.

Randa Mirza

Bornin Beirut in 1978, Randa
Mirza is a visual artist who works
with digital photography and
live video editing to investigate
the visible and invisible
manifestations of war.

www.randamirza.com

Paola Yacoub

Bornin Beirut in 1966, Paola
Yacoub studied in London.
Yacoub has worked with the
artist Michel Lassere as her
associate since 1996. The two
investigate the expressive
potential of spaces via their
articulation of embedded
aesthetic and political
meanings. Yacoub exhibited her
work in the Venice Biennale in
2003 and received a fellowship
from the DAAD Artists-in-Berlin
Programme in 2004.
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Rayyane Tabet

Bornin Lebanonin 1983,
Rayyane Tabet is an artist and
architect who lives and works in
New York. In his installations,
Tabet utilizes everyday objects
such as mattresses, soap bars
and suitcases in surreal ways,
investing them with symbolic
meanings.
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Bornin Beirut in 1962 to an Iragi
father and a Palestinian mother,
Jalal Toufic is a thinker, writer,
and artist. He is the author of
(Vampires): an Uneasy Essay
on the Undead in Film (1993; 2"
edition, 2003), Over-Sensitivity
(1996), Forthcoming (2000),
Undying Love, or Love Dies
(2002), Two or Three Things

I'm Dying to Tell You (2005),
‘Ashiird": This Blood Spilled

in My Veins (2005), and
Undeserving Lebanon (2007).

www. jalaltoufic.com

Lamia Joreige

Bornin Beirutin 1972, Lamia
Joreige is a painter and video
artist who lives and works in
Beirut. She combines archival
documents with fictitious
elements in order to delve

into the possibilities for
representation of the Lebanese
wars and their aftermaths.
Joreige's work essentially
revolves around the traces of
Time and in particular its effect
on memory.

www.lamiajoreige.com

Joana Hadjithomas
& Khalil Joreige

Bornin Beirut in 1969, the

art duo Joana Hadjithomas

and Khalil Joreige explore
landscapes that have been
destroyed to look at what lies
hidden beneath the surface, the
challenges faced in living in the
present and in thinking about
the past, and the relationship
we have to representation,
especially visual.

www.hadjithomasjoreige.com

Marwan Rechmaoui

Bornin Beirut in 1964, Marwan
Rechmaoui studied painting and
sculpture in the United States
and currently lives and works in
Beirut. Rechmaoui's sculptural
productions explore the nature
of dwelling and dwellings or
what it means to live in a city
like Beirut.

Walid Raad

Bornin Lebanon in 1967,
Walid Raad is a multimedia
artist and a Professor of Art

at The Cooper Union School of
Art (New York, USA). Raad's
productions to date include
mixed media installations,
performances, videos, inkjet
prints, and literary essays.
His artworks have been

shown at The Venice Biennale
(Venice, Italy), Documenta

11 (Kassel, Germany), The
Whitney Biennial (New York,
USA), and Homeworks (Beirut,
Lebanon). Walid Raad questions
representations of historical
events and the ways in which
film, video, and photography
are employed to record episodes
of violence.
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the subtle emphasis on the form and diffusion of artworks in
addition to their content. Walid Sadek’s pamphlets and Akram
Zaatari's posters are part of another trajectory - less visible than
videos and installations based on documents and archives - that
has been operative in Beirut's contemporary art scene in the
mid 1990s, involving small texts that circulate with ease, cost
very little to produce, and move freely beyond the commerecial
parameters of the art world, public institutions or the gallery
system.

Jalal Toufic's Minor Art: Conceptual Posters and Book Covers

isa work in progress that began in 2000. The series so far
includes 19 posters, two posthumous resumes and eight book
covers. Through the juxtaposition of images and words on each
"imagined" film poster or book cover, Toufic condenses the
thought process behind a critical essay and/or an exegesis on
existing or imaginary works in relation to current political, social
and cultural circumstances - the arguments, the references, the
research materials and the links made among a variety of study
materials to generate theory - into a flat, two-dimensional
form. The posters and book covers provide visual cues to some
of the major themes, theories and ideas explored in Toufic's
many books, videos and installations. As such they stake a claim
for the keen visibility and nimble circulation of those themes,
theories and ideas, such as martyrdom, time and untimely
collaboration and death and the undead.

Randa Mirza's photographs in the "Abandoned Rooms" series,
meanwhile, delve into the phenomenon of urban centers
emptied not only by destruction but also by reconstruction,
economic fluctuation and uneven development. The traces left
behind on the walls of Mirza's abandoned rooms tell the secret
histories of lives long forgotten. Much like Tabet's reflection

on always-packed suitcases, the compulsion to explore these
derelict spaces, be they mental or physical, is vital in a place like
Lebanon where remembrance is so often bulldozed by amnesia.

Tabet was born in 1983. He should have had no memory of Israeli
invasion. He was seven when Lebanon's civil war came to a close.

Randa Mirza | Abandoned Rooms (detail)

Fossils reaches back into his childhood to what should have
been the limit of his memory - the experience of going to sleep
every night with a bag packed with bare necessities and placed
at the foot of his bed, ready to go in the event that escalating
hostilities would force he and his family to flee. Sadly, that
experience persists to this day, if not due to outright war than
because of economic and political stagnation.

As Andrée Sfeir-Semler described it on the eve of the war

in 2006, Tabet's piece explores the paradoxical relationship
between heaviness and lightness, the pain of living through war
and the need to be nimble and able to move. The placement of
each suitcase suggests at once an arrangement of graves in a
cemetery, a broken grid of urban buildings, and the division of
families thrust into exile. The material references the building
stock of Beirut itself.

Fossils, writes Tabet in his artist's statement, “is a reflection on
erratic war scenarios as they become normalized. Our infatuation
with the idea of having to leave our homes at any given moment
during the civil war - and the fact that we had to have our bags
packed beforehand in case of emergencies - grew to become
[habit] ... Ina way, the concrete transforms the suitcases into
fossils or monuments that bear within them the tragedy of a
giveninstant. They become the object of studies and act as
reference points in the lives of a country.”

For fifteen years, artists in Beirut have probed and kneaded the
history and experience of Lebanon's wars to create works that
are, by turns, critical, provocative, and poignant. The point is
not to make meaning of war, but rather to recovery the faculty of
meaning after its complete foreclosure.

The division of "Art Now in Lebanon" into the Blue House and the
Main Building is, in many ways, a fiction. The generational split
between the emerging and established artists is not as strong as
it seems. One could easily imagine an alternative arrangement
in which Tabet's and Rechmaoui's sculptures, or Antar's and
Zaatari's photographs, or Mirza and Yacoub's series would
resonate well off of one another. But the jump amplifies the
extent to which the younger artists are somehow more carefree,
loose and emotive. Perhaps the careful, studious and serious
work of the artists who came before them has paid off.

Kaelen Wilson-Goldie
Art critic and editor
March 2008
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The Atlas Group | / Only Wish That | Could Weep

—_
(Sl

contemporary cultural producers (including writers and
filmmakers as well as visual artists) tend to concern themselves
most with dismantling the mechanisms by which history is
written, and with reconfiguring stories that are born of lived
experience instead.

The objects in "Art Now in Lebanon" may tell of war, or, more
productively, they may function as narrative triggers that lead
somewhere else entirely. As mnemonic devices, they may be
tethered to painful memories, but they also fire the imagination
with stories that are intensely literary, ranging from the fabulist
to the fantastic and shot through with dark humor and delicate
poignancy.

Walid Raad's video / Only With That | Could Weep, from the
artist's work under the Atlas Group's name, introduces Operator
#17, a former Lebanese intelligence agent, completely fictional,
who was supposed to record suspicious activity along Beirut's
seaside corniche but got distracted, day after day, by a deep
orange sun dunking down into the Mediterranean at dusk.
Raad's photograph Scratching On Things | Could Disavow, Part
2, features stray bullets the artist collected in 1989. More so
than remnants of war, these objects are records of relationships,
acquired as gifts from old girlfriends or trades with his sister.

Rabih Mroué's powerful, two-screen video installation /, the
Undersigned, draws on the story of a former militiaman who
made a public apology for his actions during the civil war, albeit
twelve years after the conflict came to a close. Nobody took the
apology seriously, notes Mroué in the wall text next to the work.
The installation juxtaposes the artist's nearly catatonic face,
filmed in slow motion, and the text of an imagined letter that

is neither apology nor confession but a hiting condemnation

of amnesty and amnesia, and an uproarious critique of art and
language.

Walid Sadek's Mourning in the Presence of the Corpse, an
installation made from a stack of texts on a platform with a tiny
pencil drawing hung high on the wall above, strings together
the story of a family funeral, Sigmund Freud's Mourning

and Melancholia and an account of a statue retired from its
pedestal in Downtown Beirut. The piece also links up to another
story — which is absent from the exhibition but present in this
catalogue - about Kozo Okamato, a curious, entirely real and all
but forgotten figure from the days when the Japanese Red Army
teamed up with the Popular Front for the Liberation of Palestine
for operations against Israel, and the only person ever granted
political asylum in Lebanon.

Lamia Joreige's evocative photographs from the 2007 series
entitled “The End Of" are, in fact, images from Super-8 film and
video that appear to have been corroded by chemical agents or
the passage of time. Joreige describes these works as “mental
images,” as "reminiscences of a history" and a reflection on
"violence, loss and disillusion."” "They are not ... beautiful
landscapes," she writes in an accompanying text, "but carry
within them ... all the tensions, conflicts and political turmoil
|/we experience.” The images deal with the elision of memory
and the stunting of narrative possibilities. There are no complete
stories in Joreige's series.

Other works in the exhibition that do not narrate specific
accounts delve instead into strange phenomena, such as the
photographs of Khiam by Joana Hadjithomas and Khalil Joreige,
which capture the cycles of destruction and memorial on the
site of Israel's notorious former detention center in South

Lebanon. After the Israeli withdrawal in 2000, Khiam was
turned into a museum. Then it was destroyed by Israel in the
summer of 2006. Then anonymous hillboards appeared on the
site, carrying images of the center when it was a prison. This
historical confusion and collapsing of time into the instant,
which Hadjithomas and loreige capture in each photograph, is
symptomatic not only of Lehanon's experience but anyplace
where history is revised and rewritten after episodes of
contention and strife.

What is intriguing - and rare - about “Art Now in Lebanon” is

Rabih Mroue | Make Me Stop Smoking (detail)
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atmosphere relatively free, at least at the outset, from market
pressures. As a result, they have shifted away from paintings
and sculptures and toward videos and installations. They have
left the formalism of their predecessors behind and developed
their own. And perhaps most pointedly, they have used their
art to explore some of the more urgent questions confronting
those who live in Lebanon today, questions concerning history,
identity, memory, amnesia, trauma, hysteria, the waysin
which wars and conflicts have shaped lived experience and the
precarious nature of individuality, citizenship, the life of the
mind and an imagined community of peers (linked by social and
intellectual though rather than patronage or fealty) in a weak,
sectarian state that is, in many ways, a crucible for the region's
intractable political issues.

When walking through the spaces that comprise “Art Now

in Lebanon," it is tempting to take note of the bombed-out
buildings, the stray bullets, armored tanks and buried mortar
casings, and to conclude that the objects in the exhibition

are all implements of war. So they seem. But the show's most
successful twist is that it both reinforces and unravels the notion
that contemporary art practice in Lebanon is obsessed with
political conflict.

Some may criticize the exhibition for being fraught with politics
at the expense of aesthetics, where every artwork boils down to

reportage or a sociological study of war, be it Lebanon's fifteen-
year civil war, the summer 2006 war or the untold stretches of
s0-called "cold" civil war that have intermittently collapsed or
paralyzed the Lebanese state and welcomed foreign meddling
everywhere in between and since. Some may say this art is tough
and offers little visual succor.

The poster advertising the exhibition certainly bolsters that
view, with the title of the show writ large across a detail from
Akram Zaatari's photograph Saida, June 6th 1982, which frames
six explosions on a scrappy hillside above Lebanon's second
largest city.

But Zaatari's work is in fact a clever digital composite. These six
particular explosions, which eerily mirror the white clouds in

the blue sky above, did not occur simultaneously. Rather, the
artist pieced them together from photographs he took with his
father's Kiev camera when he was sixteen. The image does not
represent reality but rather reconstitutes a teenager's desire to
capture what he remembers calling “real fireworks." Zaatari's
photograph does not dutifully report facts. Instead, it condenses
those facts into a fiction that is intimately, emotionally tied to
his first memory of making images.

Likewise, Paola Yacoub's high-contrast black-and-white
photographs of buildings scarred by shelling and sniper-fire,

from the series "Summer 88," relate to a time when she ran
around Beirut with a photojournalist and former boyfriend. More
so than the horror of war, her images document the stomping
ground of young lovers who were feeling for the edges of artistic
competition and romantic impulse.

Mazen Kerbaj's diary-like drawings, uproarious and tender

at once, epitomize how life goes on during times of war, how
newspaper headlines and 24-hour news feeds so often get it
wrong, and how the consequences of political violence stretch
far beyond the numbers of dead or wounded to include the
collective disillusionment of an entire generation, the one, of
course, to which the artist belongs.

B

An interesting counterbalance to the frustration of Kerbaj's
drawings is Ziad Antar's series of photographs produced fora
workshop in the Ain al-Hilweh refugee camp. Eachimage is a
portrait, in a sense, of a scarf arranged into an elaborate soft
sculpture. The girls participating in the workshop, which Antar
led with the writer and curator Rasha Salti, would arrange their
veils on a white sheet and then leave the room. Antar would
then enter and document their creations. In the context of an
educational exchange meant to foster critical thinking and
artistic expression, the images capture the creative sparks
that fire when youngsters take hold of the tools of self-
representation. The artist's role is minimal here. The substance
of each photograph is the color, pattern and manipulation of
each scarf.

As the Lebanese novelist Elias Khoury once said: “The victorious
write history and the defeated stories.” If one scratches beneath
the surface of the works included in “Art Now in Lebanon," or if
one lingers hefore them long enough to engage the many critical
strategies at stake, one finds that what appear on the surface

to be straightforward symptoms of trauma eventually yield
additional layers of meaning and material underneath.

Perhaps because no one has ever been victorious in Lebanon's
wars — despite many competing claims to the contrary, everyone
has been defeated in one way or another - the country's
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their shape more streamlined and their surface further
abstracted. In the intervening years, Tabet has added new layers
of concrete to the suitcases. The effect is haunting. The thicker
concrete creates a physical manifestation of the catastrophic
pile-up that is Lebanon's ever-unfolding history of violence, and
an intimate, emotional attempt at keeping one's mind safe from
harm.

Curated by Andrée Sfeir-Semler, “Art Now in Lebanon” offers
neither an exhaustive retrospective of critical art practices as
they have emerged in Beirut in the last fifteen years, nor a
comprehensive survey of contemporary cultural productionin
Lebanon as it is being expressed now. Rather, the exhibition
presents a highly selective collection of works by artists whose
subjects and strategies converge as often as they diverge. The
show makes masterful use of the various venues Darat al-Funun
affords, and rests on curatorial gestures that are both sensitive
and assertive.

"Art Now in Lebanon" includes 39 works by 14 artists who were
born between 1964 and 1983. There are videos, photographs,
drawings, ink-and-watercolor works on paper, sculptures, an
enormous map of Beirut (by Marwan Rechmaoui) made from
tough black rubber that visitors are expected to walk all over and
stacks of texts and posters (by Walid Sadek and Akram Zaatari,
respectively) that viewers are encouraged to take home.

Some of the artists featured in the exhibition have been active
for more than a decade and have earned international art-world
clout. Walid Raad, for example, is a critics' darling and a veteran
of Documenta, the Venice Biennale and the Whitney Biennial;
Zaatari and Rabih Mroué are both showing new work in Paris’
Centre Pompidou, for the concurrent, Middle East-themed
exhibition “Les Inquiets,"” which runs February 12 through

May 19; Jalal Toufic is the author of eight books, seven videos
and five multimedia projects, and is generally considered the
cerebral core of the group. Other artists, however, are relatively
new to the scene, such as Rayyane Tabet and Randa Mirza, who
each only recently finished university studies.

Akram Zaatari | Saida, June 6th 1982 (detail)

It is worth noting that “Art Now in Lebanon" is the first major
exhibition of its kind to be shown in the Arab world since
"Missing Links," an exhibition at Cairo's Townhouse Gallery

of Contemporary Art organized by Ashkal Alwan’s Christine
Tohme in 2001. Nothing on this scale has ever been staged in
Beirut. Every year, Lebanon's Sursock Museum hosts the Salon
d'Automne, a juried, invitational exhibition that offers, perhaps,
the most accurate cross-section of mainstream contemporary art
now in Lebanon. But the results tend to be a mixed bag. Ashkal
Alwan's Home Works Forum, established in 2001, highlights

the kindred concerns among artists who are working on the
cutting edge of cultural practices. But the scope is impressively
international rather than regional or local, and the atmosphere is
like an intense incubator for discourse than informs, complicates
and emanates from the works themselves. Recent exhibitions

of Lebanese art in other Arab countries typically emphasize

the paintings and sculptures of an older generation, not the
conceptual concerns of figures such as Sadek, for example,
which have been instrumental in redefining the role and purpose
of contemporary art in Lebanon from decorative accoutrement to
critical tool.

That said, a number of Beirut-centric exhibitions has been
shown outside of the region, including Catherine David's
“Contemporary Arab Representations” and Suzanne Cotter's
"Out of Beirut."” In the absence of an existing institutional

infrastructure for contemporary art in the Arab world, exhibitions
like these are crucial for writing the region's art history, and for
establishing its canon.

“Art Now in Lebanon" brings to the art-going public in Amman
examples of how and why Beirut's contemporary art scene has
come to wield so much influence. Over the past five years,
several of the artists in the exhibition have participated in
international biennials, gallery shows and festivals for film,
theater, video and performance. Numerous art journals have
devoted special issues to Beirut. Lebanon inaugurated its first
national pavilion at the Venice Biennale in 2007, one of very
few Arab states to do so. As the critic T.J. Demos noted in the
Summer 2007 issue of Art Journal: “Distant though it may be
geographically from European and American cultural capitals,
Beirut nevertheless emerges ... as fully central to the most
pressing questions - political, aesthetic, ethical, institutional
- that animate artistic and curatorial practices today."

Since the early 1990s, independent organizations such as

Ashkal Alwan, the Arab Image Foundation, Beirut DC, Irtijal, Ne a
Beyrouth and more have created an alternative infrastructure for
artistic expression and developed intriguing new channels for
the production and presentation of new work. The artists present
in “Art Now in Lebanon" have, for the most part, worked with
them all. In doing so, they have been able to experimentin an
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"Art Now in Lebanon"
Kaelen Wilson-Goldie

Rayyane Tabet's Fossils is an installation of vintage suitcases
covered in concrete. In formal terms, it fuses the immediacy of
Mona Hatoum's Traffic (a 2002 sculpture featuring two suitcases
with human hair spilling out the sides and connecting one to the
other) with the solemnity of Rachel Whiteread's Untitled (Pair)
(a 1999 installation of 18 cast bronze mortuary slabs, painted
white and coupled, one convex, one concave).

The installation was exhibited for the first time in Beirut during
the summer of 2006. It framed the entrance to the exhibition
"Moving Home(s)," which opened on July 6 at Galerie Sfeir-
Semler in Karantina. Tabet placed his different-sized suitcases
on the gallery's floor in pairs and trios throughout the foyer of
the cool, minimal 1,000-square-meter post-industrial space. A
few suitcases stood off on their own, alone.

In a show that included works by a number of highly established,
internationally renowned artists, Tabet's piece stood. Not
had for 23-year-old making his gallery debut. But there was

an unconscionable cruelty to the fact that six days after the
exhibition opened, war with Israel broke out in Lebanon. For 34
days, the country was bombed and besieged. An artwork that
was meant to glance back on the history of past wars in Lebanon
- and grapple with the accumulated psychic damage and
wounded behavioral patterns that those conflicts wrought - was
suddenly plunged into the context of all too present war. Those
concrete covered suitcases were ripped from pensive reflection
to visceral relevance and resonance.

The exhibition "“Art Now in Lebanon," on view at Darat al-Funun
from March 4 through May 29, marks the second appearance
of Tabet's Fossils. This time around, the pieces appear heavier,

Rayyane Tabet | Fossils
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Hadjithomas, Lamia Joreige, Rabih Mroué, Walid Raad, Marwan
Rechmaoui, Walid Sadek, Jalal Toufic, Paola Yacoub and Akram
Zaatari. Their works are exhibited in the Main Building.

These artists do all know each other; they meet, discuss and
interchange ideas, but each of them works on his own and has
developed an individual style. Although they have never formed
a consistent artistic group or movement and have never launched
a joint manifesto, there are still many common grounds between
them. They all try to break away from conventional codes,
questioning the limits of cultural and social traditions to open

up new perspectives. It is important that none of themisa
member of any political or confessional group. They defend their
individuality as artists and try to avoid any external influence on
their work.

What they all have in common is not only their conceptual
approach and the minimalist aesthetics which tie them to the
tradition of concept art from the 1960s but also the issues they
explore: They all work on the interfaces between individual and
collective memory of the country, which often takes shape in
several types of archives: press archives, photographic archives,
collections of texts and artifacts as well as the oral tradition

of storytelling. They are most interested in the political,
geographical and cultural history of Lebanon and the whole
region.

One will have to keep in mind that this generation of artists
grew up in times of war, that war in its multiple facets is the
crucial influence on their work and artistic development. Their
close relation to the field of what may be called «committed
art» results from the difficult political, social and cultural
conditions in a postwar society. Working politically, taking
social and historical issues into consideration, is the only choice
for these artists, most of whom have never experienced living
in politically stable circumstances. Their artistic approach

is documentary, but in a manner that allows for elements of
storytelling in the twilight zone between fiction and subjective
constructions of historic truth.

The art pieces shown in this exhibition are testimonies of our
past and oracles for our future. The media and materials they use
are mostly dictated by their issues: Texts, videos, photographs,
digital composite images and installations. Many of them are
based upon archival finds. It is quite telling and therefore worth
mentioning that none of these artists paints or draws.

In the last few years some very young artists who are, today,

in their twenties have begun to form a new, second generation
of protagonists in the emerging Lebanese art scene. These
artists are strongly influenced by the older generation but have
succeeded in realizing new visions and developing their own
individual positions. As representatives, | have invited Ziad

Antar, Mazen Kerbaj, Randa Mirza, and Rayyane Tabet. Their
works are displayed in the Blue House. One will notice that in
this part of the exhibition the works are easier to approach, the
issues are treated more freely and are less intellectualized, with
a greater accent on sensual qualities. While the older artists
analyze their issues and approach them through intellectual
means first, the younger use their intuition and allow their
emotions to encroach upon the process of art making. Although
their art is highly conceptual, it always has a strong emotional
impact which provides an immediate access for the viewer. It is
amazing to observe how these young artists are entering into an
artistic discourse that was begun by their older predecessors,
how they are developing their individual positions and will
hopefully produce other exciting contributions in the future.

| would like to thank all those who were involved in the planning
process of this exhibition: The artists for their great cooperation
and the team of Darat al Funun for their help and support in all
organizational matters. In particular, | would like to express my
sincerest thanks to Suha Shoman who invited me to curate this
exhibition.

This cooperation between our two institutions, Darat al Funun
in Amman and Sfeir-Semler Gallery in Beirut, demonstrates
the significance and vitality of a cutting-edge contemporary
art scene in the Middle East. Accompanying and supporting

its development should be the first aim of all creative forces

in this part of the world. The local contemporary art scene can
only grow and proceed if the few individuals in each city and in
each country who are doing the pioneer work of creating cultural
infrastructures collaborate and work together. Curating this
exhibition was, for me, a further step in this direction.

Andrée Sfeir-Semler
Hamburg and Beirut
March 2008



Art Now in Lebanon
Andree Sfeir-Semler

Curating an exhibition in the green oasis of Darat Al Funun in
Amman was an honour and also a great challenge for me. Asa
vital center for artistic encounters and intercultural exchange,
Darat al Funun has proven to be extremely important for the
cultural development of the whole Arab region. Due to the
persistent, passionate, and sensitive engagement of Suha
Shoman, one of the very few collectors of art related to the Arab
World who actually lives in the Middle East, The Khalid Shoman
Foundation - Darat al Funun has most probably the only private
collection in the Arab World which is open to the public, and is
also the only art institution built on a private initiative whose
aim it is to accompany and support the emerging art scene in this
part of the world.

“Art Now in Lebanon" is a show on Lebanese contemporary art
today. | would like to emphasize that the selection of artists |
made for this exhibition does not claim exclusivity in any way. It
is a subjective, but representative, choice of artistic positions;
some of them quite established, some at the very beginning of

their careers. | do not aim to establish a canon for the artistic
production of a country that has only just begun to develop an
independent contemporary art scene. Being a gallery owner with
spaces in Hamburg, Germany and Beirut, Lebanon, | see my role
as a mediator within the Middle East and between Eastern and
Western cultural spheres.

In Lebanon, we are, today, witnessing the emergence of an
independent local art scene that certainly and deservedly has
attracted international attention during the last decade. For me,
this is a very exciting, but relatively new development. While
Lebanon has always had a vital contemporary literature and
cinematographic scene, there was nothing comparable in the
fine arts. Of course there have always been artists working in
Lebanon during the 20th century, but these artists were either
trained in Europe or were working in a Western artistic tradition.
Until the 1970s there is no specific art or style which rootsin a
Lebanese tradition.

When the civil war broke out in 1975, cultural life in Lebanon
was disrupted for fifteen years. Itis only around the beginning
of the 1990s that singular artists emerge and start developing
characteristics which root in a Lebanese socio-geographical
tradition. These artists are all, today, in their late thirties. As
crucial representatives for a whole generation of artists | have
invited The Atlas Group/Walid Raad, Khalil Joreige & Joana



Introduction

In 1989, the "Taif Accords," endorsing national reconciliation,
marked the end of the fifteen-year Lebanese civil war and the
debut of a ten-year stage of urban renewal in Beirut. Soon
afterwards, Darat al Funun organized exhibitions showcasing
works by Lebanese artists like Paul Guiragossian, Amine el
Bacha and Hussein Madi. In 2001, we collaborated with The
Nicolas Ibrahim Sursock Museum, hosting their collection which
celebrates the “Golden Age" of Lebanon. A decade and a half
later, the political reality of neighboring Lebanon is far from that
charted by the agreement of 1989: The assassination of several
prominent political and media figures, the Israeli war of summer
2006 and the increased tensions between internal political
factions compel us to acknowledge the "postwar(s)" zeitgeist
prevailing in Lebanon.

In a second collaboration, and in an attempt to bridge the
interrupted access to the Lebanese art scene, we invited Dr.
Andrée Sfeir-Semler to curate an exhibition that would give
insight into contemporary art practices in Lebanon; and whilst
some of the selected artists testify to fifteen years of civil war,
others capture and record the latest Israeli incursion on Lebanon
in 2006. The exhibition Art Now in Lebanon is by no means
intended as an overarching representation of contemporary

Lebanese artistic production, but s, instead, a reflection on
contemporary practices coming out of Lebanon in light of

the current political situation. On show is a combination of
personal narratives and historical analyses that lead to a better
understanding of what is preoccupying some of the artists in
Lebanon now.

In addition, to offer our public a wider picture of current cultural
production in Lebanon, the weekly program at Darat al Funun
throughout the duration of the exhibition included a talk by
Kaelen Wilson-Goldie on critical practices in contemporary
Beirut, alecture by lalal Toufic and the performance Make Me
Stop Smoking by Rabih Mroué. Several film screenings were

also held including We are Here: Short Videos from Lebanon, a
touring exhibition of videos curated by Rasha Salti and organized
by Artekast, films by Akram Zaatari, and Beirut Diaries: Truth,
Lies, and Videos by director Mai Masri.

Since its opening in 1993, Darat al Funun has strived to reveal
the dynamism of contemporary art practices in the Arab world.
Our thanks and appreciation go to Dr. Andrée Sfeir-Semler for
her invaluable expertise, support and endless energy in realizing
this task.

Laura Srouji
Director of Darat al Funun
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