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Away From a State of Things
1-24 October 2019

What of proximity? Distance?

Of absent terrains? Architectures and people
How to go on about it?

| make an attempt

| write

Against a single narrator

I mean I'd define you

But then | ‘d risk losing you

| try not to put you in the center

nonrepresent

Is this a word?

Itis in my language

| take Ndinda Kioko’s cue

| seek the language of my mother
... of music, of my dreams, and my memories
| re-contextualize

| move closer, and connect

She calls this space transitional
She says | am not there yet

But slowly becoming

| recline towards the loose

Beside me is a dry Nypheum

A river that once was

But | retain the logic of water
Something happened and | appreciate it
There’s a build up

But I’'m not in control

| ride on chance

This exhibition is part of the second phase of our 2019 program at The Lab, bringing together
artists and cultural practitioners from various backgrounds to look at the postcolonial context we
inhabit through the metaphor of arrival and departure. Long shaped by forced diasporas and
migratory flows, Amman will be approached as a living archive offering fertile ground for a
conceptual and poetic archaeology of place.

Participating artists: Ahmad Salameh, Mohammad Hawwari, Vincent Chomaz, Asha Athman,
Lizzy Vartanian Collier, Batool EI Hennawy, Mona Ali, Jafar Jabi, Abdullah Sharw, Nadia Gohar,
Yazan Setabouha and Dina Amro.



1. 2019, time flows in all directions -water flows through me, performance, sound
installation, Dina Amro.

2. 2019, On the Corniche, Plaster, metal, Jafar Jabi.
3. 2019, The Soil Report, video, 6 mins, Batool El Hennawy.

4. 2019, 1:2:3, cement, limestone, carton, rosewater, henna, plastic, tape, print,
Nadia Gohar.

5. 2019, somalinimo: a remix, publication, furniture, video, sound, prints, Asha
Athman.

6. 2019, Imagining Home, Frames, photographs, stone, Lizzy Vartanian Collier.

7. 2019, Tape to Qamishli, video installation, Abdullah Sharw.

8. 2019, Untitled, Pen on paper, photographs, Ahmad Salameh, Mohammad Hawwari.
9. 2019, Disrupting Space, Carpet, Yazan Setabouha.

10. 2019, A Fragile Chorus of Voices, 1 channel sound installation, Vincent Chomaz.
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2019, time flows in all directions -water flows through me, performance, sound
installation, Dina Amro.

Dina Amro's documentary sound piece time flows in all directions_ water flows through me,
explores the tradition of Palestinian rain summoning and the concept of time bending using
music and sonic heritage. Her practice revolves around performance and improvisation as it
challenges the mummification of Palestinian sounded rituals. Performances are impossible to
replicate, especially if they rely heavily on improvisation. The artist uses this knowledge to
employ vocal improvisation as a way of transmitting knowledges about Palestinian music, and to
respect that this music is a living archive rather than a dying repertoire.

The substantive elements of the sound performance embed themselves in several traditions of
time-bending: by using recordings of women she has interviewed, the artist adds her voice
throughout the performance to theirs, metaphorically and literally singing with them, thereby
challenging the notion that the songs they sing and the miracles they cite are obsolete. The
artist also adds her own writing and composition to the piece, thereby intertwining the sounds of
the old women with writing and improvisation that takes place in an irreplicable way during the
performance. The piece revolves around the performer's research on rain summoning in
Palestine, and this is already a tradition which challenges notions of seasonality and offers
participants in rain summoning rituals the sovereignty of controlling the future and the resources
available to the village in the future. The performed piece is a conclusion/continuation
(((depending on when | perform))) of Amro's installation at Darat Al-Funun.

2019, On the Corniche, Plaster, metal, Jafar Jabi.

This project focuses on the idea of public spaces that we have control over, and studying the
elements that make it taking the Salon/living room as an example. The Salon is a private space
we create for the enjoyment of the public. It works as a mini exhibition that we curate with
unnecessary items for the enjoyment of others.

One of the items you would find consistently in most living rooms is the Cornice; a Greek
decorative item that is still used to this day for no apparent function, but to frame the space
and highlight its use. By archiving a variety of Cornice typologies, and witnessing the variety of
patterns used in the city we ask are ourselves how does it affect Amman's changing image?
Why is it still present? and is there anyway to justify its Importance?

2019, The Soil Report, video, 6 mins, Batool El Hennawy.
The Soil Report documents water isolation technique and the untimely collaboration between
those who admired it. The film was made in collaboration with artists Ahmed Salameh, Mona

Lisa Ali, Nadia Gohar, Mohammad Hawwari, and Batool EI Hennawy.

Made between places, the group worked from a series of footage of water, concrete and
landscape to find a story of a past and absent subject in a reconciliation of loss and connection.

Building on a connection to similar materials, EI Hennawy and Gohar moved in seemingly
different directions by virtue of their mediums, arriving at a corresponding conclusion by some

means.

2019,7:2:3, cement, limestone, carton, rosewater, henna, plastic, tape, print, Nadia Gohar.



The site, the
agriculture, the typical
house, the people, the
economy, the
courtyards, olive trees,
the mosque, the
people, the pottery,
the grain storage bins,
the church, other sites
in the area, the
architecture

| walked by wet concrete and carved my
initials into it

Fieldworkers traced the floor patterns to
scale, directly from the tiles;
the sketches were then redrawn on butter

paper

A cup broken in half is cemented together
with boil proof cement

When you rub olive oil soap onto lime
plaster, it forms limesoap; making it
waterproof

With the traditional floor tiles preserved at Darat al Funun point of departure, “1:2:3” began as
a study of tilework throughout Amman; the history and materials that constitute the various
styles ranging from the now nearly extinct geometric and floral patterns found at the institute,
to the current most commonly used terrazzo-style (sS) ) tiles made up of white cement and
inlaid with fragments of quartz and granite, among other stones. Gohar’s work is an
exploration of the relation between the urban fabric of the city and those who inhabit it- putting
into focus the flow of people, goods, and process.

Limestone as far as the eye can see in the horizontal dimensions of the city and white cement
tiles in the vertical. Architectural materials are a product and byproduct of the cultural identity
of a place. In an attempt to capture the immaterial expressions of livelihood through the use of
basic construction materials, Gohar has created standard size 20x20 tiles comprised of white
cement, limestone, gypsum, rose water and found objects which are imprinted, cast, and
scratched into the square forms. This site specific installation displayed between the
archaeological site and The Lab at Darat Al Funun speaks to the permanence and longevity of
limestone and concrete, the physical gestures informed by movement and the preservation of
identity through materiality.



2019, somalinimo: a remix, publication, furniture, video, sound, prints, Asha Athman.

Negotiating your relationship to where you and your family have been, have settled, and are
moving - emotionally and physically - is a constant dynamic at play for youth in diaspora
communities. My understanding of connectivity in the world, and what it means to be Somali,
was dictated by a collection of somewhat random sets of facts, occurrences, acts, and
objects. The dispersal of my family in East Africa, the Middle East, North Africa, Western
Europe, and North America imparted me with an imagination of Somalia as an extended
congregation that existed together, everywhere, at once.

My conception of life in Somalia itself was built on other people’s experiences growing up in
Mogadishu: the pets my relatives had as kids, the games they played, the scars they have to
prove it, descriptions of the schools they attended, the neighborhoods they frequented, their
trips outside of the capital, the books they read, and the movies and football games they
attended. Mogadishu is imaginary, romantic, and expired. To visualize what | had learned of
Somalia verbally, | began collecting photos of her cities and collaging - events, areas,
buildings, people - whatever | could find. This exercise became a superficial method for
understanding inherited memories whose physical and emotional traces are fading away over
time.

Noura Erakat, a legal scholar | admire, recently said this on the condition of Palestine within the
global imaginary of struggle: "Among the many lessons that black radical protest and
knowledge production have offered is that there is no return to an optimal past. There are only
optimal futures to shape." Noura’s words reminded me of postcolonial authors like Franz
Fanon who echoed such sentiments. In the case of Somalis, and other post-war communities,
this is a moment for pause, reflection, and positive expectation. Having fallen so deeply into
our permanent, transient condition, the traces of our culture, our buildings, our togetherness
may give us the hope and imagination needed in a future that celebrates and remembers a
beautiful past while also being entirely new.

The visuals and sounds in this exhibition juxtapose Somaliness, as pieces of history, styles,
spaces, and sounds that harmonize and clash. Isn't that what culture is? Complexity,
dynamism and time.

2019, Imagining Home, Frames, photographs, stone, Lizzy Vartanian Collier.

How do you leave a mark on a place, and how does it leave a mark on you? What
happens over time, as the impression fades, becomes dry, brittle and starts to crumble?

Do you treasure the remnants of that place, passing it down to future generations? Or do
you leave the impression there, waiting for others to find it, letting it adapt to changes out
of its control.

Home isn’t one place, it is many places. It is an idea, a dream, something you’ll always be
searching for. You might get so close, you’re almost able to touch it, you reach out to
grasp it, and then it vanishes, forcing you to start the chase all over again.



2019, Tape to Qamishli, video installation, Abdullah Sharw.

“These video footages were recorded as letters about my parents and their childrens’ lives away
from their home and family in Qamishli, Syria. They were meant to preserve the ties between
them and forge connections with new family members following their migration to Jordan.
However these letters never arrived and the clarity of their message was lost amongst new
viewers.”

2019, Untitled, Pen on paper, photographs, Ahmad Salameh, Mohammad Hawwari.

What can we say in the dimensions of 3cm x 2cm, or using five stainless steel spoons, or with
three to thirty ingredients: on the table, in a pot, or in a memory that lives between us.

2019, Disrupting Space, Carpet, Yazan Setabouha.

Disrupting Space looks at the performativity of domestic objects in relation to the communal and
shifting patterns of socialisation?

2019, A Fragile Chorus of Voices, 1 channel sound installation, Vincent Chomaz.

A Fragile Chorus of Voices is a proposed lyrical sound installation. The work comprises a series
of intimate and anonymous audio recordings of people singing a cappella. The singings are
recorded in Amman and are sourced from individuals belonging to the various communities
and diasporas composing the city — Jordanians, Palestinians, Bedouins, Iraqis, Syrians,
Philippines, Sudaneses, etcetera.

The work is intended as a participatory survey of the voices—cultures, traditions, languages,
dialects, contemporaneity, and histories—of Amman. The singers are asked to share a song
meaningful to them.

Brought together, the singings speak about the diversity of the human fabric of Amman but
also echo the complexities of the region. In their beauty, their fragility, their hopefulness, or
their intrinsic melancholy transpires histories of forced and voluntary exiles. A reflection of the
region’s past and present—of its wars, political upheavals, and its place in a globalised
world—while also perhaps evoking its future.



