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Hrydjuverkin i Bandarikjunum 11, september markudu pattaskil i samskiptum
hjdda. Vesturlandabiar vorn reekilega minntir 4 ad peir eru ekki einir i heiminum.
Likt og pegar Kennedy var myrtur muna sennilega flestir sem komnir eru til vits
og dra hvar peir voru staddir pegar pessi hirmulegi atburdur itti sér stad, Hann
opnadi augu okkar fyrir pvi ad fakunnitta og fordémar i gard annarra menningar-
heima geta adeins alid af sér hatur sem hryst oft fram med heiftarlegum afleidingum.,
En 11, september var lika vatn & myllu hergagnalramleidenda. Iskyggilegum fjir
ha:dum er nit varid til vopnaframleidslu og levnipjonustustarfsemi til ad verjast
hinum skuggalega dgnvaldi og ovaent hernadarbandalog hafa myndast sem ekki
hefdu komid til greina fyrir pennan atburd.

Deila Palestinumanna og lsraela, sem vid hifum o1l blandast inn i, er ekki sprottin
af teiarlegum rotum. Islam hvetur til umburdarlyndis gagnvart tdrum trdarbrigdum
og & margt sameiginlegt med badi kristni og gydingdomi. Atokin sniast um land

sviedi. audlindir, peninga og viild sem fornarlomb deiluadila purfa ad greida fyrir
med lifi og limum. eydileggingu og dlvsanlegum hormungum. | pessum hnefa

leikahring er barist endalaust upp 4 Iif og dauda, en Vesturveldin virdast gera litid
annad en ad klappa slagsmalahundunum i bakid milli lotavid erslafullar undirtekti
fjolmidla. Réttvisinni er mishodid 4 bada béga og hin snyst i hringi.

Okkur er ekki tamt ad skynja heiminn sem eina heild pott hlutar hans séu jafn
arjifanlega tengdir og haf og strimd. Pekking lslendinga 4 islam og heimi araba er
mjig af skornum skammti og pessi vidfangselni G litla athygli § hinu almenna skala
kerfi. Pritt fyrir ad fjolmidlar hafi um drabil verid uppfullir af fréttum um Palestinu
og Israel, innrds [raka i Kiveit og Persafloastridia, veit almenningur harla litid um
einstik arabalond, tengsl peirra innbyrdis i gegnum aldirnar eda einstaklinga sem
skarad hafa fram tir og eru einhverra hluta vegna nafngreindir i . peirra* sogubikum.,
Fifredi gefur fordomum lansan tauminn, en peir kunna aldrei godri lukku ad s1yTa.
S¢ svipad uppi i teningnum i skilakerfi arabarikjanna og par dregin upp jafn ein-
feldningsleg mynd og hér er lst af Evropu og Nordur-Ameriku, landafundunum,
visindauppgitvanum eda proun mannréttindamila, pa er ekki ad furda pott stefni
i defni f samskiptum araba og Vesturlanda.
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# langri valdatid peirra st6d komust Vesturlond i teri vid byltingarkenndar

uppgitvanir 4 svidi kekninga og visinda. Pa kynntust erupulﬁﬂ.nr einnig nyjum [~
matvaelum og uppgotvudu meira ad segja i ny heimspeki Grikkja, vogguvestrennar |
menningar®, sem arabar hofdu pytt d sina tungu. Arabar uppgttvudu nillio-in pess L

getum vid ekki einu sinni rifist um hvenzer 20 6ldin byrjadi. Og artalid hefoum vid

ordid ad skrifa med romverskum tlum, pvi arabar eiga lika heidurinn af talnakerfi

okkar. Peir ferdu okkur algebru, appelsinur, amménium, badmull, disdlur, rg&aldm
fikjur, haskila. hrisgrjon, kaffi. kvikasilfur. sitronur. skik. spinat. \vatnsmelGnur,
vatngir og vikvapressur, svo fatt eitt sé talid. Peir sotthreinsudu vatn [yrstir manna, -
fundu upp pendilinn og sjongler, reistu stjprnuathugunarstodvar og: reiknudn-it

sniming jardar oo drum § undan Galileo, AT tikuordum ir arabiskitmé nefna

almanak, banana, divan, sofa, sandala og Satan,

Saga araba er— likt og saga Evrapubia—skrad afrekum. sigrum og dsigrum,
Nylendustefnan for um arabalondin eins og eldur i ginu & 19. og 20, old, pegar
Evropurikin skiptu londum araba & milli sin dn nokkurs tillits til vilja ibianna,
Alleidingar pessarar stefnu hafa verid eitt helsta fréttaeini heimsins fri araba-
lmdum allar gitur sidan.

Svningunni sem hér kemur islenskum almenningi fyrir sjonir fri hinu Konunglega
fagurlistasafni Jordaniu { Amman er 2tlad ad varpa nyju ljési 4 heim araba sem verid
hefur svo mikid | kastljosi vestrenna fjolmidla ad undanfornu, § peirri tra ad
menningarsamskipti geti leitt til auking skilnings og umburdarlyndis milli dlikra
byoda. A syningunni er reynt ad draga upp mynd af stodu mitimalistar i pessum
heimehluta med drvali verka eftiv ba:di karla og konur frid sextin arabalindum
— Alsir, Barein, Egyptalandi. frak. Jemen, Jordaniu, Katar, Libanon. Likyu, Marokka.
Palestinu, Sameinudn arabisku furstadamunum (SAF), Sidi-Arabiun, Stdan,
Syrlandi og Tanis. Verkin & syningunni veita vonandi innsyn i hugarheim vid-
komandi listamanna jafnframt pvi sem dhorfendur fd ad kynnast peim margvislegu
stiltegundum og stefnum sem par eru vid Wdi. Annars vegar er um reda verk
sem tengjast naid triarbrogdum. kynferdi og politik, og hins vegar gefur ad
lita afturhvarf til hefdarinnar par sem listamennirnir sekja efnivid { sagnfradilegan
og andlegan uppruna sinn. Pritt fyrir ad allir islamskir natimalistamenn hali hlotid
skilun & vestrana visu eiga peir flestir pad sameiginlegt ad leita eftir listrenum
audkennum sem geta tengt saman retur peirra, menntun og daglega tilveru.
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Hid Konunglega fagurlistasafn Jordaniu er hid eina sinnar tegundar & pessum
slidum, en pad var stofnad drid 1980, Eftir ad landid hlaut sjilfstedi fri Bretum
1946 var pad lengst af undir stjorn Husseins konungs sem lést 1999, en pa 16k 1ok
sonur hans Abdullah vid vildum. Jordania er i dag langt 4 veg komin med ad lengja
sina eigin arfleifd vid folpjodlegan. markadslegan hugsunarhitt. Konur jafnt sem
karlar i kosningaréit titugu dra. g2 prosent Jardana eru mislimar en 6 prosent
kristnir. Fitt sinn var haft 4 ordi a0 Hussein konungur vaer sterri en Jordania, Ni
er bldin onnur. Jordania er ghigginn sem opnast § badar ttir, mot stjornum og mina,

Wrtamia ergiugznn em - Sérstakar pakkir ber ad faera hennar konunglegu hitign. dr. Wijdan Ali prinsessu,
oprast i badnr gt sem ekki eradeins doktor i islamskri myndlist fri Lundinahaskala, heldur otull tals
IR SEFOTIIT O M madur pess sjonarmids ad menning og listir gegni mikilvaegum tilgangi i

alpjédlegum samskiptum. An radismanns okkar i Jordaniu, Stefaniu Reinhardsdattur
Khalifeh. hefdi pessi syning poé aldrei ardid ad veruleika,

Gestum syningarinnar er bodid ad njota peirrar listar sem hér er d bodstolum
—ogern um leid bednir ad hugsa sig um tvisvar adur en peir dema.

Hannes SiFurﬂ-mn

lorstidumadur Listasalnsing i Akureyri

Firikur Porlaksson

forstidumadur Listasalng Beykjavikur
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Nutimalist frd
arabaheiminum
eftir Widjan Ali

Hvad er nitimalist og til hvers visar hin? Sviirin vid essum spurningum eru afstad
og fara eftir heimshlutum, timaramma og menningarlegum bakgrunni vidkomandi
lands. Til a0 tengja nitimalist arabiskri myndlist verdur pvi ad fara nokkrar aldir
aftur i timann,

Arabaheiminum tilheyra Alsir, Barein, Egyptaland, Irak. Jordania, Kiveit, Libanon,
Libya. Marokko. Oman. Palestina. Katar, Sadi-Arabia, Sidan, Syrland. Tanis,
Sameinudu arabisku furstadamin og Jemen, og hann naer yiir Midausturltnd (eda
svedid vid austanvert Midjardarhal), Arabiuskaga og Nordur-Afriku. Frd pvi um
midja 16, old tilheyrdu oll pessi lond Tyrkjaveldi ad fratoldu Marokko. eina
landsviedi arabia sem yliread Tyrkja nadu ekki til. Pess vegna getic ekki tyrkneskra
ahrify i marokkdskri menningn og myndlist sem eiga sér langa og dslitna hefd sem
nzer aftur til rikis Mara a Spani.

Fyrstu arabarikin | Midausturindum sem tileinkudu sér vestraena myndlist voru
Libanon og Fgyptaland. Fyrstu straumarnir frd Vesturlondum barust til Libanon med
evrapskum tribodum sem stofnudu klaustur og tribodsskdla i fjollunum og inn-
leiddu prenlvc'*lin.‘t..'i 1. old logou tribodarnir i Libanon granninn ad menningarlifi,
félagskerfi og stjormmilastarfi sem studdist vid kristna tri og leiddi til menningar-
legrar og listrennar vakningar. Fyrir tilstudlan kirkjunnar avann gotneskur still sér
vinseldir i Libanon 18, 6ld svo parvard meira ad segga til gotneskur skoli § triarlegri
niyndlist,

Med innras herja Napoleons i Egyptaland drid 1798 komst landid undir evropsk
ylirrid sem ollu pwi ad pad vard fyrsta arabalandid i 19. dld sem komst i verulega
snertingu vid myndlist Vesturlanda. Petta var i fyrsta sinn fra pvi | krossferdunum
sem vestraent riki rédst inn i arabaland ekki adeins fyrir tilstyrk herafla sins heldur
lika menntamanna sinna. listamanna. sagnfredinga og rithalunda. Pegar Napileon
stofnadi Akademiu i Austurlandafredum  hofst bylgja Austurlandaihuga
i Vesturlondum og medal Evrdpubia kviknadi dhugi 4 visinda- og bokmennta
afrekum araba sem og 4 pvi sem framtidin beri i skauti sér i hernadarlegu,
[élagslegu. palitisku og efmahagslegn tilliti. A hinn boginn komust ibiar
Midausturlanda | ndna snertingu vid vestraena sidmenningu,
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Milverk. malud i tronum, eru tiltolulega nylegt fyrichieri i myndlist araba. Eftir pi
sem hinn fagurfredilegi og skapandi priadur hefdbundinnar islamskrar myndlistar
trosnadi & 19. old vard arabisk menning méttekilegri fyrir vestranum listformum
og stiltegundum sem hofdu rutt sér til nims { arabaheiminum vegna politiskra, efng-
hagslegra, visindalegra og hernadarlegra yfirburda og yfirrida Vesturlanda.
Um midja 19. old hafdi vestran Austurlandahyggja (orientalism)! ndd himarki
i Evripu og fjolmargir erlendir listamenn, peirra & medal David Roberts og Eugine
Fromentin, komu til Egyptalands og méludu pjodhatti, siguleg mannvirki og lands-
lag & mjog yktan og romantiskan hatt. Adrir, eins og Jean-Léon Gérome sem dvaldist
i Kaird ymist § nokkra méanudi eda nokkur dr i senn, kynnti landsmonnum vestrena
milaralist.

Baettar samgingur milli Evrpu og arabalandanna urdu til pess ad evrapskra dhrifa
1ok ad geta § arabaheiminum i siauknum maeli og pegar fram i sotti 16k vestran
nylendustefna ad breidast it og um leid vestren myndlist og menning. Fri lokam
19. aldar dtti sér stad listraen endurfading | Nordur-Afriku og Midausturlondum sem
ad lokum leiddi il pess ad rottakar breytingar urdu | fagurfriedi og ny listraen proun
i sétr stad innan myndlistarinnar,

Yusuf Kamal prins. medlimur i egypsku konungsfjolskyldunni og dhugasamur
velunnari hinna fogru lista, opnadi Myndlistaskolann i Kairg 4rid 1908, Hann
réd erlenda listamenn sem kennara og kom pannig 4 ot fyrstu stofnun i araba-
heiminum sem kenndi vestrana wyndlist. Fyrstu nemendurnir urdu kjarninn
i frumkvisdlakynslod arabiskra nitimalistamanna. | 6drum arabalondum, svo sem
irak og Syrlandi, einskordadist myndlistin 4 sama tima vid hefdir fré dijgum
Tyrkjaveldisins.

Stidan vard politisk eining eftir ad Tyrkir og Egyptar logdu svaedid undir sigdrid 182
og Bretar herndmu pad 1 lok 19. aldar par til pad vard sjilfstaett rid 1951, Petta er
land med faradskan, afriskan, koptiskan og islamskan menningarbakgrunn,
Nitimalist, sérstaklega malaralist, er ungt fyrirbeeri i sudanskri menningu wi ad
hennar si ekki stad fyrr en d fimmita dratugnum. Sadonsk nitimalist tok etorstigum
framfarum milli 1950 og 1960,

Vid endalok fyrri heimsstyrjaldarinnar drid 1918 lauk veldi Tyrkja yfir araba-
heiminum. Arid 1919 fengu Frakkar umbod til ad stjorna Libanon og Syrlandi. en
irak, Jordan og Palestinu var skipad undir stjorn Breta og Egyptaland vard bresk
verndarriki. Olikt fronsku nylenduherrunum hofdu umbodsstjornir Breta einkum
dhuga a pvi ad pjalfa upp hafa opinbera starfsmenn og gerdu sér ekki far um a0
studla ad menningarlegri grisku landanna sem luty stjorn peirra. | Irak, Jordaniu g
Palestinu voru pvi myndlistarmenntun og studningur vid myndlistarmenn nedarlega
i forgangslista peirra, Pess vegna voru jordanskir og palenstinskir myndlistarmenn
4 timabilinu eftir 1950 allir sjilfmenntadir ahugamenn sem stundudu myndlistina
i hjaverkum og myndlistarhreyfingar i badum londum toku a3 myndast i sjitta og
sjounda aratugnum i ddurnefndri rid.
1. Austulandahygaja {orientalism} er hrefing | mynditss og bokmenntum sem hafst & 19, 8ld sem andsvae il dringanum

i tengslum il BinkyRtinguna | Evopu. Myndlistarmenn o nithafundar sneru sér til arbitka og ilamska austursins 1l 23
tjd bad sem beeir téidu vesa romantiskan andble bess, difil og dstidu | afar vt figieatifum sl
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| Irak hol hopur lidsforingja sem hafdi fengid pjalfun i tyrkneskum herskolum
i Istanbal ad mala med oliu 4 striga um aldamdtin. Peir urdu frumkvbdlar i proun
iraskrar nitimamyndlistar. Pessi listamannahdpur vard fyrstur til ad kynna Irokum
vestraena myndlist med verkum sinum, cinkakennslu og kennslu i framhaldsskolum.
A fjorda aratugnum urdu framfarir 4 menningarsvidinu pegar irosk stjornvold toku
a0 hvetja myndlistarmenn til dada. Arid 1931 hof rikisstjornin, samkvemt fyrir
malum Faisals | konungs, ad dthluta namsstyrkjum til myndlistarnims erlendis
og drid 1936 setti menntamalariduneytid i laggirnar Tonlistarstofnunina sem
var breyit i Listastofnunina drid 1939, Pad var 4 sjiunda dratugnum sem vestran
fagurfraedi og mitimalist fora ad kita § sér krela & Arabiuskaganum par sem ni eru
rikin Barein, Kiveit, Oman, Katar, Sidi-Arabia, Sameinudu arabisku furstadzemin
og Jemen. Tveir pattiv sem studludu mjog ad pvi ad kynna vestraena myndlist
i landunum vid Persafloann voru ad komid var 4 [61 nitimalegu menntakerfi d sjota
aratugnum og stjornvild veittu stadentum styrki il ad nema myndlist erlendis,

| Nordur-Afriku lagdi franski herinn undir sig Alsir arid 1830 og gerdi ad hluta af
Frakklandi en ekki nylendu edaverndarriki. Modurlandid, Frakkland, leit d pad sem
skyldu sina ad .sidmennta™ hid nyfengna ylirridasva:di og ibua pess. Arid 1881
haetti Trinis ad tilbeyra Tyrkjaveldi og vard franskt verndarriki par til pad fekk sjall
stiedi drid 1955, Fugéne Delacroix vard fyrstur franskra malara til ad heimsakja
baedi Alsir og Tanis arid 1832, Allmargir franskir orientalistar fylgdu sidan i fotspor
hans, sumir fluttu jafovel biferlum og settust ad og storfudu i Nordur-Afriku. Centre
d'Art i Trinis var fyrsti listaskalinn sem opnadur var i Nordur-Afriku drid 1923, En
fram ad sjalfstadi 1955 var o fjoldi tiniskra nemenda overnlegur i samanburdi vid
erlenda stidenta.

Fyrst var farid ad mala malverk | Marokko 4 timabilinu eftir ad landia vard franski
verndarriki drid 1912 og sprenskl sviedi var stofnad § nordanverdri Midjardar-
hafsstrind pess. Likt og i Egyptalandi voru pad orientalistarnir sem kynntu evripska
malaralist i Alsir, Tanis og Marokko.

Flest arabariki fengu sjalfstadi frd nylendustjomn Breta og Frakka 4 timabilinu fr
lokum seinni heimsstyrjaldarinnar fram & midjan sjotta dratuginn, batt politisk,
efnahagsleg og félagsleg proun hafi fri 19, 0ld studlad ad hnignun hefdbundinna list
greina i arabaheiminum hefur hin jafnframt skapad skilyrdi fyrir nitimalegar
mynd listarhreyfingar sem toku mid af vestraenni fagurfredi en linadist samt ad
skapa sér sinn sérstaka stil § hoggmyndalist og mélaralist med i ad sakja i [ornar
hefdir sinar og tengja paer alpjodlegum stranmum i myndlist, Um midja 2. 6ld hafdi
mutt sér til mims nitimaleg arabisk myndlist, byggd 4 vestrenni fagurfredi og
vidmidunum og i lok 2o. aldar voru i ollum arabarikjunum préadar nitimalegar
myndlistarhreyfingar. en menningarleg og listraen groska peirra endurspegladist i
liststofnunum, listraenni starfsemi, sifellt fleiri listamonnum og hinum nyju straum-
wm i myndlistinni sem voru i skapandi tengslum vid adrar myndlistarhreyfingar vida
um heim.
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syningin Milli godsagnar og veruleika—niitimalist frd arabaheiminum gefur
hvorki temandi yfirlit né spannar hin allar listastefnur 4 okkar svedi. A pessari

syningu valdi ég pria Nokka sem skapa arabiskri nitimalist mikla sérstodu. Peir eru

milefni sem snerta stjornmil, stéidu kynjanna og manmidarmal og virdast hala ahrif
i daglegt lil okkar i arabaheiminum: skeautritunarskoli ndtimans sem 4 sér ratur
i islamskri menningu en beitir samtimalegum stiltegundum og midlum: og loks
ahlutbundin myndlist sem arabiskir myndlistarmenn hafa idkad v fornu fari og er
cinn vinsalasti framsetnmingarmating i pessum heimshhna

Malefni
Pad er athyglisvert i sambandi vid arabiska mitimalist a0 allir arabiskir listamenn
hafa kynnst dlaginu og dliyggjunum vegna plitisks dstands 4 sinum heimaslodum.
einkum herndms Palestion, hvort sem pad er med beinum eda obeinum haetti
Margir peirra deila med sér sameiginlegum vidfangselnum sem tengjast peim
palitisku o Elagslegu vandamalom sem stafa afl pvi ad peir hafa glatad hluta af
landi sinu. Jafnvel hja peim sem feddir ern utan Palesting og tilheyea myndlistar
hreylingum i sinum eigin londum eda peim londur

par sem peir hala sest
ad hala komid fram mjog sterk pjodleg tengsl. Petta sameiginlega pema er vissulega
einstakl i stign arabizkrar ligtar og hefur haft dheif 4 adea lstamenn fri prrdumar
rikjunum, sem og hifsama gvdinglega o israelska listamenn sem hala raunar sumir
hwerjir haldid syningar med arabiskum lsraelsmonnum og palestinskum listamannum.
I angum Palestinumanna sérstaklega hefur myndlistin ordid ad tilfinningalegum og
huglegum midli sem peir nota til ad standa visrd um sjalfsmynd sina og veekja athygli
d malstad sinum wm allan heim. Adrir athurdir, eins og scinna Persafloastridid,

vidskiptabann Sameinudu pjddanna gagnvart Irak, tvileldnin sem stérveldin beita

i vidskiptum sinum vid mislima og araba, borgarastrid. bokstafstoi, umbverfis
spjoll, milefni & bord vid réttindi kvenna, ftekt, mannréttindi, offjilgun og andid
i islam, svo eitthvad sé nefnt, eru allt pattir sem hafa halt dhril & vidfangselni
ljilmargra arabiskra myndlistarmanna.
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Skrautritunarskolinn

Skrautritun (kalligrafia) tengist ekki adeins triaarlegri, hokmenntalegri og listranni
fortid myndlistarmannanna, hin er jafnframt lifandi pattur | nitidinni sem gegnir
ennpia mikilvegu hlntverki i 1ifi peirra. bannig foru arabiskir myndlistarmenn
ad gera sér |jost ad hagt vieri ad tengja ndtimalistastelnur peirra eigin menningar
arlleifd. Hreviingn sem hvatti til endurvakningar arabiskear arfleildar dx fiskur um
hrygg o hiin nid 3 hidmarki pegar skrantritunars skalinn § myn dlist tok ad lita ad sér
kve 'u ! ar fundu myndlistarmenn fagurfraedi sem peir gitu samsamad sig vid og um
leid beitt vestraznni pjalfun sinni med islamska menningu ad bakhjarli og has I| er

!|_|nr|.|l__' ;|I.=.||| 'l.|||| | Ir|1'lilli:lﬂ.l I'LI|.!II|II.




Afstraktlist

Hueigdar i til alpjodabyggju og nitimavaedingar hefur einnig gaett i listalifin i
arabaheiminum. Hin nidi himarki i stefnu sem t6k upp alpjodlegan stil in nokkurra
stadbundinna einkenna eins og afstraktlist, vinseelustu stefnunni medal arabiskra
listamanna

samt sem ddur er ekki hagt ad draga oll verk § dilka. Til demis tengja Racuin
Konacun, Mavsoos (s og Saain Sacaven kalligrafisk verk sin vidfangselnum sem
snerta pjodernishyggu og mannadarmil, en Laia Suawa beitir kalligrafiskri vegg
milun i verkum ginum og stillard verk Hawios Napa ern mitt 3 milli Pess ad vera

ahluthundin og symhbalisk

v syningunni Milli godsagnar og veruleika—mitimalist frd arabaheiminum eru
verk eftir 16 myndlistarmenn fri sextan loindum ug spanna peir nokkrar kl-.'n.-;l.'..r'lir
listamanna [rd peim elsta, Famgrissa e (goi—1g91) til hins yngsta, Kaniva Bes
Ormastan (I 1g72). Medal verkinna sem valin voru ern malverk, atimyndir, hisgg-
myndir og innsetningar fra Ronunglega fagurlistasafninu i Jordanin. Frid 1980 pegar
Listasafnid var stofnad med 77 verkum hefur pad stakkad mjig svo i eru par 1800
verk eftir listamenn fri 45 prounarlondum, Petta er langstersta saln sinnar tegundar
sem til erundir einu paki.

Fyrir hind Konunglega listfélagsins pakka ég Hannesi Sigurdssyni, forstodumanni
Listasalnsins & Akureyri, [yrir ad eiga hugmyndina og frumkvedi ad pessar syningu
i lok sidasta drs. Eg bakka einnig Firiki Porlikssyni, forstidumanni Listasafns
Reykjavikar, fyrir ad hysa hana. Milli godsagnar og veruleika —nitimalist frd
arabaheiminum ber islensku pjodinni bod fegurdar og sannleika og veitir henni
drlitla innsyn { arabiska niatimalist sem vonandi studlar ad i ad opna gluggann i dnt

ad menningu okkar og mannlifi,




Arabisk skrautskrift i
islamskri myndlist
@ eftir Widjan Ali

Flestum ber saman um pad ad helsta einkenni islamskrar mvndlistar s¢ marg-
breytileiki innan heildar eda heild sem felur § sér mikinn marghreytileika. Heildin
verdur best 1jad 4 arabisku med tawhid, i gudfraedilegum skilningi er pad . Eining
Guas®. | jglamskri myndlist merkir pad einingu alls hins islamska heims i kralti
heildstadrar menningar, Tungumalid er annar sameinandi pattur i hinum islamska
heimi sem nadi yfir lind allt fri Spani og Marokks til Indlands og Indonesiu par sem
prounin hefur ordid med svipudum hatti i tima og rimi pratt fyrie mismunandi
landiredilegar ogsigulegar adstaedur. Arabiska er tungumal Koransins, en skrifletur
hans hefur verid tekid upp 4 storu svaedi sem neer frd Indlandsskaga til Nordur

Afriku. Ridandi stada hinnar arabisku tungu var forsendan fyrir peirri menningar-
legu einingu sem ordid hefur um allan hinn islamska heim,

bt islamstriiin sjalf takmarkist ekki vid einn kynpatt var formleg tjaning hennar
enign ad sidur af arabiskum toga. Par sem arahiska var mil Koransins vard hin hid
helga tungumal islam og hefur a8 meira eda minna leyti métad hugsunarhatt allra
bjoda miislima.' Saga islam i dndverdu leidir i jos hvernigarabiskur minnihluti vard
ad storvelidi sem prongvadi gildismati sinu og hugsunarhatti upp & hin ymsu menn-
ingarsamfélog i krafti menningar sinnar fremur en efnislegra 1;*1'1rr.=ur‘llaz Pad voru
arabisk ahrif sem breiddust it af visldum islam en ekki ofugt. An islam hefdu arabar
ekki dreifst utan Arabiuskagans og hugsunar- og tjiningarform peirra fest ratur
medal peirra pjoda med fasta bisetu sem peir ligdu undir sig med tungumali sem
lifad hefur af pa hnignun sem yfirleitt herjar 3 tungumal med timanum, Vegna pess
ad arabar voru hirdingjar gitu peir vidhaldid bevgingar- og ordmyndunarkerfi
arabiskunnar sem atti sér retur i Lighok Hamurabis 4 19. og 18. old £ Kr. Arabiskir
Bediinahirdingar sem bjuggn utan pétthylisstada gettu pess ad vardveita tungu-
mil sitt par sem pad var hid eina sem skip peim menningarlega sjilfsmynd 4 ferdum
peirra Bokmenntir og ljoalist, sem haegt var ad vardveita i munnlegri geymd.
voru helsta listraena tjaningarform peirra. Arabiska vard ekki adeins hid bindandi
tungumal Koransins, heldur lika sameiningarafl § listskopun at um allan hinn
islamska heim og skrifletur hennar bar pessari einingu synilegt vitni og var grund-
villur islamskrar triar og menningar i heild.

| fslamskri menningu for arabisk skrift [ram ar tungumalinu sem tniartikn og
arabigkum mislimum 16kst ad lita tungumal fjolmargra peirra svaeda sem peir ligdu
undir sig vikja. par & medal Syrlands, Iraks, Egyptalands og Maghrib (Nordur-
Afriku), og ad lokum leysti peirra eigin tanga pau af holmi. betta var i sjalfu sér
talsvert afrek ef pad er haft i huga hve fiir peir voru sem toludu arabisku, hofdu

1. Atk Artof the Arab Workd (Washington, 1975), b 9.
1. Burckhasdt: Art of hbam, bils. 041
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sennilepasio skiringein
ahinni eingtadu firun
skrodntunar i Bslam voriad
senfiin var dlitin heilg
P Blonad s s tr

o Lad 1 anlamakry skrol
skerift op mikilvasn hennar
ersamibverilegt vid iniasles

midlverk a Festurlondiim

upphaflega komid fri Arabiu og ekki biid vid a-dri sidmenningu. A hinn baginn
reyndist audvelt ad breyta um skrifletur 4 nyju yfirrddasvedunum, eins og svedum
Persa og Tyrkja. Fra taknilegu og praktisku sjonarmidi stod innlenda skrifletria
idulega hinu arabiska ad baki. Pott mennvieru ad rjifa tengslin vid fortidina med i
ad skipta um skriflerur glomdu peir i raun ekki miklu: pvert & moti audveldadi pad
peim ad lesa sem Lerdu nyja letria,

Sennilegasta skyringin  hinni einsta:du proun skrautritunar i islam var ad skriftin
var dlitin heilig og atheimti 30 gt vieri vandvirkni og nakvaemni pegar gengid var
fri triarlegum skjolum. Hin vard til pess ad mislimar fengu itris fyrir triarkenndir
sinar og uppgotvudu fyrir milligongu hennar fegurd hins guddomlega skopunar
verks. Frd pessum sjonarhili dvann skrift sér stédu listraens midils 4 ollum svidum
islamskrar sidmenningar. Arabisk skrautritun métadist, proadist og efldist svo
snemma og breiddist svo hratt it ad par attu raunar hlut ad mali fyrstu kynslodir
miislima. Rimlega hundrad skriftarstiltegundir hafa proast i hinum islamska heimi.
Fjstmarg tilbrigdi i skrift atn ractur ad rekja til peirra morgu rita sem skrifud voru
um skrautskrift. Hver still [vlgir inum eigin reglum og hlutfollum sem rada notkun
hans og markmidum og fylga parf tilteknum malikvordum. Pannig blindudust
trii og list i islamskri skrautskrift og mikilvagi hennar er sambeerilegt vio triarleg
milverk 4 Vesturlondum.* begar fram lidu stundir gat skrautskriftarlistin af sér
omnur listform svo sem Iysingu | handritum. bokband, myndskreytingu handrita,
munsturgerd. leturgroft og blek- og pappirsgerd.® Hiin var lika notud sem skreytinga-
prittur i byggingarlist og 4 alls kyns fzranlegum hlutum.

Enda part Koraninn hafi opinberast & arabisku var pad skrifletrid, fremur en
tungumilid sjalft. sem vard hid helga tikn islam. 54 helgiblaer sem er yfir skriftinni
er i hasta mita islamskur vegna fess ad mikilvaegi hans stafar fra hinni helga bok
sem er mitengd hinni islimsku umredu i ondverdu um hugtakio ,Ord Guds®,
I islam er logd meiri dhersla 4 Bokina en i nokkrum 6drum triarbrigdum. Petta eru
fyrstu og einu triarbrogdin par sem greint er & milli peirm sem adhyllast skriflega
opinberun og annarra; ahl al-kitab eru gydingar og kristnir menn sem einnig toku
vid ritudum opinberunum. A hinn boginn gegnir skriftin ekki adeins pwi hlutverki
ad vardveita ord Guds med i ad faera manninum Koraninn. Hin pjonar cinnig
hokmenntalegum og visindalegum markmidum af gofugasta tagi sem ug nytsam-
legum minnisgreinum kaupmanna og vegejakroti hinna lagri settu

Fraedimennska mislima byggdist & hinu ritada ordi og pad var einmitt petta sem
studladi ad mikilvgi hennar. | augum mislima er hid skrifada ord eiginleiki sem
takmarkast vid mannkynid; pad greinir menn fri drum dyrum. felur i sér  mal
handarinnar. tiningarmita hugans, fulltria vitsmunanna, virslumann hugsunar
innar, vopn pekkingarinnar og félaga braedra 4 tima adskilnadar®.? Skriftin var
i pridja saeti eftir hugmyndum og vitsmunum: hag var ad G hugmynding med hinu
talada ordi sem ddladist fyrst varanleika og alnand vid skriningu. Pannig var skriftin
mynd af mynd af mynd og lokaifanginn i allri menningarvidleitni. Hin 1édi afrekum

4. Rosenthal: 4 Essajs an Art and Literature in fdan, bls, 59,

5. Rosenthal: 4 Exsays on'Art and Literstune in ilvn (Leiden, 1971), bls 54
6. Rowenthal: 4 Fssays an Art and Literature i ilarm, bls 52-53

1. Schimmel: Calfgraphy and lkiamc Cusltuee, bls. 1,
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mannsandans ddaudlegt ylirbragd og vardveitti pan fyrir framtidina. Skrift { islam
hafdi gridarleg ahrif. Fyrirutan grundvallarotkun var hin hirfint og omissandi teki
i menningarstarfsemi af ollu tagi. Hin var einkar handhagur midill til listrannar
tjaningar og til ad deila med sér og tji helgi tniarbragdanna.

List iglamskrar skrautritunar er arabiskust allra formlista islam. En vegna pess ad
Koraninn er 4 arabisku tengist hin ollum hinum islamska heimi og er talin gifugust
allra listgreina. Soldinar jafnt sem venjulegir menn lardu og logdu stund & hana.
Gagnvart henni voru allir jafnir, rikir sem fivekir, sterkir sem veikir.
Tyrkjasoldaninn Beyarid 11 (1481~ 1512) nam skrautritun hja mesta skrautritara pess
tima. hofdingjanum Hamdullah: medan hafdinginn idkadi skrautritun sina helt
solddninn d blekbyttunni fyrir hann ®

Bar ed skrautritun hefur verid dtbreiddasta listgreinin @ hinum islamska heimi Q15
kunna allir sem geta skrifad ad meta handbragd gods skrautritara. Med fwi ad

sameina mjig nakviema geometriu og leikandi hrynjandi hefur arabisk skrift ordid

tiknraen fyrir fagurfredilegt naemi allra mushimapjéda. Nestum allar hinar dliku

stiltegundir hennar, sem til urdu & ymsum timum. eru ennpa idkadar i ymsum

hlutum hins islamska heims.

Vegna pess hve arabisk skrautritun hefur yfir sér mikinn helgibla og hve hin hefur

mikla pydingu i hugarheimi muslima er hiin eina form klassiskrar listar. fyrir utan

timlist og byggingarlist. sem hnignun og stodnun hafa ekki hrjad. bar sem hiin hefur

avinlega verid nitengd uppskriftum Koransins hefur him ekki adeins haldid sinum List telermakrvir akrautiwn
upphaflega virduleika heldur hefur einnig tekist ad tryggja samfellu hennarsem st erarahickus allro formbi

forms i fimmtan aldir. Pot adrum listgreinum bokarinnar, svo sem myndskreytingu glam. En vegna Jess ad
handrita, bokbandi og lysingu handrita. hafi hnignad og paer ninast daid dterhaldia — Adanian ero ambih
afram ad ioka list skrautritunarinnar i ollum islomskum rikjum. bannig er  tengoet huin dllam hinum
skrautritun eina heldbundna islamska listformid sem hefur lifad al og er eina wlamsko heimi og er ol
klagsiska myndlistin sem hefur haft ahrif & verk natimalistamanna i hinum islamska  gofunan allaa g
heimi.
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Vio erum ,hinir”

eftir Olaf Gislason
Nil hefur gamla nlende Sogurnar af Sindbad sefara og hinni fogru og hugpridu Sjerasade ir bisund og einni
felna i st stad - ndttu i pydingu Steingrims Thorsteinssonar og persneski ljsdaflokkurinn Rubayat
o med henat st mynd of i pydingum peirra Einars Benediktssonar og Magniisar Asgeirssonar hafa verid fyrstu
arabahelminum sem birtist - kynni flestra Islendinga af arabiskri og persneskri menningu. Timalausir avintyra-
obkur s i heimar um fegurd, munid, hugprydi. grimmd og forgengileika, sem féllu vel a0
af magadansmaerinn: draumkenndum hugmyndum romantikurinnar um framandi lond OF menningar
[ kswrenahieirt salddnsin: heima & blémaskeidi nylenduveldanna i Eveopu. Heillandi avintyraheimar sem

audvelt var ad lita sig dreyma um, en gifu po allt annad en raunsaja mynd af peim
pidaféelagsveruleika sem pessi skaldskapur var sprottinn ir.

Nii hefur gamla nylendustefnan runnid sitt skeid og med henni si mynd af araba-
hetminum sem birtist okkur skyrast i myndinni af magadansmeerinni i kvennabiri
soldinsins. | stad hennar blasir vid annar veruleiki- i fjolmidlunum heyrum vid
skelfilegar sogur af palestinskum stilkum sem ganga med sprengjur innanklada og
sprengja sig i loft upp a fjolfornum stodum i Israel og skilja eftir sig dauda og
tortimingu. Pessar tver kvenimyndir, svo dlikar sem par eru, viga sér po eint
sameiginlegl § augum margra Vesturlandabiia: pacr tilheyra Hinum. par eru fram-
andi fyrirbaeri i okkar samfélagi og stadfesting pese ad vid séum ddruvisi.
Ambdttirnar og hrydjuverkamennirnir, pad eru Hinir.

Palestinski utlaginn og bokmenntafredingurinn Edward W. Said hefur med
skrifum sinum vakid athygli i pvi hvernig si mynd sem Austurlandafradin | Evripu
hafa dregid upp al menningu og sigu pessa heimshluta einkennist af menningarlegri
emsyni sem endanlega lelur i sér valdbeitingu. Hann segir: ,,(hokmennta) gagnryni
samtimans er stofnun sem hefur pad hlutverk ad stadfesta opinberlega okkar gildi,
pad er ad sega okkar evropsku og ylirdrottnandi elitumenningu, um leid og hin
gefur mnnum graent ljos & ad dstunda i einkalifinu dhefta tilkun alheimsins sem
fyrirfram er dazmd 1il ad verda dendanlegur misskilningur & mistilkunum®".

Til pess ad skyra mal sitt segir Said medal annars stutta stigu frd pvi pegar hann hiti
embettismann | bandariskavarnarmalardduneytinu i timum Vietnamstridsins. Said
sagdist | barnaskap sinum hafa viljad forvitnast um pad hja embattismanninum,
hvernig si manngerd veeri innrétiud, sem léti sér koma til hugar ad fyrirskipa
hilleygum B-52 sprengjuflugvélum ad varpa sprengjum sinum i slikum meli yfir fjar-
legt land § Austur-Asiu i nafni bandariskra hagsmuna og i peim ylirlysta tilgangi

1, .Contemporary crticim is an imstitution for publicly aflimming The vakues of o, that & Eurapean, dominant elite
culture, and for peivately setting loose the unrestrained inteipretation of & universe defimed in acvance as the endiess
misreadieg of & misinterpretation.” EW. Said: Secular Criticism |, The Warkd, the Text and the Critic”, Cambridge 1983,
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ad verja frelsid og uppraeta komminisma. Neistu pad, kaeri vinur,” sagdi embacttis:
madurinn, _,ad varnarmélarddherrann er fokin manngerd: hann passar kannski
ekki inn i pi mynd sem pi hefur gert pér af kaldrifjudum og mordddum heims-
valdasinna. Sidast pegar ég kom i skrifstofu hans si ¢g ad Alexandriukvartettinn eftir
Prurell i  skrifbordinu hans.*

Tilvist pessa bokmenntaverks i skrifbordivarnarmilaridherrans atti ad vera stnnun
fyrir pvi ad ridherrann geti ekki verid si kaldrifjadi slatrari sem Said hafdi imyndad
gir, Ivert & moti setti bokmenntaverkid ridherrann i menningarlegt samhengi sem
i endanum var hin vesturlenska menningararfleifd med allri sinni yfirbyggingu
og ylirburdum. vesturlensk sjilfsvitund sem um leid skilgreinir og itilokar Hina™
i forsendum sem Said likir vid triarsannfering eda kreddu. Hin skarpa gagnryni
Said & menningarlega einhyggju er medal annars sprottin af peirri reynslu hans ad
komast til #dstu metorda innan hins vesturlenska hiskolasamfélags sem flota-
madur og itlagi ur eigin fodurlandi.

Astada pess ad drepid or 4 pessa umraedu hér er ad ni hefur Listasafnid 4 Akureyri
i samvinnu vid Listasafn Reykjavikur sett upp syningu 4 voldum samtimamalverkum
tir Konunglega fagurlistasafninu i Jordaniu, og par med gert tilvaun il pess ad birta
okkur enn eina myndina al pessum heimshluta. Mynd sem gerir tilkall til pess ad
koma utanfra og kalla & 0druvisi samskipti milli menningarheima sem biiid hafa vio
menningarlega itilokun (eda ,misskilning a mistilkunum® eins og Said ordar pad),
sem ad einhverju leyti hefur sennilega verid gagnkvaem, allt fri upphafi nylendu-
stefnunnar. Petta er parft verkefni, en um leid vandasamt, og kann ad vekja upp
margar erfidar spurningar sem varda sjalfsimynd og atilokun um leid og peer snerta
samekipti pessara menningarheima og snertifleti peirra.
Petta e pearft verkefr
Oliumalverk  striga og blindramma er eveopsk uppfinning sem 4 sér um 500 dra eo i leid vandasan
sogu. | evropsku samhengi hefur pad gegnt Iykithlutverki vid skopun peirrar sjilfs- — og kann ad wha upp
imyndar sem okkur Evrapubinm er tamt ad spegla okkur i. Olivmdlverkio vard til mangrerfidiar spumingar

med tilkomu himanismans i evropskri menningarsigu sem um leid markadi em varda: galfsimynd
upphafia ad afhelgun listarinnar og vidskilnad hennar vid einsleita og altaeka triar- o atilakun o lesd og fuer
lega kennisetningu. Vid sjaum pennan adskilnad med tiknrenum hatti i veggmynd merta samskipti lessarn

Masaccios al brottrekstri Adams og Evu tr Paradis i Brancacei-Kapellunni i Florens menningarheima dg inerti
fri drinu 1425, | arabaheiminum 4 oliumilverkid sér hins vegar adeins  [leti peiorn
um 100 ara sogu, og tilkoma pess vard ekki sist fynir vestren dhrif 4 arabiska

menningu. Pad voru arabiskir listamenn sem dvalist hofdu i Eveopu um og upp tir

aldamdtunum 1900 er innleiddu pessa listgrein i heimalindum sinum. Pi pegar

hifdu nokkrir af framsynustu forsprokkum eveopskrar framirstefnu (td. Marcel

Duchamp) reyndar 360 fyrir sér ad skeid pessa listforms vaeri senn & enda mnnid

sem spegill vesturlenskrar sjallsimyndar,
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Pad vari demi um augljdsa menningarlega einsyni ad telja pessa sidbornu fedingu
olinmilverks 4 striga vera stadfestingu 4 vanproska eda undirmalshetti hins arabiska
menningarheims a svidi myndlistar. Pvert & moti, pa 4 arabaheimurinn sér afar frjoa,
djupa og merka myndlistarhe{d sem einnig hefur haft margvisleg dhrif & evropska
menningu i gegnum aldirnar. Ordid arabeska er | flestum evedpskum tungumalum
alpekkt hugtak, notad medal annars um féttustil i ormamenti, Arabisk dhrif erovida
sjaanleg i byggingarlist og veggskreytingum & Sudur-Spani, Sikiley og Sudur-ltaliu.
Arabisk teppi eru alpekkt heimilisprydi & evropskum heimilum, og pannig mactii
lengi telja,

Hin arabiska listhefo 4 sér aldalanga sigu par sem tilkoma spimannsins Mahameds
i 7. 0ld markar viss pattaskil. Eftir hans tima einkenmist arabisk list frekar en dduraf
abstrakt myndhugsun og fribvarfi rd eltirlikingu nattirunnar. Pad var i samraemi
vid bann spimannsins 4 pvi ad gera myndir afl monnum og dyrum. vi e laul-
flétturnar og kalligrafian kjarninn i arabeskunni, Um leid urdu til i arabiskri listhefd
drofa tengsl fagurfredilegrar og triarlegrar hugsunar. Ad baki hennar liggur
hermetisk dulbyggja, sem a sér lyrirmyndir i nyplaténskri dulhyggju forngriskra
heimspekinga i bord vid Plotinus, er litu & sameiningu mannsins og alheimsandans
sem adsta markmid mannlegrar tilveru. Hin islamska dulhygga, sem kennd er vid
sifisma, 4 sér hlidstadur i kristinni midaldadulhyggju, par sem cinnig koma fram
clasemdir um gildi eftirlikingar d yfirbordi nattarunnar i vidleitni mannsins vid ad
nilgast sannleikann og guddominn. Sifistarnir persnesku vildu brenna helgimynd-
irnar vegna pess ad par afvegaleiddo menn fra vegi sannleikans med eftirlikingn
dyfirbordi hlutanna. Somu hugsun finnum vid hja kristnum dulhyggjumonnum eins
og t.d. Meister Eckhardt sem sagdi: L Ef pi vilt hnetukjarnann, pa brytur i skurnina,
Sama gildir ef pi vilt uppgdtva nattiiruna umbidalaust, pa parft i ad brjota nidur
allar myndir hennar.“? Kjarni listarinnar var af andlegum toga en ekki efnislegum,
eda eins og persneski dulspekingurinn og sifistinn Shams [rd Tabriz ordadi pad;
wListirnar eru allar skuggamyndir af formum hugtakanna * 2

Petta i lika vid um mynstrid § arabiska teppinu sem allir Vesturlandabiar pekkja.
Okkur er tamt ad lita & pad sem skrautlega mottu til ad ganga 4. Merkingu pess ma po
rekja til banaidkunar spimannsins i fyrstu moskunni. par sem hann lagdist i hnén
og lét ennid snerta jordina cda mottuna sem hann kraup 4. Samkvemt islamskri
listhefd & teppid og mynd pess ad endurspegla hugmyndina nm himnariki 4 jirdu,
tengingu himins og jardar. Tilgangurinn med gerd hins arabiska teppis er pvi fyrst
og fremst triarlegur *

2. Meister Eckhaedt, Utg. F Pleifler, Gattingen 1914, bls. 333,

3. 54 tiktenun hid A. Coomaraswany: Mot swla filosofia cearte persiana | Il grande briide, Saggl di simbolica
e ane”, bis 211, Miland 1987

4. _The Prophet himsedt, it is believed, had first prayed before the diviie throne (al-'Arsh) before be prayed upon the
grownd (farsh), thus sanctifying earth as the mirmor and reflection of heaven, 1t is this sanctification of the ground
by the Frophet that bestowed a new metaphysical meaning upan the ground and the carpet covering It The caspet,
whether iof simple white color or full of geometsic and arabesque designs and pattems. is 2 reflection of haaver and
enables ona In expevience the ground upon which one sits a5 purifying, and 1o participate in the satred chasacter
of the ground.” S Nitin Kumar Lism: Aesthetics of a Mystc Raboion, hitpiwas exoticndiaar com/artcle/stam.
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heiminn verda kiyponidi,

Arabisk listhefd i sér flest onnur tjaningarform en mélverkid. Fyrir utan vefnadinn
sjaum vid hana i keramik og veggflisum, postulini og mésaik, silfursmidi, hand-
ritalysingum og kalligrafiu. en po ekki sist | byggingarlistinni. Listin | araba-
heiminum var ekki til komin sem munadur sem hengdur er upp & vegg til skrauts,
heldur var hiin til komin af naudsyn til pess ad gefa hlutunum merkingu og notagildi.
Eda eins og persneska skildid og sifistinn Rumi ordadi pad 413, 6ld: Malar malar-
inn mynd myndarinnar vegna, eda til gildra nota? Gerir leirkerasmidurinn vasann
vasans vegna. eda fyrir vainid? Notar skrifarinn ritlistina hennar sjalfrar vegna, eda
til pess ad hiin s¢ lesin? Hid ytra form hlutanna stefnir ad 6synilegn formi sem & sér
enn annad form.... allt eftir proska ykkar til ad skilja.

Hugmyndir himanismans. sem vid sjaum endurspeglast i Midrenskei malaralist via
upphal 15. aldar, nadu seint ad festa retur i hinni arabisku listheld. Per hugmyndir
hirta okkur frahvarf fri gudshugmynd midalda og marka upphafid 4 adskilnadi
manns og puds, hins heilaga og veraldlega, tniar og stjornmila, pekkingar og triar,
sem lyktadi endanlega med peim .dauda guds® sem Nietzsche bodadi svo
spamannlega sem 6rlog taknimenningar nitimans i lok 19, aldar. Pessi afhelgun
heimsins hefur verid megineinkenni vestrennar menningar fra upphafi himan-
ismans og hid moderniska olinmalverk er skilgetid afkvaemi hennar.

Pegar oliumdlverkid festi ratur | hinum arabiska listheimi kom pad eins og vind-
sveipur inn i timalausa kyrrstodu peirrar listhefdar sem alla 110 hafdi sniist um
timalaus, obreytanleg og eilif gildi sem voru af triarlegum toga. Pannig endurspeglar
st myndlist sem kynnt er & pessari syningu motsagnakennd 4tok arabaheimsins
vid samtima sem ekki verdur umflainn og mun ohjakvemilega grafa undan peim
frumspekilega stodugleika og einhyggju sem hefdin hvilir 4, Hin endurspeglar medal
annars pann vanda arabaheimsing sem folginn er i sidbinum adskilnadi hins
veraldlega og andlega, triar og stjdrnmila, gudfredilegra kennisetninga og visinda-
legrar pekkingar, hefdar og takni, Pessi myndlist synir okkur jafnframt vidbrigd vid
timabundnu astandi og gerir tilkall 1il ad spegla sibreytilega og hverfula mynd
samtimang. par sem hin eilifu og obreytanlegu sannindi eru a undanhaldi. bessi
samtimi verdur ekki umfliinn vegna pess ad hann er knidinn ifram af éstodvandi vél
taknimenningarinnar og hnattvedingarinnar. Pannig vekur pessi syning upp
spurningar er varda glimu arabaheimsins vid samtima sem er fullur pversagna par
sem spurningar um sjalfsimynd og atilokun og um hina veraldlegu syn 4 heiminn
verda knyjandi,

5. Mevlana Jalajuddin Aumi [d 1273); Mathaawi, V. 54 Coomaraswamy, bls. 200,




Par komum vid aftur ad peirri hugsun  Edwards W, Saids sem hann kennir vid
eraldlega gagnryni® eda Secular Criticism™; hin beinist ekki bara ad cinsyni
Austurlandafredanna & Vesturlondum, sem hann likir vid triarkreddu er logleint
hafi skipulagdan misskilning i pessum menningarheimi og réttlett menningarlega
o cinshagslega yfirdrottnun. Hin  beinist ekki sidur ad triarlegum
og pjodernislegum kreddum sem vid finnum jafnt i fsrael og i sjilfum araba-
lmhmnum bar sem Said & raetur sinar sem palestinskur Gtlagi og barittumadur fyrir
frelsun atilands sins undan herndmi og triarlegri adskilnadarstefnu. Said hefur
elnmitt verid gagnryndur af sumum samlondum sinum fra Palestinu fyrir ad boda
vesturlenski gildismat med dherslu sinni 4 veraldlega gagnryni®, ad han beinist
gegn triarhefdum og pjodernishyggju hins arabiska menningarheims & svipudum
forsendum og sja ma i Austurlandafredunum® & Vesturlondum.

Said hefur svarad pessari gagnryni med pyvi ad vara vid notkun hugtaka eins og
delamekur® eda vesturdenskur® | pdlitiskum tilgangi. Slikar alhaefingar komust
i himaeli eftir drasina d tviburaturnana § New York 11 september 2001 i urdu
margir til ad vitna i framtidarspi Samucls Huntingtons um ad dtakalinur
framtidarinnar i heiminum yrdu hvorki af efnahagslegum né hugmyndafradilegum
toga, heldur myndu pare felast § drekstrum milli menningarheima islams og
Vesturlanda ® Said hefur bent  ad hugtakid Vesturlond sé notad i pessu samhengi til
peess ad draga fjodur yfir fislmenningarleg einkenni flestra rikja & Vesturltndum og
0 hugtakid islam i pessu sambeng rugli saman § einn pott jafn 6likum menningar-
samfelogum eins og Indénesiv, Tyrklandi, Bosniu og Alsir, dn ess ad séd verdi
a0 pau eigi sér pann samnefnara er réttlan slika alhefinga.” Alhwefingarnar hafa
sidan ferst i aukana med nyrri hugtakasmid 4 bord vid  mondulveldi hins illa™ um
leid og pad er ordin vidtekin venja fjolmidla ad tala um islamska hrydjuverka
' menn®, 4 medan pad vaeri talid fiheyrt ad tala um kristna hrydjuverkamenn eda
avdingahrydjuverkamenn i hlidstedu samhengi.

Dessi syning 4 arabiskri samtimalist @tti ad vera okkur tilefni til pess ad hugleida
menningarleg samskipti okkar vid pennan fjarlega heimshluta sem er okkur po ckki
fjarlaegari en «vo 40 vid maetum honum daglega i fréttatimum ljdsvakamidlanna, auk
pess sem s stadrevnd blasir ni vid ad mislimar ern ordnir fjilmennari en Islend-
ingar i samfélagi Nordurlandapjoda: fjoldi peirra mun no nilgast hilfa miljon ®
Ef grannt er skodad getum vid fundid hluta af sjitfum okkur i peim myndum sem her
eru til synis. b forum vid ad nilgast b nidursiddu sem andafir i sem haldid var
fﬂmi upphali um ambattina og hrydjuverkakonuna: Vid erum hinir.
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Petta litla 1jod (hér til hlidar) skrifadi skildkonan arabiska Olija bint al Mahdi sem
var Fedd drid 777 og il til drsins B25, Vid lestur [joda og skodun myndverka og med
pvi ad hlusta 4 tomlist arabaheimsing hefur mér fundist pad eftitektarverdast hvad
ramantikin er rikjandi i 6llu sem peir fast via. £ila maetti ad pilitisk vitund setti svip
sinn i rikara macli 4 vidfangsefni peirra midad vid nitimastguna,

Adrir sem skrifa i pessa syningarskrd gera malaralistinni itarleg skil. Eg mun i sniia
miér ad ddrim pattum sem eru ekki sidur nandsynlegir til skilnings d pessum heimi,
Fg mun heldur ekki skrifa um menningarheiminn i prongri merkingu myndlistar.
ljodagerdar, singvahefdar og pess hittar, Fyrir mér vakir ad skrifa um patti sem
vefjast fyrir okkur.

| ljiei pess ad vid eigum oft  brougleikum med ad skilja okkar eigin menninga rheim
er kannski ckki ad undra pott adrir menningarheimar, straumar par og stelnur og
ekki sist hugsunarhatturinn sem ad baki byr komi okkur spinskt fyrir sjénir
Vissulega hefur menningarheimur araba, long saga hans og arfleifd sérstodu. Vid
hisfum augljosari porf fyrir skilning & honum nina af dstedum sem parf ekki ad
tiunda. Og ef okkur tekst ckki ad brjita hann til mergjar getum vid po altént reynt
ad igrunda lorsendur peirra hugmynda sem hann d retur i,

er pjodir sem bygga heimshlntann sem vid wlum um i daglegu tali sem araba
heiminn telja hatt i prji hundmd milljonir manna, Pad segir sig sjallt ad pad eru
margbreytilegir hopar med mismunandi afstodu, lifsvitund og skodun. Pad er eitt
sem fyrst og fremst sameinar pennan heim, tungumilid arabiska sem allir tala og
viga. Mallvskur eru breytilegar frd einu landi til annars en aldrei svo ad menn skilji
ekki hverjir adra. b er ritmalid alls stadar pad sama. Med pvi ad menntun eykst alls
sladar i pessum londum hefur hid daglega mal smam saman verid ad ferast neer pni
sem viod killum Klassiska arabisku og er tungumalid sem Koraninn er skrifadur d.
Atla ma ad af pessum fjilda séu um go' dhangendur islam. Hinir eru kristnir eda
gydingatriar. Pessar tolur eru settar fram med fyrirvara en attu ad vera narri lagi.
Ad eiga tungu og trii sameiginlega— ad er einstakt og pad er i augum araba undur-
samleg arfleifd,

Iess gaetir mjog greinilega ad vid eram haldin dkvednari fordémum gagnvart pessum
heimi. Eg leyfi mér ad visa til eigin reynslu og kalla pad stundum andiid. Okkur finnst
stafa af honum ogn. bar finnst mér § umredum oft skilja & milli menningarheima.
Tokum austurlenskan menningarheim. kinverskan sem daemi. Vid pekkjum hann
litid og pad skiptir ekki ykja miklu mali. Vid virdumst setta okkur vid ad hann
st odruvisi, jafnvel finnast pad bara skemmtilegt. Og litum svo par vid sitja.

Marokka
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fullbvrchinineent fram?

Menningarheimur araba er sveipadur dulad. Hann er floknari og fjandsamlegri
i hugrenningum okkar. Umhugsunarlaust segja menn: Arabar ¢ru grimmir og
miskunnarlausir. Petta era hrydjuverkamenn og upp til hépa hid mesta illvadi.
Eg spyr & moti: Hvada forsendur gefum via okkur pegar vid kostum slikum full
yroingum fram? Erum vid ad verda hlutdregum frénaflutning ad brid pegar vid
diemum til ad mynda vinan og metinn stjérnmalallokk eins og Higbollah § Libanon
sem hrydjuverkaflokk og punktur?

Skiljuwm vid hugmyndafradi hans, viljum vid skilja hana og er hin almennt pess virdi?
Skiljum vid ad pessi flokkur var stofnadur sem nedanjardarhreyfing i Sudur-
Libanon pegar Israclar hersitu svaedid og Hizhollah ma likja vid andspyrnu-
hreyfingar | Evedpulindum & timum nasista?

Skiljum vid ad eitt helsta tikn kigunar & konum i hugum Vesturlandabia. andlits-
bliejan, & ekki uppruna sinn i islamstra? Hyvergi 1 Karaninum er konum skipad ad
hylja andlit sitt og um netkun andlitshlzjunnar fer ymsum sogum. Ein er si ad hin
eigi uppruna medal hirdingaaettbilka i eydimorkum Arabiuskagans par sem hitinn
d daginn getur farid § fimmtin stig og kuldi 4 ndttunni § 20 stig og pad er lifs-
naudsynlegt ad skyla hudinni. Seinna er sagt ad Tyrkir hafi tekid blajuna upp 4
Ottomantimanum pegar peir voru allsradandi & pessa svaedi ogvildu med henni sina
akvedna stéttaskiptingu. | flestum triarbrogdum heims eru konur hvattar til ad hylja
hir sitt og'eda klwda sig siosamlega. Er pad kigun®? Er pad hefd eda er pad
einfaldlega svo ad sinn er sidur {Handi hverju? Getum vid hiér uppi Istandi bysnast
yhir kg kvenna medal araba pegar nokkurra mianada gomul dttekt hérlendis synir
ad enn er um 2030 prosenta lannamunur milli Karla og kvenna pratt fyrir g sem
Fyrirskipa somu Laun fyrir somu vinnu? Skiljum vid eda viljum vid skilja hio djipa og
framandlega heidurs- og blygdunarhugtak araba? bar sem heidur fjilskyldunnar
eralls stadar og 2tid tekinn fram viir einstaklingmn. Flekkun fjolskyldunnar er dypri
og dtakanlegri en annad og oft torskilin. Og § lettad Vesturlandasamicélagsins
fordaemum vid pad. | Vesturlandasamfélaginu par sem frjdlslyndid skal rikja eitt.

Skiljum vid ad konur i arabalondum verda fjarhagslega spilfstedarvid giftingu vegna
pess ad heimanmundurinn sem margir lita hornauga verdur séreign peirra vid
giftingn og madurinn mi aldrei snerta hann? Vitum vid ad eiginkona sem vinnur
utan heimilis ma ridstala tekjum sinum ad vild vegna pess ad framfersluskylda
hvilir alfarid & karlinum? Pad er kannski verid ad kiga pa? Skiljum vid ad dgtedan
fyrir i ad hjon vilja eignast sem flesta syni er ad peirra er ad sja fyrir peim § efri
rum en daetur eru lausar undan peirri skyldu? Eigi hjon ekki syni fellur fram-
[ersluskyldan ekki 4 deturnar heldur 3 nestu karlettinga. Skilum vid ad konum i
arabalondum finnst baratta Vesturlandakvenna fyrir jafnrétti vera innantom ef him
sriystwm ad karlinn rvksugi edavaski jafn oft upp og peer? Konur f arabalindum lita svo
dad réttindi kvenna til menntunar, almenns framgangs i atvinnulifing og ad pae njotl
virdingar i heimili sinu skipti meira mali en bvort paer purrki oftar af en karhinn,




Skiljum vid ad pad er ni 4 digum gimul pjodsaga ad alliv arabar eigi margar
eiginkonur? Pad vidgengst i rikn arabaléndunum, Fléarikjunum og Sadi-Arabiu.
Fn ekki annars stadar, medal annars vegna pess ad menn hafa hvorki efni & pvi né
heldur kierir eiginkonan sig um ad deila manni sinum med ddmm,

En vitum vid uppruna fjplkvaenis? Mihammed spimadur leyfdi ad hver madur maetti
taka sér fjorar eiginkonur og hvatti einkum til ad menn takju ad sér ekkjur. A peim
tima voru styrjaldir og 6iran daglegt braud ekki sidur en ni & timum. Fjolmargar
konur misstu menn sina i pessum stridum og attu firra kosta vil par til Miahammed
benti 4 ad eiginmenn pessara kvenna hefou fallid i heidarlegum bardogum og par
®ttu betra skilid en verda hornreka i samfélaginu. Ad visu med pvi forordi ad
madurinn kemi eins lramvid allar konurnar og mismunadi peim ekki i neinu. Ogad
hinar konurnar sem fyrir vorn gefu sampykki sitt ef madurinn vildi fi sér nyja konu.

Vitum vid ad skilnadir eru algengari en ddur og konur eiga oftar en karlar [romkviedi
ad peim samkvemt tolfrcdilegum skyrslum? Konur sem hafa verid giftar dur,
einkum hafi par att born. eiga jafn gida moguleika og hver dnnur til ad giftast aftur.
Getum vid ckki fyrirgefid arobum ad peir vilji ad stilkan sem peir giftast s¢ dspjoll

ud? bad er ekki lengra sidan en i kynslod foreldra minna ad pad potti sjalfzagt ad
geyma sig fyrir eiginmanninn i stad pess ad stikkva upp i bal med nasta manni eftir
klukkutimakynni. Getum vie kannski ekki fyrirgefid arobum ad par i londum pekkist
varla eda ekki alnemi vegna pess ad atlendingar eru settir § evoniprof  flestum
pessara landa ef peir bia par lengar en prjd manudi?

Ef vidd vilpeem skilpa aoradio
Er pad hlegilegt i okkar augum ad ungt arabiskt folk i giltingarhugleidingum vill verdurvid ad skiljo qd
leidetgn foreldra sinna | makavali | meira meeli en fyrir nokkram dratugum? Pad er ficlakvtdumimd beirrn og
ninast dhugsandi ad foreldrar hali ekki hond i bagga med ridahagnum enda segir uppbygming g rckdarsem 025

ungt folk: . Foreldrar minir eru peir sem pekkja mig best og vita hvernig maki hentar—— eralltonnir en fya ok
mér.” Samkvemt nyrri egypskni rannsokn eru skilnadir mun fatidari medal falks  Nonasto folshdda relar
sem hefur ind foreldrana um ad adstoda vid ad velja sér maka. Audvitad finnst okke adeins foreldrar og
okkur petta hallarislegt og i besta falli dspennandi en pi segja mong arabisk ung- b heltur einniyg afor
menni: . Pid takid allt at fyridfram, Vid eigum pad eftir. Audvitad hljomar petta  og omoie fodur og madio
askop barnalega | okkar sofistikerudu eyrum. En svona er petta og pad eralltad pvi - coatbinog feim bom
dhugsandi ad ungt falk gangi i hjonaband dn pess ad hafa blessun folskyldna sinna. — og afurog ommusstbion
Ahinn boginn leidum vid lika hja okkur, ef okkur synist svo, ad samkvaemt islomsk- i idar dtiir

i lisgum mi ekki neyda folk i hjonaband. 5¢ pad gert er pad ligbrot og pvi refsivert.

Efvid viljum skilja araba verdurvid ad skilja ad fjslskyldumynd peirra og uppbygging
o acktarsemi er allt dnnur en hji okkur. Nanasta fjolskylda telst ekki adeins foreldrar
og birn, heldur einnig afar og 6mmur, fdur og madursystkini og peirea birn og afar
og ommusystkini | badar attir, Allir pessir fjolskyldumedlimir eru i innsta hringnum
og allir lita svo i ad peir beri sina dbyrgd 4 6drum i fjolskyldunni. bad skodast ekki
sem afskiptasemi heldur umbygga fyrir velferd og soma folskyldunnar. A hinn
biginn er ég ekki i nokkrum vafa um ad fyrir wtanadkomandi atlending sem giftist
inn { arabiska fjolskyldu getur pessi alltumfadmandi umhyggja ordid dkaflega preyt-
: andi, Peir elstu i fjolskyldunni njota oumdeildrar virdingar og pad er alvarlegt ef ein-

i"' hverjum hinna yngri dettur i hug ad gera eitthvad pad sem peim pactti ekkivio haefi.
i

i Lih_\ : Jalestina



Gotum vid ekki Fyricgelid ardbum ad i londum peirra er ekki vestrient lydraedi?
Cretum vid skiliad ad vestrant Waredi er ekki hentug atllutningsvara par sem annar
hugsunarhittur og adrar hefdir eru § gildi? Eg er pé fjarr pvi ad meela einredi eda
hardredi bot sem vidgengst i nokkrum arabarikjum, En ef vid erum svona elsk ad
Iydreding ma pa ekki lika tala um arabiskt Ivdradi og skilgreina pad a annan hitt en
vestrent Woredi? Arabigkt I¥draedi erad Ferast i betra horf en frir nokkrom arom,
o atdrmiklar breviingar eri ad verda { londum cins og Katar, Barein, Marokkd,
Fimis. Libanon og Jardani og drlar meira ad segga d pvi | Syrlandi patt onnur eigi o

altur lengra i land

| minum huga er menningarkesi og menningarskilningur ekki adeins vitund og
bekking & menningu i prongri merkingu. Menningarlesi er einnig ad skilja
|:|||-r1|'- lagid, arabizka |l5-n'li-'|.|;_'i-'| sem heild og § samhengi vid tl.'l-'l gem gerist. P
finnst meér rétt ad vikja ad nokkrum pattum sem eru ofarlega i huga manna i pessum
heimshluta og hala dhrif 4 hogsun og menningu i '-JI.I||'II sir, bvi s alstada helur
cinnie fett al sér -L.'||l:l.||d-. skodanir, bokmenntir, songva og dansa pott hiin eigi ¢ kki

upp a pallbordid hja okkur

Getum vid skilid alskipt Vesturlandastorveldanna Breta og Frakka efltir heims
styrjpldina fyrrd, pegar stjdrnvild pessara tveggja rikja skam upp londin ad eigin
:|'|:It|l|||.l of samkvemt eigin hagsmunum og -\;.Il. dnast i sameidi vid ibldana? Flest
gemm helur gerst i ||.--; sum heimshluta sidan rekur sig til alzkipta storveldanna og |:'.'Itl
gar emn dproin, Getum vid ekki skilid andidina 4 H.‘ulll.l]'lL|.‘|z||ll:|:|lt||'| gem hala
kamid eins og pevtivindur eda eldibrandur med sina forsjirhyggo inn i pennan
heimshluta til ao aegja ollum hvernig peir eigi ad haga lifi sinu? Peir stvdja cina
hreviingu , frelsissamtaka® i dag sem erordin ..||r‘u'l_!||u |'L.H_‘.1L;I:~.: = amorgun el hin
hlitir ekki leidstgn stora landsins i vestri
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Getum vid ekki skilid ad arabapjodum, sem allar hifdu biaid med gydinga innan

ginna landamara, ad mestu leyti i fridi og spekt. 6ldum saman, var ofbodid pegar riki

Israels var skellt beint ofan i midjan arabaheiminn og svo langt var gengid ad tilvist el
Palestinumanna var ekki vidurkennd fyrr en eftir ad Yasir Arafat hafdi stolnad PLO

samtokin? Audvitad er sagan lengri og floknari en hér er hasgt a0 fara it i en svona frividi formm |
ma petta hafa litid 1 i peirra augnm. Pvi hivfum i huga ad um pad bil sem fyrri heims-

styrjoldinni lauk voru gydingar 5 prosent ibia Palestinu en arabar um 93 prosent

Getum vid ekki skilid beiskju Egypta pegar Nasser paverandi forseta leitadi til

Bandarikjamanna eftir fjarmagni | Aswanstifluna. sem hefur ordid pessu fjilmenn

asta arabariki hreinasta blessun —neitudu peir honum af pvi einu ad peir grunudu

hann um ad verda ckki ndgu paegur? Nasser var 4 peim tima umfram allt metnadar- D2
fullur og pjédhollur Egypti sem vildi veg pjddar sinnar sem mestan og haldi ekki e
lineigst til pess sosialisma sem hann var sidar ordadur vid. Vitaskuld leitadi hann

rakleitt 1l Sovétmanna eftir ad Bandarikjamenn hifnudu honum,

Gretum vid ekki skilia gremju mislima § Libanon pegar Bandarikjamenn og Israelar
gerdu leynisamning um ad reka Palestinumenn ir landi arid 1982 en adur en sva yrdi
gitu [sraelar ekki 4 sér setid ad leggga blessun sina yfir ad hersveitum libanskra
kristinna falangista yrdi levft ad fara inn [ flotamannabidir vid Beirut. Sjabra og Caticrm vid ehder ikilid
Sjatila og rédu nidurligum um pisund hettulegra hiydjuverkamanna? Pegar [rétta-
menn og lissmyndarar fengu svo loks ad skoda lik hrydjuverkamannanna komu i ljos

nokkur ..mistok™ pvi hrydjuverkamennirnir reyndust vera bisrn, konur, aldrad falk nk o hevtivindeir s
og fatlad. Og radagerdir Bandarikjamanna i Libanon i pessum tima voru allar i pann dibirardur med
veg ad sundrungin sem var wrin fyrir i landinu. magnadist um allan helming uns rijdrhggu inn | pernar

bandariskn hermennirnir hurlo 3 braut vid litinn ordstir.

| SAF
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Getum vid ekki #kilid furduna sem greip um sig i Libyn pegar PANAM vélin var
sprengd ylir Skotlandi og 4dur en nokkrar sannanir ligu fyrirvoru sokudilgarnir ekki
adeins storskadlegir Libyumenn, peir voru gerdir ad flugumonnum Gaddafis
leidtoga landsins? Gat ekki verid ad peir varru bara 6tindir glepamenn sem hefdu
framid vodaverkid dn pess ad leidtog Libwu kemi par naeri? | stadinn fengu
Libyumenn yfir sig loftarisir frd Bandarikjamonnum sem bitnudu sem betur fer,
skyldi madur @tla, dalitid & Caddafli pvi auk fjolda borgara sem létust missti Gaddafi
fosturdattur sina.

Getum vid ekki skilid gremju arabapjodarinnar | frak sem var eftirlati
Bandarikjamanna—jafnvel pé sami forseti vierd par vid vold og e enn— medan [ranir
og [rakar bisrdust 1980-1 g8 og mokudu Bandarikjamenn pa vopnum. fjarmunum
og radgjifum i Iraka af pwi peim stéd enn meir stuggur al Kleckavelding svokallada
i Teheran en af Saddam Hussein i Bagdad? Al bverju var pad pagad i hel ad sendi-
herra Bandarikjanna i Irak, April Glaspie, var litinn vita um innrésina i Kiveit fyrir-
fram, a sérstokum fundi med Saddam Hussein? Hin hafdi samband vid yfirbodara
sina § Washington og engin athugasemd var gerd fyrr en eftir ad Saddam hafdi gert
innrasing. Sidan var sett 4 alremi vidskiptabann sem helur ni stadid & 3. ar
og valdid pjodinni slikum pjiningum ad segja md ad 4 sidustu tiv drum hali verid
atrymt heilli kynslod iraskra barna. Og 6dm hverju skjotast Bandarikjamenn med
nokkrar sprengjur & landid il ad syna mitt sinn og megin, Og levla sér sidan ad
stadhiefa ad petta hrjada folk sitji lon og don vid ad smida kjarnorkusprengjur og
eiturvopn milli pess sem pad rifar & milli ruslahauganna ad leita sér ad mat, Og svo
er heitid storstyrjold gegn [rak pegar Afganistan hefur verid afigreitt. Allt er petta gert
i nafni lyaredis. | pagu l¥dredis og almannahagsmuna.

Egerekkiad hvithvoaraba, pad vaeri fjarri ollu viti. Par vidgengst margt midur fagurt.
rétt eing og hér og par. En mér verdur alltaf minnisstett pegar stjornsyslubyggingin
i Oklahoma var sprengd wm arid. Fig kom pann sama morgun til Libanons og kveikti
a sjonvarpinu 4 hitelherberginu og CNN var ad byrja ad syna myndir og sagdi ad
fyrstu dbendingar til logregln syndu ad parna heldu arabiskic loydjuverkamenn
verid ad verki. Kannski rada triarbrogdin pvi ad vid hifum svo afbakada syn. Strax
og islam ber & goma skytur upp mynd i hugum manna af skikkjuklzddum blajudum
konum. Orugglega kiguoum og libordum. Menn velta ekki inntaki islam fyrir sér,
talid og hugsunin beinist alltaf | sama farveg: kigun & konum. Jafnvel matustu menn
sem skeyta dagsdaglega litid um pad efni § sinum ranni fvllast vidbjédi & aribunum
sem allir eru a8 kiga konur. [slam er ekki hattuleg triarbrigd. Sannleikurinn er
si ad islam byggir 4 pvi sem vid pekkjum ir Kristinni tri og hvers kyns
kerleikshodun kristninmar er ekki sidur ad finna § islam. Meginmunurinn er ad
islam er mislimum ekki bara tri, hin er lifsvidhorf, en pad verdur ekki sagt nema

i takmibirkudum mali um kristna.
L |



Pad er dhugsandi ad velta fyrirgér menningarheimi araba, hvad pa menningarlesi og
menningarmin, nema kunna skil & islam. Sannleikurinn er cinnig &4 ad 4 fyrstu
dldum islam voru petta framsekin triarbetgd po vitanlega hali tfgamenn og
ofsatriarmenn mlkad t:.m ad cigin hentugleikum eins og gerst hefur i illum triar
brisgdum og gerist raunar enn. Pad yrdi of langt mal nina ad fara av i ad falla um
islam en ég bendi folki eindregid i a0 kynna sér inntak hennar, m.a. fagaotri bok Jdns
Orms Hallddrssonar Islam og med pvi ad lesa kdraninn | vandadri fydingu Helga
Hilldanarsonar

Ad lokum pietta: Eg hel Tarid at i ymsa paetti pessum heimi til skyringar prvi e it svo
a ad skilereina megi hugtikin menningarheimur og menningarlesi 4 vidfedman hatt
gy sem Lriin, |.]lll.--L.".|li|t||. slolhid, -j.|||':~'~||'r1i1||.{'lll. Mig langar ad baeta vid: Ferdist til
hessara landa, par sem sagan syngur undir hverju skrefi, skynjid [jolskyldubondin
hordid matinn, skodid handverk peirra, hlydid 4 ténlistina og horfid & myndlistina
Lesid baekur um arabiskan heim sem er pd samtimis margir heimar pvi samfélogin

et full af litbrigdum | okkur hastti til ad setga allt undir einn og sama hattinn

}.::-'.'””i'.l ad i ég hafi farid hérat i fremur ahefdbundin efnistik séu lesendur nokkr
nacr og geti velt pessu fyrir sér, vonandi a1 Trd einlverjum forsendum sem peir gilu
st ekki ddur
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Listamennirnir

Nawal Abdallah (£ 1951) » Jardaniu

Mawal Abdallah var innvigd | heim myndlistarinnar 4 vinnustofu Muhanna Durra | Amman adur en

hiin héf formlegt myndlistarnam | Flérens padan sem hin dtskrifadist 1979 brottmikil afstraktverk

hennar sem minna & yfimattirulegt landslag eru uppfull af svipmiklum og dtrilega hvatskeytlequm

:!'?kumh:: litur, birta, efnisaferd og linuteikning hafa jafnmikilvaegu hlutverki ad gegna | nm:lgu
tun hennar.

Nasr Abdul Aziz {f. 1941) « Palestinu

Nasr Abdul Aziz lauk ndmi sinu | byggingarlist | Moskvu 4rid 1963 en fluttist sidan til Kairg par
sem hann lagdi stund & myndlistamam og diskrifaiist 1968, Arid 1980 lauk hann =dra profi

i kvikmyndalist | Kaird, | malverkum sinum sem einkennast af paulhugsadri myndbyggingu faerie
hann efnivid sem tengist pjddernismalum med prottmiklum haetti | myndranan og stiferdan
bining par sem bognin er rikjandi [ drungalegum litum og sterklegum figdrum.,

Abed Abidi (f. 1942) « Palestinu

Malarinn, myndhoggvarinn og bamakennarinn Abed Abidi stundadi myndlistarnam i Dresden.
Hann er frumbovddull | palestinskri myndlist og var fyrsti Palestinumadurinn til a8 komast inn i Tel
Awiv, hafudvigi israelskrar myndlistar. og syna verk sin 4 einkasiningu bar arld 1962, Verk hans tja

hugarangur | pagle andali gegn bvi persdnulega og pjodernislega dréttlati sem hann hefur mate
pola, med einfaldri linutelkningu og formi, | 1ki kross, og mjgg sparlegr litanotkun.

Ahdul Jabbar Alghadban (. 1953} » Barein

Abdul Jabbar Alghadban stundadi myndfistarndm | Damaskus. Hann fast vid myndefni sem tengjast
stiddu kynjanna, synir konur | draunverulegu umbverfi og heeppir peer | taknraent fangelsi par sem
sjaanlegar og imyndadar skordur samfélagsins binda hendur pebra.

Aziz Ammoura (f. 1944) « Jordaniu

Malarinn og myndlistarkennarinn Aziz Ammaoura lagdi stund & myndlistarmam | Bagdad og Banda-
rikjunum. Ammoura er hugasamur kennari og hefur kennt morgum nemendum & mismunandi aldri
| vinnustofu sinni og i istadeildinni vid Yarmouk-haskdlann. Ammoura hefur proad med sér frum-
legan stil | skrautskriftarmalun sem bygoist & arabisku skrifletri en myndimar eru afstrakiverk par
sem gegnsé litarlog er malud hvert yiir annad. Leikni hans med vatnsliti kemur greinilega fram

i ollumalverkum hans hott midillinn einkennist af dgegnszi.

Nabil Anani (f. 1943) = Palestinu

Nabil Anani er mélari og leickerasmidur sem stundadi myndlistamam i Alexandriu. | verkum sinum
vinnur hann med stilfardar verur | pjddbdaningum, pjddsagnaminni og palestinsk dtsaumsmunstur,
Pau eru hnitmidud | myndbyggingu og ylir peim er andblaer eftirsjar. Med pvi ad njta sér pale-
stinska alpydulist tjdir hann andstodu sina vid herndmid og leggur dherslu & menningu pjodar
sinnar sem fsrael reynir 38 gera tilkall til,

Hachemi Azza (f. 1950) = Marokko

Hachemi Azza er afbragds myndristumadur & ollum svidum peirrar listar. Hann stundadi mynd-
listarnam i Tetouan og Brussel. Hann notar it | dllum blzebrigdum | strrealiskum messétintum
sinum sem gefa hughod um hid draeda og daudann en a fagurfredilequm forsendum og hann
skirskotar til pjodfélagsmala & persanulegan og forvitnilegan hart.

Farid Belkahia (f. 1934) « Marokko

Farid Belkahia nam myndlist | Paris {1954-1959) en lagdi sidan stund & leikmyndahonnun | Tékko-
sldwakiu. Pegar hann sneri aftur til Marokkd 4 1962 var hann rédinn forstédumadur Ecole des
Beaux Arts | Casablanca (1962-1974) og hann er stofnandi Marokkoska listaskilans | Casablanca,
Hann tok ad nyta sér alpydleg takn, tolur, arabiska skrautskrift og stafi Gr skriftletsi Berba, Verk
Belkahia eru dhiutbundin, hadin pjédsagnafigirum og taknsai. Hann malar bau & handteyat skinn
o notar henna og onnur nattdruleg litarefni eins og sumag og saffran | stadinn fyrir oliu- og akryl-
liti, Ikt og hefdbundnir handverksmenn sem vinna med ledur og vefnad.




Karima Ben Othaman {f. 1972) « Jérdaniu

Hiin nam [ ymsum listastofnunum a Italiu, par 4 medal Listaskademiunum | Flérens, Bologna og
Miland, | Fiskamyndrdd® sinni gaedir hin hvern fisk tilteknum mannlegum eiginleikum, baed|

| gamni og alviiru, og farir dhorfandann inn | verdldina & bak vid spegilinn i Lisu | Undralandi®.

Kamal Boullata (£ 1942) = Palestinu

¥amal Boullata er f=ddur og uppalinn | lerdsalem, en stundadi myndlistarmam | Rom og
Washington D.C. Arid 1968 settist hann ad | Bandarikjunum og kenndi vid Georgetown-héskdlann.
Hann er rithéfundur og bokmenntagagnrinandi og hefur ritstyrt fjolmargum ljddastfnum. Boullata
tok ad starfa | anda skrautritunarskdlans | myndiist & niunda dratugnum. Hann einbeitir sér ad
dhlutbundnum verkum sem byggjast annadhvort  ljodlist sifa eda pjodemissinnudum slagordum,
Pau eru i sterkum og dgengum litum og einlitum blabrighum.

Taha Boustani (f. 1950) » Irak

Taha Boustani idkar skrautritun og lysingu | anda tyrkneska skélans | islamskri skreyti- og boka-
gerdarlist. | bessu verki vann hann med Hiliye Shaerifeh sem hefur a8 geyma lysingu a huga

og itliti Mihameds spémanns, byggist 4 tyrkneska daeminu og er talin gefa sanna mynd af
Spamanninum.

Raad Dulaimi (f. 1963) = lrak

Raad Dulaimi er verkiredingur og sjalfmenntadur myndlistarmadur. Hann beitir skrautritun § verkum
sinum par sem hann medhandlar hefdbundna skrift & nitimalegan hatt. Hann notar hid gamla
kilfiska skriftetur innan ymissa geemetriskra forma til ad tilka triarlegan texta innan

samtimalegrar myndmdtunar.

Issam El-5aid (1939-1988) = lrak

Issam El-Said var malar, hénnudur, arkitekt, listsagniredingur og sérfredingur | islamskri list.
Hann nam byggingar- og myndlist | Cambridge og Hammersmith i Englandi. Hann telknadi fiol-
margar maskvur, innan sem utan, par & medal adalmoskvuna | London og lslamsku menningar-
midstddina. Hann b6 og starfadi | London fra 1958 til daudadags. Hann var medal fyrstu arabisku
listamannanna til ad beita skrautskrift | natimalistaverkum. Fra sjounda aratugnum hafa naestum
6l verk hans ad geyma skrautskrift eda islamska hénnun | einu eda ddru formi. Pott hann notadi
hefdbundid arabiskt skrifletur | verkum sinum beitti hann nitimalegum adferdum.

All Omar Ermes (£ 1945) = Libyu

Hann er ljgsmyndari, mélari og rithafundur og nam | Englandi. Ermes litur & notkun arabiskrar
skrautskriftar | verkum sinum sem patt | islamskri menningu sem baetir nyrri vidd vid alpjédlega
niitimalist ag ahorfandinn parf ekki 28 vera | 4 arabisku til 29 geta notid peira. Hann notar stafi
sina og setningar sem myndraena paetti | verkunum,

Muhsin Fadle (f. ekki vitad) « Egyptalandi

Muhsin Fadle er innanhdssarkitekt og nam vid Hulwan-haskdla | Kaird har sem hann kennir

nik. Pegar hann hél myndiistaridkun tok hann ad nota arabiska stafi og takn sem grafiska peetn
i nitimalegu personulegu skriftletri sem hann mytir sér vid gerd margbrotinna afstrakiverka sem
samanstanda af einfitum og samtengdum flatum,

Mustafa Fathi [f. 1942) = Syrlandi

Hann nam myndlist i Damaskus og Parfs. Hann starfar | anda nitimalega skrautritunarskddans
i arabiskri myndlist og malar afstraktverk Or leturtaknum sem hann dredfic yfir myndflatinn svo
miinnir & plegda akrana i landi hans & haustin,

All Ghaddaf {f. 1947) « Jemen

Hann nam i Bidapest, sérhaefii sig | veggmyndum og mésalkverkum og lagli siar stund 4 leir-
kerasmidi, qullsmidi og listaverkavidgerdir 4 ltaliu og | Sovitrikjunum fyrverandi. Hann hefur biid
i Hollandi fra 1989, Afstrakt-expressionisk verk hans, med sterkum litaandstedum og vixlanlegum
formum bera vott um protlausa og akafa leit ad altaku og dredu marki,

Syrland



Paul Guiragessian (1926-1993) « Libanon

Paul Guiragossian var brautrydjand i nutimalist | Libanon. Hann stundadi myndiistarnam & fraliu,
Swiplausar tigulegar mannverur hans virdast bera himininn uppi med hreyfingum sinum og miklum
likamsburdum, en dékku linurmar sem umlykja lidsleit form peirra a@oa verkia, sem visar til
piadtélagslegra hugtaka, spennu og prote,

Ali Hassan (f. 1956) = Katar

Hann nam @timyndagerd | Kairo. Einlitar skrautritunaruppstillingar hans eru gerdar Gr siendur-
teknum stéfum og ordum i margvislegri formraenni hrynjandi og mismunandi péttleika. Pannig
njtir hann sér myndraena vidd arabiska stafrfsins til ad skapa dhluthundin og ljddraen verk.

Muhammad al-Jouqi (f. 1939) « Jardaniu

Al-Jougi er hefdbundinn skrautritari sem la2rdi sina grein snemma 4 sjitta dratugnum, Arid 1954 var
hann skipadur skrautritari | jordanska hemum og drid 1985 opnadi hann sina eigin stofu, fré beim
tima hafa verk hans verid haggin | stein og pryda pau fidimargar moskvur | Amman, Al-Jougi fylgir
hinum hefdbundna tyrkneska skla | arabiskri skrautritun og lysingu vid gerd einstakra kalligrafiskra
verka sem ylirleitt hafa a8 geyma triarlegan texta,

Haldar Khalid (f. 1971) = Irak

Haidar Khalid (tskrifadist frd Listastofnuninni | Bagdad og hof sidar kennslu vid sému stofun jafn-
framt pvi sem hann stundadi framhaldsndm. Ageng afstraktverk hans hera sterkan keim af pyskri
afstraketlist hvad vardar stil og djarfa litamedferd,

Mohamed Omer Khalil (f. 1936) S4dan

Mahamed Omer Khalil er afbragds myndristumatur og prentari sem stundadi nam | Myndlista- og
handidaskolanum i Khartoum, Sidar hefur hann kennt vid skélann. Hann byr | New York par sem
hann vinnur og kennir. Stérar ztimyndir hans byggjast 8 munstrum og taknum | mérgum lsgum sem
sprottin eru dr nanasta umhverfi hans, 6had bvi hvar hann er staddur i heiminum, og bera pess
merki ad hann er dbundinn af pjddemi siny og uppruna,

Khaled Khreis (I. 1956) « Jordaniu

Hann nam fyrst myndlist | Kairo, sidan malaralist, higgmyndalist og vegamyndagerd & Spani,
Hann sdtti namskeid | hoggmyndalist og grafik & ltaliu og hélt dfram nami | Mexika. Hann lauk
doktorsritgerd i listasogu um arabiska skrautritun i ndtimamyndiist vid Haskelann | Barcelona &id
1994, Mlverk Khrels eru | senn vitsmunaleg og myndréen. bott hann méti myndir sinar med haegd
©q natni er hann dbundinn af hvers konar fyrirframgefrum hugrmyndum. b6 bera dhlutbundin
skrautritunarverk hans vott um agada og nema tidningu bar sem tilfinningar og vitsmunir eru
jafnpung & metunum hvad dtkomuna vardar.

Rachid Koraichi (£ 1947) « Alsir

Rachid Koraichi stundadi myndlistaram [ Alsir og Paris. Hann er afbragdssnjall grafiklistamadur og
bekktustu verk hans eru stérar einlitar @timyndir i sepiu og svarthvitar myndir med kalligrafiskum
bakgrunni og sterkum taknum og aflagudum myndefnum § forgrunni, Verkin minna 4 takn Berba

o kinverska burstamalun og fela | sér tianingarrikt pitddfélagslegt og politiskt andof gegn dréttlet,
fjoldamordum og herndmi.

Nja Mahdaoui (£ 1937) = Tdnis

Nja Mahdaoui nam myndlist og nitimalistasagu i Tanis og grafiska list | Rom. Hann hefur proad
med sér persénulegan skrautritunarstil par sem hann nytir sér myndraena eiginleika arabiskrar
stafagerdar il ad skapa geometrisk verk, Hann tekur kifiska bokstafi og lelkur sér ad pvi a8 breyta
beim | myndreen tdkn par sem hann notferir sér fiadurmagn peira og sveigjanleika il hins jtrasta,
Hann geedir rittakn sin lifi med hrynjandi formsins, | frjélsr og dheftri myndmétun,

Massar Mansour (£ 1967) « Jordaniu

Nassar Mansour er medal fremstu skrautritara [ Jérdaniu. Hann nam islimsk fraedi, islamska mynd-
list og byggingarlist | heimalandi sinu. Hann hefur numid arabiska skrautritun hja hinum frega
tyrkneska skrautritara, Hasan Chalabi. pott Mansour leggi stund & hefdbundna skrautritun eru
kalligratisk verk hans nitimaleg i byggingu par sem triarlegum ordum og setningum er teflt fram
andspaenis litarflétum svo pau gefa til kynna landslag hugans.



Suleiman Mansour (I 1947) = Palestinu

Hann stundadi listnam [ lersisalem, en kenndi sidan myndlist | Galileu og Ramallah bar til hann
byrjadi ad kenna vid Bir Zeit-haskdlann | Ramallah, Tilfinningarik verk hans sem sgna palestinskt
falk | hefdbundnum kladnadi beina sjonum ad pvi hvar ratur listamannsins liggja en tja um leid
pégla andstddu vid hemamsaflin | landi hans med pvi ad legaja dhersiu & mannlega eiginleika

pjodar hans.

Hassan Massoudy (f. 1944) = lrak

Hassan Massoudy er hefdbundinn skrautritari sem hlaut pjalfun | Bagdad en stundadi sidar mynd-
listarndm | Paris og vard pvi sannur kalligrafiskur malari | baedi klassiskum og nitimalegum skiln-
ingi. Hann hefur sent fré sér fidimargar baekur & arabisku og fronsku um brdun, fagurireedi og
taknl arabiskrar skrautritumar. Verk Massoudys einkennast af hreinleika i peim skilningi a8 einu
byggingareiningar peirra eru skrautritunartakn sem hann notar annadhvort sjalfstaed eda safnar
beim saman i figlratif form. Erindi dr lj6dum bylgjast sve hau mynda sveigdar dtlinur nakinnar
konu, pau péttast og dreifast og mynda ljos og skugga, en hver stroka og lina mynda békstaf

og békstafimir verda ad erindum og erindin ad mannsmynd.

Ahmad Moustafa (f. 1943) - Egyptalandi

Ahmad Moustafa nam myndlist | Alexandriu, en siar proada prentmyndagerd | London og lauk
padan doktorspeafi 4rid 1989, Hann hefur biid | London fra 1974, Pratt fyrir ad hafa hlotio pjatfun
i ndtimalegri figlratifri myndlist hefur Moustafa ndd tokum a klassiskri kalligrafiu og mjtir sér
aldagamlar hefdir hennar til ad proa sinn eigin stil. | verkum Moustafa leggjast 4 eitt hafileikar
og frumleiki og meistaraleg faemi og pjalfun.

Abdel Latif Mufiz (1950-1994) « Barein

Abdel Latif Mufiz sérhafdi sig | myndlistarkennslu | hiskdlanidmi sinu | Bagdad. Hann var einn
af fyrstu listaménnunum | Persafléarikjunum sem toke ad vinna afstrakiverk. Hin stéru verk hans
einkennast af hradri og Gsjalfradri formskopun med péttum pensilstrokum og sterkum [itum sem
minna 4 bandariska action-mélhverkid.

Mazir Nabaa (f. 1938) = Syrlandi

Nazir Nabaa er brautrydjands | nutimalist i Syrlandi. Hann vard | upphafi fyrir ahrifum fra gomiu
syrlensku impressjdnistunum Adur en hann hélt 1l Kaird til ad leggja stund & myndlistarnam. Hann
bt afram nami | Paris, en eftir 20 hann sneri aftur 1il Damaskus hefur hann kennt vid Myndlistar-
haskalann bar. Nabaa vinnur & nystarlegan hatt dr efnlvidi fomra pjédsagna og eru verk hans hiadin
tiknsaei og malud | sterkum jardlitum | ymsum blaebrigdum,

Hamid Nada (1924-1995) « Egyptalandi

Hann nam myndlist i London og var einn af fyrstu arabisku listamGnnunum til ad nota sguleg og
biddleg takn | verkum sinum. | verkum hans koma fyrir pyngdarlausar, svifandi, stilferdar verur
sem sottar eru | fornminjar, hjdtrd almennings, hidflirskraut, tofratakn og bjddségur svo tr verda
tilvistarlegar og heimspekilegar daemisogur, uppfullar af dulariullum tiknum,

Ayad Nimmer (f. 1948) « Egyptalandi

Ayad Nimmer er afkastamikill mélari sem stundadi myndlistarndm | Kaird, Hann notar margvislega
midla | myndlist sinni. Landslagsmyndir hans, sem og mannamyndis og dhiutbundin verk hans, eru
litsterk og stafa frd sér mikilli orku sem gegnsyrir verk hans og ljaer peim kraft sem adeins protmikil
formin halda [ skefjum.

Mounira Nusseibeh (f. 1943) » Palestinu

Mounira Nusseibeh er malari og myndhdggvari og nam | Paris, Hin mdtar sterklegar og tigulegar
verur sinar styrkri hendi og med dgudum tilfinningum, hvort sem hun vinnur & striga eda i brons.
Medan hin bjd | Sameinudy arabisku furstadzmunum hati hin ad nota lit en bt 1o og
gullmalun vid midla sina og fjalladi um malefni kynjanna med storum malverkum sem einkenndust

af dramatiskri og agadri myndbyggingu.

Maisoon Saqr al-Qasimi (f 1958) « Sameinudu arabisku furstad@munum N s
Maksoon Sage al-Qasimi er [[6dskald og myndiistarmadur. Hin lagdi stund & hagfraedi og stjornmala-

fraed] vid Haskdlann | Kaird en er sjalfmenntud i myndlistinni. Hen notar dhlutbundin skrautritunar-

takn sem bakgrunn | verkum sinum til ad draga betur fram megindrattina | myndbyagingunnd.

Kriisiddllurnar lifga upp & hin pungu svifandi mennsku form og gaeda verkid dkvednum protti,

Tinis
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Samir Salameh (f. 1944) « Palestinu

Samir Salameh faeddist | Safad og nam myndlist | Damaskus og Paris par sem hann byr ni.

| mélverkum sinum blandar Salameh saman hefdbundnu arabisku skrifletri og kalligrafiskum
letrunum & nitimalegan expressjoniskan hitt par sem rittakn, ord og setningar tvinnast saman
i idandi kos svo Ur verda sjonraen form auk pematiskra vidfangsefna sem tengjast fodurlandinu.
Pannig sameinast hefdin og mademisminn i hreinni arabiskri myndraenni tjaningu,

Khairat Saleh (f. ekki vitad) « Syrlandi

Saleh er ljodskaid, malari, leirkerasmidur, grafiklistamadur og rithfundur og nam enskar bokmen-
ntir | Kajrd 4dur en hin héit 1l Bretlands bar sem sem hin nam leiklist og enska [jdalist. Hin hefur
Izt myndlist hja einstdkum listaménnum og & namskeidum | London par sem hiin byr nd

oq starfar. Saleh gerir einkum Iyst kalligrafisk verk og timyndir undir &hrifum fri bokagerdarlist
Tyrkjaveldis og Mogilaveldisins & Indlandi, | kalligratiskum verkum sinum notar hin liflega liti og
guilpynnuer til ad setja skrifletur pekkira klassiskra skrautritara fram & nifjan og frumiegan hart.
Hun gerir hverja &timynd einstaka med jivi ad hafa hvert prykk § mismunandi lium,

Faisal Samra (1. 1955) » Sadi-Arabiu

Faizal Samea er | frémstu rid sadiarabiskra myndlistarmanna. Hann nam myndlist | Paris, en hefur
sagt skilid vidt akademiskar adferdir og lagt frabaera teiknikunndttu & hilluna til ad skapa sér afar
tjaningarrikan personulegan stil bar sem hann notar baedi oliu & striga og dhefdbundna midla eins
og henna, pergament, litarefni og ledur, Verk hans tja . ferBalag hugans® sem tengist uppruna hans
medal hirdingja, en bo 4n nokkurrar pjddernislegrar eftirsiar.

Mona Saudi {f. 1945) » lardaniu

Myndhoggvarinn og myndristumadurinn Mona Saudi stundadi myndlistarndm | Paris. Hon dvaldist
um tima i Carrara 4 [taliu par sem hiln vann | marmara til ad fullkomna takni sina og nd betra
valdi yfir ahdldum sinum. Hin hafdi flust til Beirit 418 1969 og sner pangad aftur ad nami loknu
og starfadi vid Listamidstda Frelsissamtaka Palestinu (PLO). Arid 1982 fluttist hin aftur til Amman
en settist ad nyju ad | Beirdt dnid 1996, Adalefnividur Saudi er steinn. | 2timyndum sinum sem hin
gerir jainhlida hoggmyndunum tilkar hin 1jéd sin sem einkum fjalla um kvenleg yrkisefni. par
tengir hin hid ritada ord formum sem minna & tdtem med lipurri og leikandi Imuteikningy yfir
skrautritadri (jodlist | bakgrunninum,

Leila Shawa (f. 1940) « Palestinu

Leila Shawa er malari, honnudur og hefur myndskreytt bamabaekur. Hon nam myndlist | Kaird

og Rom og softi sumarndmskeid | skéla austurriska expressjonistans Oscars Kokotchka i Salzburg.
Hin hefur baid i London fra 1987. Vidfangsefni verka hennar eru oft pélitisk og tengjast malefnum
kynjanna, svo sem vl pegar konur | heimabee hennar voru neyddar til pess ad ganga med blaju

4 niunda dratugnum. Litsknidug verkin virdast gladleg vid fyrstu syn en ef grannt er skodad leynast
par blind dsjdandi augu, misheppnud dform og brostnir draumar. | myndrdd sinni , Veggirnir | Gaza”
gegnir skrautskriftin upplysingarhlutverki med pvi ad koma a framfari bodskap kigadvar pjodar
sem ekki fékk frelsi il ad tjd sig svo han neyddist til ad krota 4 veggl. Siikt veaajakrot er béttur i
byoggingu verksins.

Nabil Shehadeh (L 1950) » Jérdaniu

Nabil Shehadeh stundadi myndlistarnam | Amman og London. Hann er i fremstu rod arabiskra
afstrakilistamanna og bjo og starfadi i Sviss um tima. Med faemi sinni og listraeny nami tekst
Shehadeh ad teyaja sig handan vid veruleikann og dubvitundina og skapa privid dhlutbundin verk
sem einkennast af djarfri fitanotkun | fullkomnu jafnvaegl, Gflugum pensilstrokum og drednu
samspili ljdss og skugga.

Dodl Tabbaa (I, 1952) = Jardaniu

Dodi Tabbaa er aitud fra Bangladesh og nam myndlist | Lahore | Pakistan og sidan grafiklist,
textithénnun og prentlist | Quford | Englandi. Frd 1977 hefur hin baid | Amman, Tabbaa sakir

i menningaraudleqd heimalands sins og menntun sina & Vesturlondum i verkum sinum og beitir
ymsum adferdum, svo sem ad sameina handmaladar @timyndir og klippitaknl. Greina ma ahrif
fra skuggaleikhisi par sem hin blandar saman geometriskum formum og frihendisteikningu til
ad na fram liflegri myndbyggingu sem byggist & misleitrl samsetningu linutelkningar og litar

Mahmoud Ubeidi (f. 1966) « Irak

Mahmoud Ubeidi nam mynclist | Bagdad, en hefur buid | Kanada frd 1996, Hann byggir afstrakt-
verk sin Or sundurhlutudum likémum sem skarast | afkdralegum stellingum og rammar pa inn med
diarflegum linum og flowm. Dempadir litimir auka a dapurlegt yfirbragd verkanna,




Wijdan (£ 1939) « Jordaniu

Wijdan er malari, fyrirlesani og listfraedingur. Han nam sagnirasdi | Beinit og ték doktorsprdf |
islamskri listastgu | London, Han satti myndlistarmamskeid i haskdla og vann med einstokum
[istam@nnum | vinnustofum peirra, Fré 1985 hefur Wijdan gert tilraunir med arabiska skrautskrift

i dlikum formum og lagt dhersiu & fagurfradilega og grafiska eiginleika stafanna og notad pa sem
byggingarefni i chhutbundin verk sin, Hin gesir jofnum hondum skrautritunarverk og dhiutbundin
landslagsverk par sem hin malar gegnsaja litfleti sem skarast og lja yfirbardinu glitrandi &ferd,

Samia Zaru (f. 1938) » Palestinu

Samia Zaru nam myndlist | Beirdt og Washington. Hin atti mikinn pétt | ad skipuleggja listndm

i pordanska skalakerfinu og er bekktur kennslufromudur § myndlist, handidn og Istasoge, Zaru

er textilhannudur, malar, logsudumadur, vefar og grafiklistamadur og einn af fyrstu innsetninga-
listaménnunum i Jérdaniu. A sum af dhlutbundnum malverkum sinum med sinum sterku andstadu
litum og dirfskufullu linum festir hin stykki Gr palestinskum Otsaumi og dprentudum vefnadi til ad
undirstrika fagurfrasdilegt atridi [ myndbyggingunni og tjd menningarlega sjdlismynd sem hemamid
Ggnar.

Fahrelnissa Zeid (1901=1991) = lordaniu

Fahrelnissa Zeid var sannkalladur alpjodlegur listamadur. Hin var tyrknesk 20 uppruna, en giftist
araba og bjd fyrsta hluta vinnar | Istanbil, Par héf him myndiistamam sem han hélt dfram | Paris.
Han titheyrdi D-hdpnum svokallada | Istanbil 2 fiorda dratugnum og var medlimur | Ecole de Paris,
Eiginmadur hennar var sendiherra [raka medan konungsveldid var vid Iydi og bvi bjo hin til skiptis
| Bagdad, Berlin, London ag Paris. Sidustu futtugu @vidrin bjd han | Amman par sem hin vann ad
listskGpun sinni og kenndi nokkrum nemendum. Han var mikilvirkur og hugvitssamiegur listamadur
og maladi elnkum stdr afstraktmadlverk eda verk byggd 4 innlendum hefdum | anda tyrkneskra

smamynda en unnin & stdra litskniduga fleti,
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Barein

Verkin d syningunni

Nawal Abdallah (f. 1951) - lérdaniu

An titils

Gvass 4 tré, 1995
120 x 120 sm
An titils

Gvass a tré, 1996
120 x 120 sm

Nasr Abdul Aziz (f. 1941} « Palestinu

Grimuklaeddu konurnar
Akryl & striga, 1999
B0 x 92 sm

Abed Abidi (f 1942) « Palestinu

Kona ur bidunum
Blondud takni 4 pappir, 1992

58 x 74 sm
Abdul Jabbar Alghadban (f, 1955) « Barein
Hroki
#Eting 4 sink, 1998
77 % 58 sm
Aziz Ammoura (£ 1944) « Jordaniu
Kompaosisjon ar stéfum 7
Dlia apglsrnga, 1989
80 x99 sm

Nabil- Anani (f. 1943) « Palestinu

| grennd vid porpin i kringum Hebron
Oﬂa a striga, Ega&] o
73 %53 sm

Hachemi Azza (f. 1950) « Marokko
An titils
#&ting a sink, 1976
22 %19 5m
Ohreyfanleiki

#Eting 4 sink, 1982
30 x 28 sm

Farid Belkahia (f. 1943) « Marokko

An titils
Hennalitur & ledur og tré, 1981
117 % 175 sm

Karima Ben Othaman (f. 1972) « lordaniu

Engu likt
Tetkniko! ag blek & pappa, 1998
37 x 51 sm

Kamal Boullata (f. 1942) « Palestinu

~Mandala*
Silkiprent, 1978
48 x 55 sm

Taha Boustani (b. 1950) « lrak

.al Héll a Al Shareefa®
tn ta@kni 4 r. 1990
80 x 53 sm i

Raad Dulemi (. 1963) « Irak
glntitﬂ!
la & pappir og tré, 1992
64 % 59 sm

Issam El-Said [1939-1988) - [rak
An titils
Flisar, ddagsett
27 % 27 sm
Hann er almattugur
Akryllitic & striga, 7983
91 x91 sm

Ali Omar Ermes (f. 1945) » Lybiu

re.
taekni 4 pappir, 1979
65 x 95 sm i

Muhsin Fadle « Egyptalandi

Arabisk skrautskrift
Gvass 4 pappa, 1996
TOx 70 smppa

Mustafa Fathi (f. 1942) « Syrlandi

éntitils
vass d striga, od it
161 x lﬂl}ﬁ e

Ali Ghaddaf (f. 1947) « Jemen

$ﬂ titils
andud taekni a s L. 1891
120% 101 sm o

Paul Guiragossian (1926-1993) » Libanon

leeinleiki
Dlia & striga, od
100 x 100 sm i

Heimsdaknin

Olla a striga, 1982
100 x 80 sm
Lifad af

Qlia & striga, 1982
951652#1




All Hassan (f. 1956) « Katar

Handrit nr. 26
Silkiprent a pappir, 1983
41 % 30 sm

Handrit nr. 2
Silkiprent & pappir, 1983
41 % 30 sm

Mohammad al-Jougi (F 1939) « Jérdaniu

Nadarsamleg néfn Drottins
Blondud tekni & papplr, 1985
110 x 70 sm

Haider Khaled (f. 1971) « irak
An titils
Akryl & pappir, 1930
105 x 70 sm
Mohamad Omar Khalil (. 1936) « Stdan
H}arta cmnn

9 :llﬂsm

Khaled Ehreis (f, 1956} - Jordaniu

Ihugun
Akryl & tre, 1999
121 %2 121 sm

Rachid Karaichi (f, 1947) « Alsir

An titils
'Srntazﬂng prentud a pappir, 1979
55 % 75 sm

Ekkert rymi fyrir farada
JEting og prykk a sink, 1975
52 x B5 sm

Nja Mahdaoul (f. 1937) « Tunis

Kalligrafisk kompadsisjon
Sillkiprent, ddagsett
27 % 37 sm

Nassar Mansour (f. 1962) « Jérdaniu

Hadith Sharif”
ﬁakﬁl‘l & pappir, 1998

55 %
Suleiman Mansour (I. 1947) = Palestinu
mﬂlﬂn Sic
ja a striga, 1
90 x 74 sm

Hassan Massoudy (f. 1944) « irak
job
ting a sink, 1978
60 x 50 sm

Ahmad Moustafa (f. 1943) « Egyptalandi

LAlef, Lam, Ha*®
Silkiprent & papplr, 1976
65 x 90 sm

Abdel Latif Mufiz (1950-1994) - Barein

David
Blondud taekni & pappir, 1988
B5 x 70 sm

MNazir Mabaa (f. 1938) » Syrlandi

Astvinur sélarinnar
Olia oqjakr-_.ri 4 striga, 1967

Hamed Nada (1924-1955) « Egyptalandi

Pjodsa
D’Iia.!sga' ., 1889
120 % 110 sm

Ayad Nimmer (f. 1948) « Egyptalandi
An titils
Olia & pappir, 1991
78 x 57 sm
Salt (borg i Jordaniu)
Olia 4 tré, 1988
94 x 122 sm

Mounira Nusselbeh (f, 1943) - Palestinu

Fjgrar arabakonur
jara, sandur, olia

ull & , 1980
% 12;
Malsoon Sagr al-Quasimi (£ 1958)
. Sameinuﬂu arabisku furstad&munum
fra eins o? bad er
dud tekni 4 pappir, 1993
50 x 41 sm
Samir Salameh (. 1944) « Palestinu
Kompdsisjon nr. 3

Akryl a striga, 1985
95 x 116 sm

Khairat Saleh (. ekki vitad) » Syrlandi

Taj myndr&din

Gvass, vatnshitic og qull & pappir,
defagsett

29 x 18 sm

Faisal Samra (f. 1955) « Sadi-Arabiu
Sarid

BlGndud takni 4 striga, 1920
310 x 98 sm

039



Mona Saudi (I. 1945) » Jérdaniu

Tré elskendanna
Ating, 1977
73 xg?

Laila Shawa (f. 1940) « Palestinu

Fangarnir
Olia’d striga, 1988
108,5 x 68,5 sm

C{ rlaegur draumur
lia & striga, 1988
100 x 75 sm

Veggir & Gaza (fiéqur verk
Silkiprent, 1992 i%g )
94 % 155 sm (hvert verk)

Nabil Shehadeh (f. 195E|!| = Jordaniu

Linur og sk

Qliaas
?DHDE?:!

Daodi Tabbaa (F. 1952) « Jardaniu

gﬁfnda%ur k
ndud taekn 4 ir, 1999
105 x 75 sm ReeE

Mahmoud Ubeidi (f. 1966) = Irak

&srfm'dlselic
a ast 1991
!52291 "’d 9o,

Wijdan (f. 1939) » Jordania

imdrkin
lia & stri i 1579
131 %1

Kall raﬂsk afstfal:ujﬁn (4 verk)
Bl&n taekni & pappir, 1993
56 x 70 sm (hvert

Samia Zaru (1. 1938) » Palestinu

o
ia og samklipp 4 striga, 1985
100 x 100 mI.FIP -

Fahralnissa Zeid (1901-1991) « Jdrdaniu

Midnatursal
Oha a stri a, ndagsert
122% 1

Veisa i wﬂinﬂrkinnl
Olia & striga, 1957
132 x 18 m

Badid
Olia & stri a. 1950
1M7x14

e,
]
6% Sﬂlrs:%a

Alsir
Barein
Egyptaland

[rak

Jemen

Jordania

Katar
[.ibanon
Libya
Marokko
Yalestina
Sadi-Arabia
Sudan

Syrland
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Reality

The terrorist attacks on the USA on September 11 marked a turning point in inter-
national relations. Westerners were firmly reminded that they are not the only
people in the world, Just as when Kennedy was assassinated. most people who were
old enough probably remember where they were when this tragic event took place.
It opened our eyes to the fact that ignorance and prejudices towards other eultural
watlds ean only spawn hatred which often erupts with vielent consequences. But
September 11 was also grist to the arms manufacturers’ mill. Alarming amounts are
now being deployed on arms production and intelligence activities to defend against
the insidious threat and surprising military alliances have been formed which would
have been out of the question before this event

The leraeli-Palestinian dispute, which we have all been swept into, is not religions in
origin. [slim encourages tolerance towards other religions and has much in common
with bath Christianity and Judaism, The conflicts hinge on territory, resources,
money and power which the adversaries’ vietims have to pay for with their lives and
limbs, destruction and indescribable suflfering. In this ring it is a fight 1w the death,
but the West seems to do little more than pat the brawlers on the back between
rounds, to the riotous aceompaniment of the media. Justice is violated on both sides
and is senl into a spin.

We are not acenstomed to perceiving the world as a single whole even though its parts
are as inextricably connected as the ocean and the shore. People in leeland have
avery limited knowledge of Islam and the Arab world, and little attention is paid to
these topics in the general education system. Despite the media being full of news
about Palestine and Iseael, the Iragi invasion of Kuwait and the Gull War for years on
end, the public knows precious little about individual Arab countries, their links with
each other through the centuries or owtstanding individuals who for some reason
have earned a mention in “their”™ histories. Ignorance unleashes prejudice. which
never bodes well. 17 a similar situation prevails in the educational system in Arab
conntries, wherehy they dreaw up as simplistic a picture of Europe and North America,
geographical exploration, seientific discoveries or the evolution of human rights as
we doof theirworld, itis not surprising that relations between the Arab world and the

West are heading for ruin
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invaded and conquered Spain, and during h ir long rle there the Wi ¢ eame. ui‘l.u
contaet with revolutionary discoveries in tfm fields of medigi ing and stience.
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their own language. The Arabs invented the zero, without which u&# ld not even
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us our numerical system. They brought us algebra, ammonium, chess, coffee, cotton,
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Our loan words from Arabic include almanac. banana. divan, sofa, sandal and Satan.

Arah history — like European history — is documented with achievements. trinmphs
and defeats. Colonialism spread through the Arab countries like wildfire in the 19th
and 2oth centuries. when European countries divided up the Arab countries among
themselves without the slightest consideration for the will of the people who lived
there. The consequences of this policy have been one of the world's main news topics
from Arab countries ever since.,

This exhibition, presented 1o the public in leeland from the Jordan National Gallery
of Fine Arts in Amman, aims to shed new light on the Arab world which has been so
much in the Western media spotlight recently, in the faith that cultural exchange can
enhance understanding and tolerance between different nations. The exhibition
strives to portray the position of modern art in this part of the world with
a selection of works by men and women from sixteen Arab countries — Algeria,
Bahrain, Egypt. Iraq. Jordan, Qatar. Lebanon, Libya, Moroceo, Palestine, Saudi Arabia,
Sudan, Syria, Tunisia, United Arab Emirates and Yemen. Hopefully the works on
show will give insights into the conceptual world of the respective artists
as well as introducing spectators 1o the diverse styles and movements prevail

ing there. On the one hand are works that are closely related to religion, gender issues
and politics, and one the other hand there is a return 1o tradition wherehy artists
seek their subjects in their historical and spiritual origins. Even though all modern
Islamie artists have received a Western-style schooling, most of them share the
quest for artistic features that can link together their roots, education and eve ryday
existence,

“Between Legend and
Renlitys Modern At from



The Jordan National Gallery of Fine Arts is the anly one of its kind in this region.
established in 1980. After Jordan received its independence from Britain in 1946 it
was ruled for most of the time by King Hussein, who died in 1999 and was succeeded
by his zon Abdullah. Today. Jordan is well on its way towards linking its own heritage
with a global, market-orientated outlook. Woman and men alike ean vote at the age of
20. Some 92 pereent of Jordanians are Muslims and 6 pereent Christian. [t was once
<aid that King Hussein was larger than Jordan. Things are different now. Jordan is the
window that opens in both directions, towards the stars and the moon.

Fot e btk Special thanks are due 1o Her Boyal Highness Princess Dr. Wijdan Ali, who not only
fin holds a doctorate in Islamic art from the University of London but is also an energetic
tirs el the mon champion of the view that culture and the arts have a vital role to play in international
relations. And without the assistance of the leelandic consul in Jordan. Stefania

Reinhardsdattir Khalifeh, this exhibition could never have heen realized.

Visitors 1o this exhibition are invited 10 enjoy the art presented here —and at the
same time 1o think twice before passing judgement.

Hannes Sigurdsson
Director of Akureyri Art Museum

Eirikur borliksson
Direetor of Reykjavik Art Museum
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Modern Art from
the Arab World

by Widjan Ali

What is modern art and what are its references? These are questions whose answers
are relative to the geographical setup, time frame and cultural background of the
country in question: hence to relate modernism to Arab art one has to go a few
centuries hack.,

he Arab world includes Algeria, Bahrain, Egypt, Iraq. Jordan. Kuwait. Lebanon,
Libya. Morocco, Oman. Palestine. Qatar. Sandi Arabia, Sudan. Syria, Tunisia, United
Arab Emirates and Yemen. and spreads over the Middle Fast (or the Fastern
Mediterranean), the Arabian Peninsula and North Africa, Since the mid 161h century
all these regions were part of the Ottoman Empire with the exception of Moroceo, the
only Arab province that was not part of the Ottoman domain. Therefore, no Turkish
influences are found in Morocean eulture and art that streteh 1o a long unbroken
tradition going back to lslamic Spain.

The Tirst Arab countries in the Middle Fast to adopt Western art were Lebanon
and Egypt. Early currents of Westernization permeated Lebanon at the hands of
the European missionaries, who opened convents and missionary schools in the
mountains and introduced the printing press. The missionaries in Lebanon were the
ones to extablish. in the 18th century. the basis for a cultural, social and political life
centred on Christianity, which led to an intellectual and artistic awakening. Through
the Church. Gothic style became popular in 18th century Lebanon, eventually giving
birth 1o a local Gothie school in religious painting.

In Egypt, the invasion by Napoleon's armies in 1798 abruptly subjected the nation 1o
European control. making it the first Arab country in the 19th century to be exposed
to Western art on a large scale. [t was the first time sinee the Crusades that a Western
power invaded an Arab country not only with its military forces but also with its
intellectuals, artists, historians and writers, When Napoleon founded the Academy
for Oriental Studies, the wave of Western orientalism began and Europe's interest in
Arab scientific and literary achievements was born. alongside its interest for the mili-
tary, sociological, political and economic prospects. On the other hand. the people
of the Middle East hecame aware of Western civilization on a grand scale.




Easel painting is a fairly recent phenomenon in Arab art. As the aesthetic and ereative
fibre of traditional lalamic art weakened in the 19th century. Arab culture yielded
increasingly to Western art forms and styles. which had pervaded the Arab world due
to the West's political, cconomic, scientific and military superiority and dominance.
By the mid-1gth centiiry, Western orientalism® had reached its peak in Europe and
anumber of foreign artists, among whom were David Roberts and Eugéne Fromentin,
visited Egypt and recorded its native customs, historical sites and landscapes in
a highly exaggerated and romanticized artistic fashion. Others. such as Jean-Léon
Gerome. who settled in Cairo for several months to years. introduced easel painting
into the country.

Improved means of communication between Europe and the Arab countries exposed
the Arab world 1o Western influences at an ever-growing rate and eventually to the
cxpansion of Western colonialism and the dissemination of Western art and culture.
From the end of the 19th century. an antistic rebirth occurred in North Africa and the
Middle East that eventually led to a radical change in aesthetics and the unfolding
of & new artistic evolution in the field of visual ants,

Prince Yusul Kamal. a2 member of the Egyptian royal family and an enthusiastic
patron of the arts, opened the School of Fine Arts in Cairo, in 1908. He employed
foreign artists as teachers. thus creating the first institution in the Arab world to
teach Western art. Its first students comprised the nuelens of the pioneer generation
of modern Arab artists, Meanwhile. in other Arab countries such as Iraq and Syria,
painting remained confined to Ottoman traditions.

Sudan became a political entity after the Turkish-Egyptian conquest of the region
m 1821 and the British oceupied it at the end of the 19th century until its independ-
enee in 1950, 1t is a country with a Pharaonic, African, Coptie and lslamic cultural
background. Modern art, specifically painting. is a recent phenomenon in Sudanese
culture, only emerging in the 1940s. Sudanese modern art developed at an aceele-
rating pace between 1950 and 196o.

With the end of World War 1 in 1918, Ovtoman rule over the Aral world ended.
In 1919, the French mandate was established over Lebanon and Syria, while Irag,
Jordan and Palestine were placed under British mandate and Egypt became a British
protectorate. Unlike the French colonialists, the British Mandate authorities were
primarily interested in training qualified civil servants and hardly took measures
to contribute to the cultural growth of the countries under their control. In lrag,
Jordan and Palestine. therefore. art education and patronage were low on their list of
privrities. Thus Jordanian and Palestinian artists of the post-1950 period were all
sell taught amateurs who practiced painting as a hobby and art movements in both
countries hegan to develop in the 19508 and 19608 respectively,

1. Ouientalism k5.2 movement in art and eeature that began in the 19th century a% a reaction to the dreariness of the
indestriad revalution s Eusope. Artists and waiters turned 1o the Arab and kslamic East to depict what they beleved
to be fis romantic mood, mrystery and passion, i a highly exaggerated figusative style
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Easel painting in oils was begun in Iraq at the turm of the century by a group of officers
who had received their training at Ottoman military schools in Istanbul. They formed
the nucleus for the development of Iraqi modern art. This group of early artists was
the one to introduce Western painting into lraq through their own works, through
private lessons and through teaching at secondary schools. During the 1930s,
progress in the eultural field took off as the [ragi government encouraged art activi
ties. In 1931, the government, at the instruction of King Faisal 1, began allocating
scholarships for art studies abroad and in 1936 the Ministry of Education founded the
Musie Institute that became the Arts Institute in 193q.

It was in the 196es that Western acsthetics and modern ant began to appear in the
Arabian Peninsula. which now includes the states of Bahrain, Kuwait, Oman, Qatar,
Saudi Arabia, United Arab Emirates and Yemen. Two factors instrumental in intro-
ducing Western art into the Gulf countries were the introduction of a modern edu

cational system. in the 19505, and government scholarships for students to study art
abroad.

In North Africa, the French army conquered Algeria in 1830 and made it a part of
France rather than a colony or a mandate. As the mother country, France regarded its
duty as one of ‘civilizing' the newly acquired territory and people. In 1881, Tunisia
ceased to be part of the Ottoman Empire and became a French Protectorate until its
independence in 1955, In 1832, Eugine Delacroix became the first French painter
to visit Algeria as well as Tunisia. A considerable number of French Orientalists
followed in his footsteps thereafter, some even resettled to live and work in North
Africa, Centre d'Art in Tanis was the first art school to open in North Africa in 1923,
However. until independenee in 1955, the number of Tunisian pupils was negligible
in comparison to foreign students. The introduction of easel painting into Morocen
is associated with the period when it became a French Protectorate in 1912 and when
a Spanish zone was established on its north Mediterranean coast. Like Egvpt, it was
the Orientalists who introduced Furopean casel painting into Algeria, Tunisia
and Moroceo,

Most Arab countries gained their independence from British and French colonial
rule between the end of World War Il and the mid 1950s. Although the political, eco
nomic and social environments since the 19th century have caused the decline
of traditional arts in the Arab world, they simultaneously have paved the way for the
development of modern art movements in painting that encompassed Western
acsthetics yet succeeded in creating distinetive styles in sculpture and painting. by
drawing on their ancient traditions and linking them to international artistic trends.
By the middle of the zoth century, modern Arab painting had developed, based
on Western aesthetics and norms; and by the end of the 2oth century all Arab coun-
tries had extended modern art movements that reflected their cultural and artistic
growth through art institutions, artistic activities, the increasing number of artists
and the new art tendencies that interacted with other art movements in various parts
of the world.

Jordanian and Palestinian
artists of the past-1950
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Ihe exhibition Between Legend and Reality: Modern Art from the Arab World
neither represents a survey nor does it cover all artistic trends in our region. In this
exhibition | chose three categories that are v Ery much Fmrnrul::r to modern Arab art
They are: issues pertaining to political, gender and humanitarian matters that seem
to affect our evervday lives in the Aral world; the modern calligraphic school that
draws on its lslamic cultural roots yet in contemporaneous styles and media; anid
finally abstraction that is both old and new to Arab artists and constitutes one of the
most popular styles in this part of the world

Issues

An interesting phenomena of modern Arab art, whether directly or indivectly, is that
all Aral artists have experienced the stress and anxiety ereated by the political reali

ties in their region, mainly the occupation of Palestine. Many of them share a common
subject matter, related to the political and social problems resulting from the loss of
part of their land. Even those who are born outside Palestine and are part of the
art movements of their own or host countries have shown strong national ties. This
common theme is certainly unique in the history of Arab art and has influeneed other
artigtz from the dey r-En|uir1:_: world, aswell as moderate Jewish-Israeli artistz, some of
whom have actually exhibited with Arab lzraeli and Palestinian artists. Art for
Palestinians in particular has become an emotional and introverted mechanism by
which they preserve their identity and publicize their cause throughout the world.
Other events such as the second Gull War, the UN. sanctions on |r;|||. the double
standards that the big powers "'|"i'|."' in dealing with Muslims and Arabs, civil wars,
fundamentalism, destruction of the environment, gender and humanitarian issues
such as women's rights, poverty, human rights, overpopulation and Islamophobia,
among others, are all topics that have affected the subject matter of numerous Arab

arists
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The Calligraphic School

Calligraphy not only forms a link with the artists past religions, literary and artistic
heritage, it is also a living present which is still effective in their existence today
Thus, Arab artists came to realize that modern art trends could be linked to their own
cultural heritage, and the Arab heritage revival movement picked up momentum,
culminating in the development of the Calligraphic School of Art. Artists found in it
an aesthetic with which they eould identify and simultancously manoewvre their
Western-oriented training alongside their Islamic cultural backeround.
artistic identity through which a new cultural personality evolved
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Abstraction

The drive towards internationalism and modernization has also been present
in the artistic milieu of the Arab world. It culminated in a style that fostered an Inter
national style with no regional features such as abstraction. s the maost popular trend
amimg Arab artists.

However, one cannot draw an exact line between all works. For example Racuin
Komatcit, Mavsoox Qasi and Samin Satasen link their calligraphic works with
nationalistic and humanitarian issues while Lana Seawa employs calligrafitti in her
works and Hawin Nava's stylized compaositions are somewhere between abstraction
and symbolism. Between Legend and Reality: Modern Art from the Arab World has
works by 46 artists from fourteen countries, covering generations of artists from the
eldest, Fauniixisss Zem (1901-1991), to the youngest, Kaniva Bex Oviasian (b. 1972).
The works chosen inelude painting. etching and installation selected from the
permanent colleetion of the Jordan National Gallery of Fine Arts, Since 1980 when
the Gallery was first established with 77 works, the collection has grown into more
than 1800 works, by artists from 45 countries from the Developing World. It is by far
the largest collection of its kind to be found under one roof

Un behalfl of the Roval Society of Fine Arts | thank Mr. Hannes Siguridsson, Director
of the Akureyri Art Museum, for initiating the idea of this exhibition at the end of last
year. | also thank Mr. Firikur Thorliksson, Director of Reykjavik Art Museum, for
hosting it. Between Legend and Reality: Modemn Art from the Arab World carries
to the people of leeland a message of beauty and truth, with a glimpse into modern
Arab art that hopefully will open a window towards our culture and peaple.
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Arabic Calligraphy
in Islamic Art

@ by Widjan Ali

The major characteristic of Islamic art. aronnd which almost all views meet, is its
diversity within a unity or a unity that embraces a multitude of diversity. The unity is
best expressed in Arabic by tawhid. in a theological sense it is the Oneness of God
or Unity of God. In Islamic art it means the unity of the entire Islamic world under the
oneness of culture. A second unifying factor in the Islamic world that covered
countries ranging from Spain and Morocco to India and Indonesia, where a uni-
formity of time and space has developed regardless of the various geographic and
historical settings, is the language. Arabic is the language of the Qur'an whose script
has been adopted over a whole area spanning the Indian subeontinent to North
Alrica. The dominance of the Arabic language was the cause for a caltural unity that
has been realized throughout the Islamic world.

Islam itsell, though not limited to a racial phenomenon, has nonetheless involved
Arab elements in its formal expression. Being the language of the Qur'an, Arabic
became the sacred language of lslam, and has determined. to a greater or lesser
degree, the “style™ of thinking of all Muslim peoples.! The early history of Islam has
shown the transformation of an Arab minority into an empire that imposed its own
quality and way of thinking upon various civilizations, through its cultural power
instead of its physical domination? It was Arabism that was expanded and trans-
ferred by Islam and not the other way around. Without lslam, the Arabs would
not have spread outside their peninsula their forms of thought and expression and
establish them on the sedentary peoples that they conquered, through a language that
has managed to survive the decay that usually afflicts languages with the passage of
time. Because of the nomadic nature of the Arabs, Arabic was able 1o maintain a
morphology which went back 1o the Code of Hamurabi in the 1gth and 18th centuries
BC. Arab nomad Bedouins living outside towns were careful to preserve their
language from atraphy. as it was the only cultural identity they carried with them. in
their unsettled existence.? Literature and poetry, whose preservation could be
confined to memory, comprised the major form of their artistic expression. Arabic
beeame not only the binding language of the Qur'an, but the unifying factor of artistic
activity throughout the Islamic world, with its script forming the visual expression of
this unity and the basis of the entire Islamic faith and culture,

[n Islamic culture, Arabic writing out-distanced the language as a religious symbol.
and Arab-Muslims succeeded in displacing the languages of several of the territories
they conquered. ineluding Syria. Iraq. Egypt and Maghrib (North Africa), and eventu-
ally replaced them with their own tongue. This, in itsell. was an accomplishment

1. Burckhardt: Art of slam (Londan, 1976], pp. 39-40,
L8k Art of the Arab Wid (Washington, 1975), p. 9.
3. Burckhardt: art of siwn, pp. 40-41
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considering the small number of Arabic speakers, who had originally come out of
Arabia. and who did not have a tradition of a higher civilization. On the other hand,
replacing the seript in the new territories such as those of the Persians and the Turks
was easily achieved. From the technical and practical point of view. the native scripts
were often inferior to Arabic. Though the change of seript meant a break with the
past, it did not involve any great practical loss; on the contrary, it made literacy easier
for those who adopted it

The most conceivable starting point for the phenomenal development of calligraphy
in lelam was the sacred character of writing that ealled for the careful, exact and pre-
cise exeeution of religions documents. It led Muslims to find avent for their religions
emations and to discover, through it, the beauty of the Divine Creation. From this
vantage point. writing won a position as an artistic medium on every level of lslamic
civilization. The formation, development and rise of Arabic calligraphy came so early
and spread so rapidly that the carliest generations of Muslims could actually partici-
pate in it. More than one hundred styles of writing have developed in the lslamic
world. Numerous varieties of seripts originated with a rather expansive literature on
calligraphy. Fach style has its own rules and proportions that govern its use and
purpose, with units of measure (o be followed. Thus the amalgamation of religion and
art in |slamic calligraphy became a reality and could be compared in its effectiveness
to Western religious painting.* Eventually, the art of calligraphy brought about ather
art forms such as illumination, bookbinding. miniature painting, marbling, engrav-
ing. and ink and papermaking.® [t was also employed as a decorative element inarchi-
tecture and on all kinds of movable objects,

Although the Qur'an was revealed in Arabic, its seript. more than the language itself,
hecame a sacred symbol of Islam. The sacredness of writing is profoundly Islamic
because it derives its importance from the Holy Book, which is intimately connected
with the early lslamic discussion of the concept *“Word of God™. More than any other
religion. lslam stresses the importance of the Book. It is the first and only religion
that distinguishes followers of a written revelation from others; ahl al-kitab are the
Jews and Christians who also received written revelations, On the other hand. writing
is not only used to perpetuate the word of God by bringing the Qur'an to man. It also
serves the purpose of literary and scientific endeavours of the noblest thoughts to the
strictly utilitarian notes of merchants as well as the seribbling and graffiti of lowly
hands an the walls.®

Muslim scholarship relied upon the written word. and it was this very circumstance
that gave it great importance. To a Muslim, it is a quality particular only to the human
race: it distinguishes men from other animals, embodying “the language of the
hand. the idiom of the mind. the ambassador of the intellect. the trustee of thought.

the weapon of knowledge, and the companion of brethren in time of separation™.’

4, Rosenahal; & Essays on Ant and Literature m kiam, p 59

5. Rosenthal; & Essays on Artand Literature in iskam [Leiden, 1971, p. 54,
B. Rosenthal: & Essays on Art and Literature i Islam, pp. 52-53.

T. Schimmel; Calligraphy and isiamic Culture, p 1,

Libya




Writing occupied the third place after ideas in the mind and intellect; the idea
became expressible through the spoken word which only gained permanence and
omnipresence when it was recorded. Thus, writing was an image of an image of an
image and the final achievement in terms of human cultural undertaking. It lent
a sense of immortality to man's intellectual achievements and safeguarded them for
posterity. Writing in lslam reached a peak in its efficiency and productivity. In addi-
tion to its elementary usage, it was a greatly refined and integral tool of eulture in all
its facets, [t was the highly adaptable vehicle for the expression of artistic emotion,
sharing and representing the sacredness of the religion.

The art of Islamic calligraphy is the most Arab of all plastic arts of lslam. Yet, because
the Cur'an is in Arabic, it pertaing to the entive lslamic world and is considered the
most sublime of all the arts. Sultans as well as ordinary men learnt and practiced
it It equated rich and poor. strong and weak. The Ottoman Sultan Beyazid 11
(1481-1512) was taught calligraphy by the greatest calligrapher of the time, Sheikh
Hamdullah: while the Sheikh drew his calligraphy. the Sultan held his ink-pot
for him.#

Since it has been the most widely shared art in the lslamic world. anyone who can
write is in a position to appreciate the virtues of a good calligrapher. By combining the
greatest geometrical strictures with the most melodious rhythm, Arabic seript
has come 1o epitomize the aesthetic senge of all Muslim peoples. Almost all of its
different styles, born at different times. are still being practiced in various parts
of the lslamic world,

Because of its sacred nature and meaningful standing in the Muslim mind. Arabic
calligraphy remains the only form of elassical art, other than music and architeeture,
that has escaped deterioration and atrophy. Having always been associated with the
copying of the Quran, it has succeeded not only in surviving and maintaining ils
original dignity, but also in safeguarding its continuity as an art form for fiftecn
centuries. When other arts of the book such as miniature painting, bookbinding and
illumination have degenerated and become almost extinet. the art of Arabic calli-
graphy continues to be practised in all Islamic countries. Thus ealligraphy is the only
traditional lslamic art form to survive and is the only classieal art that has exerted its
influence an the works of contemporary artists in the Islamic world,
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We are “the others”

by Olafur Gislason

Vawe the old colonial ern The tales of Sinbad the Sailor and the beautiful and conrageous Scheherazade from
faas pussed and o the Thousand and One Nights, translated by Steingrimur Thorsteinsson, and the
the portratt of the Arab Rubayat of Omar Khayyam translated by Einar Benediktsson and Magnis Asgeirsson,

have probably been the first acquaintance that most leelanders have had with Arab
forws i theimageof - and Persian culture, These timeless, fantastic worlds of beauty, voluptuousness,

e el dancerin the  bravery, leroeity and ephemerality accorded well with romanticism’s dreamy notions

gidtan s harem of exotic countries and civilisations during the heyday of colonialism in Europe.
Enchanting, fantastic worlds which were easy to dream about, but gave us a far from
realistic portrayal of the social reality from which this literature was born.

sorlel e LS eryvsialiizon

Now, the old eolonial era has passed and with it the portrait of the Arab world which
is erystallized for us in the image of the belly-dancer in the sultan’s harem. In its
place. a different reality confronts us: through the media we hear terrible stories
of Palestinian girls who go around with bambs concealed under their clothes blowing
themsebves up in crowided places in lsracl. leaving behind death. terror and de-
struction. These two [emale images. so different as they are, nonetheless have one
thing in common in the eyes of many Westerners: they belong to The others. they
are an alien phenomenon in our society and therefore a confirmation that we are dif-
ferent. The ndalisque and the kamikaze, they are The others,

The exiled Palestinian literary critic Edward W, Said has deawn attention in his
writings 1o the way that the cultural image of this part of the world as presented
by European orientalism is characterised by cultural elitism which ultimately implies
the use of force. He says: “Contemporary criticism is an institution for publicly
affirming the values of our. that is, European, dominant elite eulture, and for privately
setting loose the unrestrained interpretation of a universe defined in advance as
the endless misreading of a misinterpretation.” !

By way of explanation, Said gives a briel aceount of a friend of his working for the US
Department of Defence whom he met during the Vietnam war. Said naively wanted to
understand what kind of person would entertain the thought of ordering high
altitude B-52 bombers to drop their payload daily on such a seale over a remaote and
poor country in East Asia, in the name of US interests in defending freedom and
uprooting communism. “You know”, his friend said, “the Secretary of Defence is a
complex human being: he doesn't fit the picture you may have formed of the cold-
blooded imperialist murderer, The last time [ was in his office | noticed Durrell's
Alexandria Quartet on his desk.™

1. EW. Said: Secular Crificism In “The Woeld, the Taxt and the Critic”, Cambridge 1983,
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The existence of this literary wark on the Secretary of Defence’s desk was su pposed
ta prove that he could not be the cold-blooded butcher that Said had imagined.
On the contrary, the literary work placed the politician in a cultural context which
ultimately was the Western heritage with all its superstructure and superiority.
A Western identity which at the same time defines and excludes “The others™ on
prineciples which Said compares with a religious dogma. Said's sharp criticism of
cultural elitism is partly born from his experience of carning the highest aceolades
within the Western university community as a refugee and exile from a poor and
“underdeveloped™ country .

The reason for mentioning this dialogue here is that Akureyri Art Museum, in
cooperation with Reykjavik Art Museum, has now set up an exhibition of selected
modern works from Jordan National Gallery of Fine Arts in an effort to present
us with yet another image of this part of the world. An image which makes a claim
to externality and calls for a different kind of relations between worlds which have
known cultural exclusion (or what Said calls a “misreading of a misinterpretation™).
and which to some extent has probably been reciprocal, ever sinee the rise of
colonialism. This necessary task is at the same time a problematic one, and may
prompt many difficult questions. Questions concerning identity and exelusion at the
same time as they affeet relations between these cultural worlds and their interfaces.

il painting on canvas and a stretcher frame is a European invention with approx-
imately a so0-year history behind it. In the European context it has played a key role
in ereating the identity in which we Europeans are accustomed to reflect ourselves.
The oil painting came in to being with the emergence of humanism in Ewropean
cultural history, which at the same time marked the beginning of the secularisation
of art and its separation from a_homogenous and universal religious dogma. We sce
this separation symbolically in Masaccio's mural of Adam and Eve's expulsion from
Paradise in the Brancacci chapel in Florenee, from 1425,

In the Arab world, however, easel-painting has a history of only 100 years, and
its introduction was not least due to Western inlluences on Arab eulture, Arab artists
who had lived in Europe in the heginning of the 2oth eentury introduced this branch
of art in their home countries. But even at that time some of the most forward-
looking pioneers of European avant-garde (e.g. Marcel Duchamp) had in fact already
foreseen that the time of this art form as a mirror of the Western identity would soon
b over.

It would be a palpable case of cultural elitism to see this belated birth of easel-
painting as somehow proving the immaturity or inferiority of the Arab world in the
field of visual art. On the contrary, the Arab world has an extremely fertile, deep and
remarkible visual art tradition. which has also had diverse influences on European
eulture through the centuries. The term arabesque is a familiar concept in most
European languages. used among other things to deseribe intermingled ornamenta-
tion. Arab influences can widely be seen in architecture and murals in southern
Spain. Sicily and southern ltaly. Arabian carpets are a familiar ornament in European
homes, and g0 on and so forth,
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e Arabort eadition hos The Arab art tradition has a eenturies-long history in which the emergence of the

acenturies-long history— prophet Mohammed in the 7th century represents a certain turning point. After
i which the emergenee of  his day, Arab art is more characterized by absiract pictarial conception and the
e prophet Mobommed in abandonment of imitation of nature. This was consistent with the prophet’s dictum

the th century represents prohibiting images of humans and animals. Foliage and calligraphy are therefore the
soertnin tuming pont, formal essence of the arabesque. At the same time, aesthetic and religious thought
became inextricably interlinked in Arab art tradition. Underlying this is a hermetic

mysticism modelled on the neo-platonic mysticism of aneient Greek philosophers

such as Plotinus, who regarded the fusion of man and the universal spirit as the

highest goal of human existence. Arab mysticism (Sufism) has parallels in medieval

Christian mysticism, which also doubts the value of imitating nature’s surface when

man strives to approach truth and the godhead. The Persian Sufists wanted to burn

icons because these led people astray from the way of truth by imitation of the

ephemeral surface of things, We find the same idea among Christian mystics such

as Meister Eckhardt, who said: “If you want to get the nut, then smash the shell.

Likewise, if you want to discover Nature unveiled you will have to shatter all its images ™

The essence of art was spiritual in character and not material. or as the Persian
mystic and Sufist Shams of Tabriz put it: “The arts are all shadows of conceptual
farms. ™ This is also true of the pattern in the Arabian carpet which all Westerners
know. We are accustomed to regard it as a decorative mat for walking on. However, its
significance can be traced to the prophet’s worship in the first mosque, where he
went down on his knees and touched the ground. or the mat on which he knelt, with
his forehead. Aecording to Islam art tradition. the carpet and its image are supposed
to refleet the notion of heaven on earth, the joining of heaven and earth in the sym-
bolie gesture of the prophet. The purpose and object of Arabian carpet design is
therefore primarily religions *

2, Messter Eckhardt, ed. F Phestier, Gottingen 1914, p. 333

3, (uated by A. Coomaraswamy: Nota sufa finsafia delarte persiana In =il grande brivido, Saggi di simbolica & ane™,
p. 211, Milan 1987

4, "The Praphet himsall, it is believed, had first prayed befors the divine throne (al-"Arsh] betore he: prayed upon the
ground (farsh), ths sanctifying eanh.as the minor and reflection of heaven. it is this sanctification of the ground by the
Praphet that bestowed a new. meétaphysical meaning upon the giound and the caspet covering it The capet, whethes
of simple white color or fiull of geometric and arabesque desgns and patterms, i a refiection of heaven and enables one
1o experignce the ground upan which one sits as purifying, and to panicipae in the sacred character of the ground.”
Sze: Mitin Kumar tslam: Assthatics of a Mystic Redigion, hitp:hwsw exoticndiart comfarticleisam
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Arab art tradition employs a great variety of forms of expression apart from easel-
painting. As well as tapestry we see it represented in ceramics and tiling. poreelain
and mosaic, silverwork, manuscript illuminations and calligraphy. and not least in
architecture. In the Arab world art did not exist as a luxury to be hung on the wall for
decoration, but rather from the need to give objects meaning and fanetionality. Or as
the Persian poet and Sufist Rumi put it in the 13th century: “Does the painter paint
a form for the form's sake. or for its usefulness? Does the potter make the vase for the
vase’s sake, or for the water? Does the scribe use his art of writing for its own sake, or
fr it 1o be read? The external form of objects aims towards an invisible form, which
aims towards yet another form... depending upon whether you have the maturity to
understand it.”*

The humanist ideals which we see reflected in Florentine painting at the beginning
of the 15th century were slow to take root in Arab art. These ideals reveal to us the
abandonment of the medieval notion of God and mark the beginning of the schism
between man and god, the sacred and the secular, religion and politics, knowledge
and faith, which ended for onee and for all with the “death of God™ which Nietzsche
so prophetically declared as the fate of modern technological culture at the end of the
1gth century. This secularisation of the world has been the chief characteristic of
Western eulture ever since the beginning of humanism. and the modernist easel-
painting is its legitimate offspring.

When oil painting established itself in the Arab art world, it was like a whirlwind
acting upon the timeless and static art tradition which had always involved timeless,
immutable and eternal values of religions nature. Thus the art presented at this
exhibition reflects the sell-contradictory conflicts of the Arab world with the
inescapable modern world of global technological advanee which is seeular by nature
and will inevitably undermine the metaphysical stability and monism on which the
tradition rests. Among other things it reflects the problem that the Arab world faces
now with its belated separation of the worldly and the spiritual. religion and politics,
thealogical dogma and scientific knowledge, tradition and technology. This art also
shows us responses to a temporary situation and stakes a elaim 1o reflect the ever-
changing and ephemeral image of contemporary life, where eternal and immutable
truths are on the retreat. This modern age is inescapable because it is driven
on by the unstoppable mechanism of techno culture and globalisation. Thus this
exhibition raises questions about the Arab world's confrontation with a secular
modernity that is rife with contradictions and haunted by questions of identity and
exclusion,

5, Wvdana lalahoddin Rumi (d. 1273): Mathnawi, W See Coomaraswamy, p. 209



Here we come back to what Edward W. Said calls “secular eriticism™: this criticism is
not only direeted against the elitist view of Western orientalism, which he compares
to a dogma that has legitimised a systematic misunderstanding of this cultural world
and justified the cultural and economic domination of it. It is no less directed at the
religious and nationalistic dogma which we can find as well in Israel as in the Arab
world itsell, where Said’s roots lie as a Palestinian exile and militant fighter for the
liberation of his people from military oceupation and religions apartheid. Indeed,
Said has been eriticised by some of his fellow-Palestinians for preaching Western
values with his emphasis on “secular eriticism™ which they see as targeted against
religious traditions and Arab nationalism on similar principles to those which can be
seen in “Western orientalism.”

Said has answered this criticism by warning against the use of concepts such
as “lslamic™ or “Western™ for political purposes. Such generalisations became rife
after the attack on the Twin Towers in New York on September 11, 2001 Many people
were prompted then to eite Samuel Huntington's prophecy that the fundamental
source of conflict in the near future will be between civilisations. that is between the
Islamic and Western civilisations.® Said has pointed out that the concept of “the
West™ is used in this context to play down the multicultural features of most Western
states, and that the concept “lslam™ in this context creates a pot-pourri of cultures
as different as Indonesia. Turkey. Bosnia. Iran and Algeria. without it being apparent
that they have any common denominator to justify such a generalisation.” The
generalisations have since become intensified with the creation of new coneepls such
a8 “The axis of evil™ at the same time as it has become the accepted custom of the
media to talk about “lslamic terrorists™, while it wonld be almost unthinkable to talk
about Christian terrorists or Jewish terrorists in a comparable context.

This exhibition of modern Arab art ought to inspire us to consider our cultural
relations with this distant part of the world, which is nonetheless not far away enough
to prevent us from encountering it daily on the news headlines. besides which it
is a faet that the Muslim community in the Nordic countries is now a more populous
gronp than the leelanders themselves in the Nordic context: their number
is currently approaching half a million ®

IF we look deeply enough, we can find a part of ourselves in the images on exhibit
here. Then we begin to approach a conclusion which overturns the inftial elaim made
here about the odalisque and the woman kamikaze: We are the others,

& Samael Huntington: The Clash of Cralizations T, Foreign Affss |, summer 1503
7. E. Said: The Clash of ignorance, The Mation, Dctober 2001,
B See: kiam online, hitp:ihweslslamonline netiol-englshidowaliafeuinpe-5-2-20000utope |_asp
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[ shout my
beloved's name

by Johanna Kristjonsdottir

This little poem (on the left page) was composed by the Arabian poetess Olija bint al
Mahdi. who was born in 777 and lived until 825, In reading her poetry and looking at
visual art and listening to the music of the Arabworld | have found it most noticeable
how prominent romanticism is in all that they deal with. Political conseiousness
could have been expected to colour their subjects more strongly, given the course that
modern history has taken.

Other writers in this catalogue give detailed accounts of painting. [ shall therefore
focus on other points which are no less necessary for understanding this world.
Nor will | write about the cultural world in the narrow sense of visual art, poetry,
traditional and the like. L intend to write about points that we find perplexing.

In light of the frequent difficulties we have in understanding our own caltural world.
it is perhaps not surprising that other cultural worlds. the movements there and not
least the underlying way of thinking, strike us as odd. Admittedly the eultural world
of the Arabs, its long history and heritage, occupy a distinet position, We have a more
obwious need to understand it now for reasons that need no explanation. And if we do
not succeed in fathoming this world. we can at least try to contemplate the assump-
tions behind the concepts in which its roots lie.

The nations inhabiting the part of the globe that we normally call the Arab world have
a combined population of almost three hundred million. Obviously these are diverse
groups with dilferent standpoints. consciousness and views. Above all, one thing
unites this world: the Arabic language that they all speak and own. Dialects differ
from one eountry to the next, but never so much that people cannot understand each
other. And the written language is the same everywhere. As education increases in all
these countries, the everyday language has gradually been moving closer to what we
call elagsical Arabic, the language in which the Qu'ran is written. Of the population of
these Arab countries. an estimated go% are lollowers of [slam, The others are
Christian or Jews, These figures are presented here with reservations, but ought to be
quite near the truth. Sharing a language and a religion—this is unique and in the eyes
of Arabs it is a wondrous heritage.

Itis elearly noticeable that we have certain prejudices against this world. On the basis
of my own experience. | sometimes call it antipathy. We feel it presents a threat, Here
| often Teel that eultural worlds are discussed in different terms. Take the oriental,
Chinese cultural world as an example. We know little about it and that does not really
matter much. We appear to aceept that it is different and even take a delight in that.

Saudi Arabia
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And let the matter rest there. But the Arab culturil world is shrouded in mystery.
It is more complex and hostile in our thoughts, Automatically, people say: Arabs are
brutal and merciless. They are terrorists and villaing, | counter: what assumptions
do we make when we present such sweeping claims? Are we falling prey to biased
reporting when we condemn, lor example, a respected and valued political party such
as Hizhollah in the Lebanon as a terrorist geoup, period. Do we understand its ideo
logy, do we want to understand it and is it generally worth the effort? Do we under-
stand that this party was founded as an underground movement in the South Lebanon
whan lseaeli forees occupied the region. and that Hizbollah may be compared with the
resistance in Europe during the Nagi occupation?

Do we understand that one of the main symbals of the oppression of women in the
eyes of the West, the veil, did not originate from Islam? Nowhere in the Qu'ran are
women ordered to hide their faces, and there are various tales about the use of the
veil. One is that it originated among nomadic tribes in the desert of the Arabian
peninsula, where the temperature can reach 50°C during the day and drop to -20°C
at night, and covering up the skin is a simple matter of life and death. Later it was said
that the Turks introduced the veil during the Ottoman era when they controlled the
whole arca, in order to show some kind of class distinction. Most religions in the world
encourage women to cover their hair and/or dress respectably. Is that oppression? s
ittradition. or is it simply a question of different countries having different customs?
Can people in leeland fuss abour oppression of women in Arab countries when a
report made only a couple of months ago shows that there is still a 20-30% difference
between the respective wages paid to men and women, despite a Liw that stipulates
equal pay for equal work?

Do we understand or do we want to understand the profound and alien Arab concepts
of honour and shame? In which the honour of the family is ubiquitous and always
takes precedence over the individual, Besmirehing of the Tamily is deeper and more
dramatic than anything else. and often difficalt to understand. And in its wantonness,
Western society condemns this. In Western society where only liberal values
shall reign.

Do we understand that women in Arab countries become financially independent on
marriage. because their dowry. which is widely viewed with eircumspection in the
West, becomes their property on marriage and may never be touched
by the man? Do we know that a wife who works outside the home may dispose of her
earnings as she pleases, becanse the duty of providing for the family rests entirely on
the male? Are they perhaps being oppressed instead? Do we understand that the
reason couples want to have as many sons as possible is that the sons are supposed 1o
provide for them in old age while daughters are free [rom this abligation? 1IF eouples
do not have sons, the duty of providing for others does not devolve upon the daugh-
ters, but on the clogest male relative,



Do we understand that Arab women find that Western women's campaigning for
equal rights rings hollow if it revolves around making the male do the vacuum clean-
ing or washing up as often as they do? Women in Arab countries regard women's
rights to education. general advancement in their work and respect at home to be
mare important than whether they or their husbands do the dusting more often.

Do we realize that nowadays it is a myth that all Arabs have several wives. The practice
atill prevails in the richest Arab countries. the Gull States and Saudi Arabia. But not
elsewhere. partly becanse people cannot afford this and also because the wife does
not care to share her hushband with others,

Da we know about the origin of polygamy? The prophet Mohammed allowed each
male 1o take fonr wives and particularly encouraged men to marry widows. In those
days. war and destitution were rife. no less than today. Many women lost their
husbands in these wars and had little choice until Mohammed pointed out that these
women s husbands had lost their lives in honourable battle and the women deserved
better treatment than being sovial outcasts. Admittedly with the proviso that the
male treated all the women equally and did not discriminate between them in any
way. And that the earlier wives gave their approval if the husband wanted 1o take
a new wife,

Do we know that divorees are more common than before and that they are more aften
on the initiative of women than men, according to statistical reports? Women who
have been married before, especially if they have had children, have just as good
a chance as anyone else to marry again. Can't we forgive Arabs for wanting the girl
they marry to be avirgin? It is no farther back in the past than my parents’ generation
when people took it for granted that a girl would save herself for her husband instead
of jumping into bed with a man after talking to him for an hour. Can’t we forgive
Arabs for the fact that in their countries AIDS is virtually or completely unknown,
because foreigners are sent for HIV tests in most of those countries if they stay there
for longer than three months?

Isit ridiculous in our eyes that young Arabs who are thinking of marrying should seek
their parents’ guidance about their choice of spouse to a greater extent than they did
several decades ago? Itis almost inconceivable not to involve one’s parents in match-
making, and young people say: “My parents are the people who know me best and
know what kind of spouse is most suitable for me.” According to a recent Egyptian
study, divorce is much rarer among couples who have had their parents assistance in
choosing a spouse. OF course we find this pathetic, or at best boring, but then many
young Arabs say: “You take everything out in advance, We have it left” Naturally this
sounds very naive to our sophisticated ears. But that's the way it is and it is almost
unthinkable for young people to get married without the blessing of their families.
On the ather hand we also choose to ignore that under Islamic law. people must not
be forced to marry. Coerced marriage is a erime which is to be punished.
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If we want to understand the Arabs we have to understand that their family pattern,
structure and bonds are completely different from ours. The immediate family
comprises not only parents and children but also grandparents; uncles. aunts,
cousing, and great uncles and aunts on both sides. All these family members belong
to the innermost circle and they all regard themselves as bearing responsibility for
other family members. This is not viewed as interference, but as care for the welfare
and honour of the family. However, there is no doubt that a foreigner who marries
into an Arab family can find this all-embracing care extremely tiring. The oldest
members of the family enjoy undisputed respect and it is a serious matter if younger
people think of doing something that they would consider improper.

Can't we forgive Arabs for not having Western democracy in their countries? Can't we
understand that Western democracy is not a suitable export to places where other
ways of thinking and other traditions apply? Far be it from me to try to condone the
dictatorship or tyranny that prevails in some Arab countries. But if we are so fond of
democracy, why not also talk about Arab democracy and define it differently from
Western demoeracy? Arab democracy is taking better shape than it had several years
ago, and major reforms are taking place in countries such as Qatar, Bahrain, Moroceo,
Tunisia, Lebanon and Jordan, and there are even glimpses of it in Syria although
other eountries have more progress to make.

To my mind, eultural literacy and eultural understanding are not anly awareness and
knowledge of eulture in the narrow sense. Cultural literacy also means understanding
society, Arab soetety, as a whole and in the context of events, So a few points should
be addressed that ave uppermost in people’s minds in that part of the world and influ-
ence their thinking and culture per se. because such attitudes have also spawned
ereative opinions, literature. song and dance. although we do not hold them in any
reganl.

Can we understand the intervention after World War | by the Western superpowers,
Britain and France, who carved up these countries on their own whims and to fulfil
their own interests, rarely in consultation with the inhabitants? Most of the events in
this part of the world sinee then can be traced to superpower intervention, and those
waunds have yet to heal. Can't we understand the antipathy towards the Americans,
wha have swept into that part of the world like a whirlwind o firebrand to tell all the
people there how to conduct their own lives? They support one movement of “free-
dom fighters™ today. which has become a “tereorigt group™ tomorrow if it does not
obey the instructions of Big Brother in the Weat.

Can’t we understand that the Arab countries, which had all lived Tor centuries with
Jews within their borders, and largely in peace and harmony, felt it was simply going
too far to thrust the State of lsrael steaight down into their midst, even to the extent
that the existence of the Palestinians was not recognized until Yasser Arafat had



founded the PLO? Of course the historical background is too long and comples to be
dealt with here, but this is the way it may have looked from their point of view
We should bear in mind that around the end of WWI, Jews accounted for =% of the
population of Palestine and Arabs g3%. ted 1

Can't we understand the bitterness that the Egyptians felt when their then President
Nasser approached the Americans for fanding for the Aswan dam. which would have
proved @ blessing to this most populous of the Arab states—didn't they refuse this
simply because they suspected him of not being pliant enough? At that time Nasser
was above all an ambitions and patriotic Egvptian who sought the best for his country
and had not embraced the socialism that would later come 1o be associated with him.
Obwiously he went straight to the Soviets after the Americans rejected him,

Can’t we understand the indignation of Muslims in Lebanon when the USA and Jsrael
made a clandestine agreement to expel the Palestinians in 1982, but before doing so
the lsraclis still gave their consent for the Christian Lebanese Falangist forces to
enter refugee camps in Beirut, Shabra and Shatila and eradicate a thousand danger
ous terrorists? When reporters and photographers finally had the chance to examine
the bodies some “mistakes™ transpired, because the terrorists turned out
to be children, women, and old and |mr|f|1r.1p|n-rl people. And all US actions in
Lebanonat this time served to intensify the divisions in the country, which were more
than enongh already, until the US forces [r||.'|i|_1.'1.~.|1|u|r1-u with few aecolades
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Fam notattemping Can't we understand the astonishment that seized people in Libya when a Pan Am jet
towhitewash the b exploded over Seotland and., before any proof was at hand, the culprits were not only
world, that would b identified as dangerous Libyans but had also been made into agents of the nation’s

absurd. There are mam leader, Gaddafi¥ Wasn't it conceivable that they were just ordinary eriminals who
anappenling things there perpetrated that terrible act without the Libyan leader being involved in any way?
Just as there are fere Instead, the Libyans were dealt out US air raids which I'nrl:unalf;ty— we ean only con-

clude —even Gaddah himsell felt, because in addition to the eivilian fatalities they
co#l his foster-daughter her life,

Can't we understand the indignation of the Arabs in Traq which was the Favourite of
the Americans—even though the same president was in power then and still is—
during the Iran-Irag war from 1g8c-1988, when the US poured arms, money and
advisors into Irag beeause they saw even more of a threat from the ayatollahs in
Teheran than from Saddam Hussein in Baghdad? Why was it hushed up that the Us
ambassador to Iraq, April Glaspie, was informed in advance about the invasion of
Kuwait, at a special meeting with Saddam Hussein? She contacted her superiors in
Washington and no reaction was made until after Saddam Hussein had launched the
invasion. A notorious trade embargo was imposed which has now been in effect for
more than 12 years and has caused the nation such suffering that. in effect. a whole
generation of Iraqi children has been exterminated over the past ten years. And every
so often the Americans dispateh a few bombs onto the country to show their might.
Then have the nerve to claim that this long-suffering people spend their time making
nuclear missiles and chemical weapons in between scouring the rubbish dumps in
search of food. And then a war against Iraq is promised onee Afghanistan has been
dealt with. All this is done in the name of democraey. [n the name of democracy and
the public interest,

| am not attempting to whitewash the Arab world, that would be absurd. There are
many unappealing things there, just as there are here. But | shall always remember
the Oklahoma bombing a few vears ago. Larrived in Lebanon that morning and turned
on the TV in my hotel room. and CNN was starting to show pictures and said that the

[alarm is not o dongerons first hints received by police indicated that this was the work ol Arab terrorists.
religion. The wman differ Perhaps religion has given us such a distorted view. As soon as [slam crops up, we
et bx thar Ielam & rof jus imagine women in burkas, Surely oppressed and beaten. People do not consider the
arelagion to the Mushins, message of lslam, their conversations and thoughts always focus on one thing:
buar aebsova way of Tife, which oppression of women. Even worthy men who pay little heed to such matters at home
cternot b s of Christions are filled with revalsion at all those Arabs oppressing their womenfolk: Islam is nota

crceptbo o limsted evtent. dangerous religion. The truth is that Islam is based on much of what is lamiliar 1o us
from Christianity and all kinds of Christian messages of love can equally be found in
Islam. The main difference is that Islam is not just a religion to the Muslims, but also
a way of life, which cannot be said of Christians except to a limited extent.

It is inconeeivable to contemplate the Arab cultural world, to say nothing of cultural
literacy and difference, without some knowledge of Islam. The truth is also that in
its early centuries, Islam was a progressive religion, although extremists and funda-
mentalists have admittedly interpreted it toserve their own purposes. as has been the
case with all religions and in fact still s,



Une final point: | have embarked on explanations here of various aspects of this
world, because | consider that the concepts of eultural world and cultural literacy can
be defined in a wide sense, such as religion. the family, pride, sell respect. | would
like to add that people should travel to these countries where history rings out with
every step you take. to sense the family ties. eat the food, examine the handicrafts,
listen to the music and Jook at the art. RBead books about the Arab world which is
actually many worlds at once. because the different communities are full of nuances
although we tend to group them all together as one.

| h“]’"' Ih-‘ll 1|l‘h]ll|l‘ Ty I'.'I”'H'r LIy t'lltlll".li treatment lr[ 1||]li. ||'I|I:H . | !'I.:I'I.{' men
readers insights to help them consider all this on the basis of different assumptions

than those they had made before.
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The Artists

Nawal Abdallah (b. 1951} « Jordan

Nawal Abdallah was initiated into the world of art at Muhanna Durra’s studio in Amman befare
[oining the Accademia di Belle Arte in Florence where she received her formal training, graduating
in 1979. Her energetic abstract compositions of super-landscapes are full of spectacular movement
of a surprising spontaneity that interact and supersede the first and second dimensions while
colour, fight, mass and line play equal rales in forming her constructed compaositions.

Nasr Abdul Aziz (b. 1941) = Palestine

Nasr Abdul Aziz finished his architectural studies in Moscow in 1963 hefore moving to Cairo where
he studied fine arts, graduating in 1968, In 1980 he camed a higher diploma in cinema art from the
Fine Arts Academy in Cairo. His well-canstructed paintings embody nationalistic themes, forcefully
articulated through iconographic symbolism and stylization where the silence pervades through
sombre colours and sturdy figures.

Abed Abidi (1942) « Palestine

A painter, sculptor and pedagogue, Abed Abidi graduated from the Fine Arts Academy in Dresden in
1972. He is a pioneer Palestinian artist and is the first Palestinian to penetrate Tel Aviv, the centre of
Israeli art, and exhibit his work in a one-persan show in 1962, His works speak of the sadness of his
soul in silent protest against the personal and national injustice he has endured, throuah simple line
and form, in the shape of a cross, with great ecanomy in colour.

Abdul Jabbar Alghadban (b. 1953) » Bahrain

A graduate of the Callege of Fine Arts (1981) in Damascus, Abdul Jabbar Alghadban takes up
gender-related subjects, portraying his women in their unrealistic environments and symbaolically
imprizoning them within visible and illusory societal boundaries of false and compulsory manacles,

Aziz Ammoura (b. 1944) « Jordan

A painter and art educator, Aziz Ammoura graduated from the Academy of Fine Arts in Baghdad
(1970} then cantinued his art studies for an M.A. from the Pratt Institute in the United States,
graduating in 1983. A dedicated teacher, Ammoura has trained many students of differsnt age
groups in his own studio and the Department of Fine Arts at Yarmouk University, Ammoura has
developed an ariginal style of calligraphic painting that is based on the Arabic script in abstract
compositions of overlapping transparent layers of colour. His adeptness in watercolour is clearly
visible in his cil paintings despite the opaqueness of the medium.

Mabil Anani (b. 1943) » Palestine

A graduate of the College of Fine Arts in Alexandria (1968), Nabil Anani is a painter and ceramist
whase work draws on stylized figures in national costumes, folk motifs and Palestinian embroidery
patterns 10 build up tightly well-formed nostalgic compasitions. Through his partrayal of Palestinian
folk art, he expresses his resistance to occupation by confirming his people's culture that Israel tries
to claim,

Hachemi Azza (b. 1950) » Morocco

Hachemi Azza is a master engraver in every aspect of the art. He is a graduate of the Ecole des
Beaux Arts in Tetouan (1965) wha continued his training at the Royal Academy of Fine Arts in
Brussels. He includes colour, with all its nuances, in his surrealistic mezzotints that capture an imme-
diate sense of the indefinite and the macabre yet with an aesthetical approach, while asserting a
sacio-political commentary in a personal and intriguing manner.

Farid Belkahia (b. 1934) » Morocco

Farid Belkahia attended the Ecole Nationale des Beausx Arts in Paris {1954-1959) then studied
theatrical design in Czechoslovakia, Upan his return to Morocco in 1962, he was appeinted Director
of the Ecole des Beaux Arts in Casablanca (1962-1974) and is a founder of the Casablanca School
In Moroccan art. He became preoccupled with popular signs, numbers, Arabic calligraphy and
characters taken from the Berber seript. Belkahia executes his abstract works laden with folk icono-
graphy and symbolism and paints them an hand-stretched skin, using henna and other natural
pigments such as sumaq and saffron instead of oils and acrylics, much like traditional craftsmen
working in leather and weaving.



Karima Ben Othaman (b. 1972) « Jordan

Karima Ben Othaman trained at various art institutes in Italy, including the Accademia di Balle
Arte in Florence (1992-1994), Accademia di Belle Arte in Bologna (1994-1995) and Accademia

di Belle Arte (Brera) in Milan (1996-1998). In her "Fish Series” each fish takes up, half-seriously
and half-mackingly, a different human character while transporting the viewer into a world behind
the mimor of “Alice in Wonderland®,

Kamal Boullata {1942) « Palestine

Born and raised in Jerusalem, Kamal Boullata's initial training In art was at the Academy of Fine
Arts in Rome, followed by the Corcaran School of Art in Washington D.C. In 1968, he settled in
the States where he taught at Georgetown University. A writer and literary critic, he has edited
several poetry books. Boullata's occupation with the calligraphic school of art began in the 19805,
He concentrated on thematic abstracts related either to Sufi poetry or nationalistic slogans,
executing them in strang intervening colours and menachromatic gradations.

Taha Boustani (b 1950) « irag

Taha Boustan s a calligrapher and illuminator whose warks follow the Ottaman school in Islamic
ormamentation and arts of the book. In his present work he produced the Hiliye Shaerifeh that
includes the spiritual and physical description of the Prophet Muhammad based on the Turkish
example and considered the Prophet's true portrait,

Raad Dulaimi (b. 1963) » Iraq

Raad Dulaimi is an engineer who graduated from the Faculty of Engineering at Baghdad University
in 1986. A sell-taught artist, he utilizes calligraphy in his art work joining the traditional writing
with a modern execution. He employs the old Kufic script within various geometric shapes to inter-
pret a religious text within a contemporaneous composition,

Issam El-Said (1939-1988) « Iraqg

A painter, designer, architect, art historian and expert on lslamic art, lssam El-Said read architecture
at Cambridge University and graduated in 1961, after which he went to Hammersmith College

of Art and Design (1962-1964). At the time of his death, he was doing research in Islamic art for his
Ph.D. at the University of Newcastle-upon Tyne in England. He designed several mosques and
masque interiors, including London Central Mosque and Islamic Cultural Centre (1976-1877),

He lived and worked in London from 1958 until his death and was a member of "Christies’
Contemporary Artists” group. El-Said was one of the early Arab artists to investigate the inclusion of
calligraphy into madern warks of art. Since the 1960s almast all his works either included calligra-
phy or lslamic design in one form or another. Although some of his paintings had traditional Arabic
script, his media and execution were contemparary. An agile and prolific artist, El-Said chose the
calligraphic schoal, with its principle and secondary styles, as the main course of his art work.

All Omar Ermes (b, 1945) » Libya

A phatographer, painter and writer, Ali Omar Ermes graduated from Plymouth Schoo! of Architecture
and Design (1970}, He was the visual art consultant for the World of Islam Festival (1976). Ermes
considers the use of Arabic calligraphy In his work as an element of Islamic culture which adds a
new dimension to international modern art and which does not require the viewer

to be literate in Arabic. He employs his letters and sentences as graphic elements that make

tp the composition and with which he identifies. Ermes is an Arab artist who has succeeded

In propagating his culture in the West without betraying its origins or becoming xenophobic,

Muhsin Fadle (b. not known) = Egypt

Muhsin Fadle received his B.A. from the Depariment of Decorative Arts at the College of Fine

Arts, Hulwan University, in Cairo (1973) and his M.A. in 1983 and Ph.D. in Philasophy from the same
university in 1993. Al-Fadl is an interior designer who teaches at his alma mater, He has taken up
painting using Arabic latters and signs as graphic elements in a modern personalized =cript that he
exploits to build up monochromatic intricate and intertwining abstract compaositions.

Mustafa Fathi (b, 1942) « Syria

Mustafa Fathi's art training was at the College of Fine Arts at Damascus University, graduating in
1968, and the Ecole Nationale Superieure des Beaux Arts (1975) in Paris. An adherent of the modem
calligraphic school of Arab Art, he abstracts his letter signs and spreads them across his surface to
create parchment-like abstract compositions spread over natural canvas like his country’s ploughed
fields in autumn,

Yemen



Algeria

Ali Ghaddaf (b. 1947) » Yemen

A graduate of the Higher College of Fine Arts in Budapest, All Ghaddaf specialized in murals and
masaics, taking courses in ceramics, goldsmith and art restoration in Italy and the former Soviet
Union. He has been living in Holland since 1989. His abstract expressionist works, with bold
contrasting colours and interchangeable forms, denote a constant, anxious search for an absolute
and indefinite aim,

Paul Guiragossian (1926-1993) « Lebanon

One of the pioneers of modern art in Lebanon, Paul Guiragossian began his art training at the
Italian Academy of Pietro laghetti (1944) then at the Yarcon Studio (1946-1949). In 1957 he attend-
ed the Accademia di Belle Arte in Florence, His featureless statuesque figures seem to carry the sky
by their uplifting movements and their massive stature, while the dark lines surrounding their light-
coloured shapes add tension and vitality to the work that defines social concepts.

Al Hassan (b. 1956) = Qatar

A graduate of the Faculty of Letters at the University of Qatar {1982), Ali Hassan received his art
training in etching from Cairo (1386). His monochrome calligraphic arrangements are made up of
recurring letters and words in various riwthmic forms and densities, thus manipulating the graphic
dimensian of the Arabic alphabet 1o construe abstract lyrical arrangements.

Muhammad al-Jouqi (b 1939) = Jardan

Muhammad al-lougi is a traditional calligrapher who did his apprenticeship in the early 19505 with
Fadil Kurd Ali Ardakani. In 1954 he was appointed calligrapher in the Jordanian Armed Forces and in
1985 he established his own affice. Since then, his work has been carved in stone, decorating sever-
al mosques in Amman. Al-Jougi follows the traditional Turkish schoal in Arabic calligraphy and illu-
mination in executing individual calligraphic pieces that usually carry a religious text.

Haidar Khalid (b, 1971) » Iraqg

After eaming his arts diploma from the Institute of Fine Arts in Baghdad (1980), Haidar Khalid
joined the Faculty of Fine Arts and gained his B.A. in 1984 and M.A. in 1989. An abstract painter,
Khalid's obtrusive works betray strong German abstractionist features in style and through the bold
and contrasting colours that he employs to interpret his daring subjects.

Mohamed Omer Khalil (b. 1936) « Sudan

Mohamed Omer Khalil is a master engraver and printer whe graduated from the School of Fine
and Applied Arts in Khartoum, He subsequently joined its faculty. He lives in New York where he
works and teaches. His large etchings based on multi-layered pattemns and symbals derived from
his immediate environment, regardiess of its geography, show his total deliverance from ethnic
and indigenous ties.

Khaled Khreis (b. 1956) = Jordan

An artist with a rich training, Khaled Khreis first graduated from the College of Fine Arts at Hulwan
University in Cairo {1978), after which he went to Spain and trained in painting at the Escuela

de Bellas Artes, in sculpture at the Escuela de Artes Aplicadas y Artisticos Oficios and in mural paint-
ing at the Escusla Intemacional Pintura Mural, San Cugat in Barcelona. He went to ltaly and took
courses in sculpture and graphic arts at the Accademia di Belle Arte, Pietro Banuci in Perugia
(1978-1981) and to Mexico where he joined the Scuela di Bellas Artes, San Miguel de Allende
before retuning to Barcelona where he finished his Ph.D. in Art History at the Faculty of Fine Arts at
the University of Barcelona (19394}, writing his thesis on Arabic calligraphy in modem art. Khreis’
paintings are as cerebral as they are visual. Although he builds up each painting slowly and labori-
ausly, he works without any pre-conceived ideas. However, his abstract calligraphic works show

a controlled and sensitive expressiveness in which the artist’s emotions and intellect equally
determing the visual end result.

Rachid Koraichi (b. 1947) « Algeria

After graduating from the Ecole des Beaux Arts in Algiers (1971), Rachid Koraichi continued

his art tralning in Paris at the Ecole Nationale Superieure des Arts Decoratifs (1971-1975), Institut
d'Urbanisme de |'Académie de Paris (1973-1975) and Ecole Nationale Superieure des Beaux Arts.
A master printmaker, his best known works are his monochromatic large etchings in sepla, and
black and white, with their calligraphic background and bold symbols, and distorted images

in the foreground, Reminiscent of Berber signs and Chinese brush painting, they camry eloquent
social and political messages of protest against injustice, genocide and occupation,



Nja Mahdaoui (b. 1937) « Tunisia

Nja Mahdaoui received his art training at the Free Atelier in Carthage, in Tunisia. He studied
modern art history at the Dante Alighieri Academy in Tunis and graphic art at the Accademia Santa
Andrea in Rome, Mahdaoul has established his individual calligraphic style, by which he manipu-
lates the graphic qualities of Arabic letters into geometric arrangements. He takes up Kufic charac:
ters and literally plays with them to tum them into graphic signs, utilizing their elasticity and
plasticity to the maximum. He animates his lstter signs through their thythmic formations, in free
and unrestricted compositions.

Nassar Mansour (b, 1967) = Jordan

A leading Jordanian calligrapher, Nassar Mansour obtained his B.A. in Istamic studies from the
College of Jurisprudence (shari'a) at Jordan University (1988) and his M.A. in Islamic Arts from

the Higher Institute of Islamic Art and Architecture at Al al-Bait University in Jordan, He has

been apprenticed in Arabic calligraphy with the renowned Turkish calligrapher, Hasan Chalabi.
Although Mansour practises traditional Arabic scripts, such as ta'liq and nasta'lig, with all their clas-
sical variation and rules, he constructs his calligraphic pieces in modem compositions that

he builds up from spiritual words and sentences against areas of colour, to give the impression

of fantastic landscapes,

Suleiman Mansour (b. 1947) « Palestine

After graduating from Bezalel Art Academy in Jerusalem, Suleiman Mansour taught art in Galilee
and Ramallah befare joining the faculty of Bir Zeit University in Ramallah. His emotionally loaded
compasitions of Palestinian figures in traditional costumes take the viewer back to the artist’s roots
while expressing a silent resistance to the occupying forces of his country, by asserting the human-
ism of his peaple,

Hassan Massoudy (b, 1944)» Irag

A traditional calligrapher whe trained in Baghdad, Hassan Massoudy moved to Paris in 1969 and
attended the Ecole National des Beaux Arts, graduating in 1975, thus becoming a true calligraphic
painter in both the classical and moderm sense. He has published several books in Arabic and French
on the development, aesthetics and techniques of Arabic calligraphy, Massoudy's work is
distinguished by its purity in the sense that his only compositional elements are calligraphic signs
that he either uses on their own or amasses in figurative forms. Verses of poetry undulate to make
up the curves of a nude, they condense and spread forming shadow and light, while sach stroke
and line make up a letter and the letters tm Into verses and the verses into 3 figure.

Ahmad Moustata (b 1943} « Egypt

Ahmad Moustafa graduated from the Faculty of Fine Ans at Alexandria University (1966). Between
1974 and 19786, he took sabbatical leave and studied advanced printmaking at the Central School
of Art and Design in London, finishing his M.A. in 1978, and in 1989 he finished his Ph.D. thesis
which was the first to be awarded by St. Martin's College of Art and Design in collaboration with
the British Museum, He has bean living in London since 1974, Despite his training as a modemn
figurative artist, Moustata has succeeded in mastering the art of classical calligraphy and utilizes
its long-established traditions in developing his own style. Moustafa combines the perfection of
skill and training with talent and innovation,

Abdel Latif Mufiz (1950-1994) » Bahrain

Abel Latif Mufiz was a graduate of the Faculty of Fine Arts at Baghdad University, specializing in
art education. One of the earfiest artists in the Gulf States to embrace abstraction, he executed his
large compositions in rapid and spontaneous formations with dense brushstrokes and vivid colours
reminiscent of American acticn painting.

Nazir Nabaa (b. 1938)« Syria
A pioneer of modern art in Syria, Nazir Nabaa was affected by the early Syrian Impressionists before
going to Cairo (1959-1965) to study art. He continued hig training in Paris at the Ecole Nationale

Hamid Nada (1924-1995)« Egypt

A graduate of the Royal Academy of Fine Arts in London (1951), Hamid Nada was one of the earli-
est Arab artists wha utilized historical and folk symbols in their work. He builds up his compasitions
of weightless, floating, stylized figures borrowed from archaeological digs, popular superstitions,
tattoo motifs, magic symbols and village legends, to create existentialist philosephical fables, laden
with mysterious symbals,



Bahrain

Ayad Nimmer (b. 1948) » Egypt

A graduate of the College of Fine Arts in Cairo, Ayad Nimmer is a prolific painter whose works
include all types of media. His landscapes, like his portraits and abstract compositions in robust
colours, exude piercing energy that animates the work, injecting it with a vitality that is only
subdued by his robust forms,

Mounira Musseibeh (b. 1943) « Palestine

Mounira Nusseibeh went to Paris for her art training, where she first attended the Académie de

la Grande Chaumiére in Montparnasse followed by the Ecole Nationale des Beaux Arts. A painter
and sculptor, Nusseibeh treats her solid graceful figures, whether on canvas or In bronze, with a
strong hand and emotional discipline, While living in the United Arab Emirates she abandoned the
use of calour and added tar and gold paint to her media while interpreting gender issues on large
canvases in dramatic and disciplined compaositions.

Maisoon Saqr al-Qasimi (b, 1958) « United Arab Emirates

Maisoon Saqr al-Qasimi i a poet and a painter who received her M.A. in Economics and Political
Science from the University of Cairo in 1981, A self-taught artist, she has trained with fellow
artists in their studios while simultaneously experimenting on her own. Al-Qasimi employs abstract
calligraphic signs in her work as a primary background element whose function is to accentuate
the main figures in the composition, The squiggle lines animate the heavy floating human shapes
adding to the compaosition a certain dynamism.

Samir Salameh (b, 1944) « Palestine

Bom in Safad, Samir Salameh's art training was at the School of Fine Arts in Damascus (1973) and
the Ecole Superieure des Beaux Arts in Paris (1981) where he currently lives and is Artistic Director
at the W1 and VIl University of Jussien, In his paintings, Salameh mixes traditional Arabic script with
calligrafitti, executed in @ modemn expressionistic rendition where letter signs, words and sentences
come together turbulently to construe visual forms as well as thematic subjects pertaining to patri-
otic lssues, thus joining adition and modernism in a pure Arab plastic expression.

Khairat Saleh (b, not known) » Syria

A poet, painter, ceramist, printmaker and writer, Saleh gained her B.A in English Literature

from Cairo University before going to the United Kingdom where she studied drama and English
poetry at the University of Wales, earning her M.A. in 1978. She worked in publishing, while
engaging in research at the British Library and the Victoria and Albert Museum. Her artistic raining
has been with individual artists and through art courses in London wheee she currently lives and
works, Saleh's art works are mainly illuminated calligraphic pieces and etchings inspired by
Ottoman and Mughal art of the book. In her calligraphic works she uses script by well known
classical calligraphers, rendesing it in a new and innovative fashion with vibrant colours and gold
leafing. She gives her etchings an individualistic trait by rendering each printing in different colours.

Faisal Samra (b, 1955) « Saudi Arabia

A leading Saudi artist and graduate of the Ecole Nationale des Beauwe Arts in Paris, Faisal Samra

has discarded the academic approach and cast off his draughtsman's ingenuity in favour of a highly
expressionistic individual style using oll on canvas as well as unconventional media such as henna,
parchment, pigments and leather. His works give expression to a state of ‘mental movement’
derived from his nomadic background, yet without amy ethnic nostalgia.

Mona Saudi (b, 1945) « Jordan

A sculptor and engraver, Mona Saudi received her training at the Ecole Nationale des Beaux Arts
in Paris, graduating in 1971. She spent time in Carrara, Italy, working on marble to perfect her
technigue and acquire a better command of her tools. She had moved to Beirut in 1969 and went
back there after graduation to join the Artistic Bureau of the Palestine Liberation Organisation.

In 1982 she went back to Amman, to leave again for Beirut in 1996, Saudi's primary medium

is stone. In her etchings that compliment her sculptures, she interprets her poems, mainly revalving
around feminine subjects, with well balanced arrangements that unite the written word with
totem-like structures, in deft flowing lines on a calligraphic background of poetry, thus mixing

the visual with the imaginative.

Leila Shawa (b. 1940) « Palestine

A painter, designer and illustrator of children's books, Leila Shawa's first art training was at the
Leanando da Vinci School of Art in Cairo (1957-1958), after which she went to Rome and attended
the Accademia di Belle Arte (1958-1964) and Accademia St. Giaccomo (1960-1964), In 1960, 1962
and 1964 she attended summer courses at the Oscar Kokotchka School of Seeing in Salzburg, work-
ing under the Austrian expressionist artist. Based in London since 1987, her work presents palitical



and gender issues such as the enforced veiling of women in her hometown, in the 1980s, which she
portrays in misleading colourful compositions, making pleasant first impressions yet masking biind
unseeing eyes, futile efforts and broken dreams. In her series entitled *Walls of Gaza®, calligraphy
plays an educating role by transmitting messages of a repressed people who were not allowed free-
dom of expression, so they reverted to graffiti. However, this same graffiti form part of the work's
composition, thus uniting patriotic manifestation with graphics.

Nabil Shehadeh (b. 1950) » Jordan

Nabil Shehadeh's initial art training was at the Institute of Fine Arts in Amman, after which he
went 1o Chelsea College of Art in London, graduating in 1979, A leading Arab abstract artist,

he lived and worked in Switzerland for a while. Through adeptly utilizing his training and artistic
sensitivity, Shehadeh is able to reach beyond reality and the subconscious, and farm three-dimien-
sional absiract compaositions that include well-balanced and beld overlapping allocations of colour,
interrupted by audariows brush strokes and an adventurous interplay of light and shade.

Dodi Tabbaa (b. 1952) = Jordan

Of Bangladeshi origin, Dodi Tabbaa eamed her BFA from the College of Fine Arts at Punjab
University in Lahore, Pakistan, in 1972 and a postgraduate diploma in graphic art, textile design and
typography from Ruskin Schoal of Art in Oxford, England, in 1977. Since 1977 she has been

living in Amman. Drawing on her rich native culture and her Western education, Tabbaa delves

Into various media such as hand-painted etchings with collage. In her works, the effect of shadow
theatre can be detected, mixing geometric shapes with freehand spontaneity to form an animated
compasition built up on a patchwork of line and colour,

Mahmoud Ubeidi (b. 1966} » Irag

A graduate of the College of Fine Arts in Baghdad (1990), Mahmoud Ubeidi has been living in
Canada since 1996, He builds up his abstract compositions with overlapping fragmented bodies
in tortuous arangements, and frames them with intrepid lines and patches. His subdued sober
colours add to the polgnantly heartbreaking mood of the work.

Wijdan (b. 1939) « Jardan

Wijdan is a painter, lecturer and art historian, She gained her B.A. in history from Beirut College for
Women (presently Lebanese American University) in 1961 and her Ph.D. in Islamic an histary from
the School of Oriental and African Studies at University of London (1993). She took art courses at
college and worked with individual artists in their studios. Since 1985, Wijdan has been experimenting
with Arabic calligraphy in its different farms, emphasizing the aesthetic and graphic qualities of

the letters and using them as compositional elements in her abstract works. She maves with Base
between calligraphic works and abstract landscapes executed in a technigue she has developed

of translucent and overlapping layers of paint that give a shimmering effect to the surface,

Samia Zaru (b, 1938) = Palestine

Samia Zaru eamed her Associate Degree from Beirut College for Women (presently Lebanese
American University) (1955) and her B.A, in Fine Arts from the American University in Beirut (1958),
She continued her art training in Washington at the Carcoran Schoel of Art and the American
University (1961). She was instrumental in developing an arts programme for the government
curricula in Jordan and is known as a prominent pedagogue in arts, crafts and histary of art, train-
ing scores of students. Zaru Is a textile designer, painter, welder, weaver and graphic artist and

one of the few installation artists in Jordan. In some of her abstract paintings with their strong
contrasting colours and audacious lines, she uses pieces of Palestinian embroidery and printed
textiles as collage to emphaskse an assthetic point in the composition and assert a cultural identity
whaose existence ks being threatened by occupation,

Fahrelnissa Zeid (1901-1991) « Jordan
Fahrelnisss Zeid was a truly international artist. Turkish by birth and Arab through marriage (<he
was matried to the Hashemite Prince Zeid, the youngest son of Sharif Husayn of Mecca), at the
beginning of her life she lived in istanbul where she initially trained at the Academy of Fine Arts
before going to the Académie Ranson in Paris. Through her assiduousness and highly polished
talent, she was able to establish herself in Istanbul as part of the 19305 D-Group and in Paris as
a member af the Ecale de Paris, She spent most of her fife between Baghdad, Berlin, London and
Paris, accompanying her husband who was an ambassador of Iraq during the monarchy. Zeid spant
the last twenty years in Amman, working on her art and training a small number of students. A
prolific and ingenious artist, most of her work is either large abstract canvases or compositions
of local traditions re-enacting the practice of Turkish miniatures but on vast brightly coloured sur-
faces.



List of Works

Abdallah, Nawal (b, 1951) = lordan

Untitled
Gouache on wood, 1995
120 % 120 cm

Untitled
Gouache on wood, 1996
120 % 120 cm

Abdel Aziz, Nasr (b. 1941) = Palestine

The Masked Women
Acrylic on canvas, 1999
80 x 92 cm

Abidi, Abed (b. 1942) » Palestine

A Woman from the Cam
Mixed media on paper, 1992
58 x 74 ¢cm

Alghadban, Abdul Jabbar (b, 1955) + Bahrain

Haughtiness
Etchm% on zing, 1998
77258 cm

Ammoura, Aziz (b, 1944) « Jordan

Compositional Letters 7
(il on canvas, 1989
80 x99 cm

Anani, Mabil (b. 1943) - Palestine

Neighbourhoods from Villages
around Hebron

Qil on canvas, 1980

73 %53 cm

Azza, Hachemi (b. 1950) » Morocco

Untitled
Etching on zinc, 1976
22 x 13 ¢m

Immobility
Etching on zinc, 1982
30 x 28 cm

Belkahia, Farid (b. 1943) « Morocco

Untitled
Henna on- leather and wood, 1981
172 175cm

Ben Othaman, Karima (b. 1972) « Jordan

Cne of a Kind
Charcoal and Ink on cardboard, 1998
37 %51 ¢cm

Egypt

Boullata, Kamal (b. 1942) « Palestine

Mandala
Silk screen, 1978
48 x 55 cm

Boustani, Taha (b. 1950) « lrag

=4 Hulya Al Shareefa”
Mixed media on paper, 1980
80 x 53 cm

Dulaimi, Raad (b. 1963) » Irag

Untitled
Qil on paper and wood, 1992
64 %59 cm

El-Said, Issam (1939-1988) - Irag

Untitled
Tiles, undated
27 27 cm

He is the Omnipotent
Acrylic on canvas, 1983
91 %91 em

Ermes, Ali Omar (b. 1945) « Libya
Untitled

Mixed media on paper, 1979
65 x 95 cm

Fadle, Muhsin - Egypt

Arabic Calligraphy
Gouache on cardboard, 1996
70 x 70 cm

Fathi, Mustafa (b. 1942) » Syria

Untitled
Gouache on canvas, undated
161 x 100 cm

Ghaddaf, Ali (b. 1947) » Yemen

Untitled
Mixed media on canvas, 1991
120x 101 cm

Guiragossian, Paul (1926-1993) - Lebanon

Purit
il on canvas, undated
100 x 100 cm

The Visit
Oil on canvas, 1982
100 x B0 cm

Survival
Qil on canvas, 1982
a5 ¥ 65 cm



Hassan, Ali (b. 1956) « Qatar

SMﬁ:I'Il.IS{I'iFt No. 26

ilk screening on r, 1983
41 %30 cm At
Manuscript No, 2

Silk screening on paper, 1983
41 x 30 cm

Al-Jaugl, Mahammad (b. 1939) « Jordan

The Beautiful Names of God
Mixed media on paper, 1985
110 x 70 cm

Khaled, Haider (b. 1971) « Iraq

Untitled
Acrylic on paper, 1990
105 x 70 cm

Khalil, Mohamad Omar (b, 1936) « Sudan

The Jack of Hearts
Print, undated
92 x 120 em

Khreis, Khalid (b. 1956) « Jordan

Contemplation
Acrylic on wood, 1954
121 %121 em

Koraichi, Rachid (b. 1947) « Algeria

Untitled .

Zinc etching printed on paper, 1979
35 %75 cm

No Room for Pharaohs

Etching and print on zinc, 1979

52 X 65 cm

Mahdaoui, Nja (b. 1937) » Tunisia

Calligraphic Compasition
screen printing, undated
2T %37 om

Mansour, Nassar (b. 1962) « Jordan

"Hadith Sharif*
Ink and acrylic on paper, 1998
55 x 4B cm

Mansour, Suleiman (b. 1947) « Palestine

The Mother
Gil on canvas, 1986
90 x 74 cm

Massoudy, Hassan (b. 1944) « Irag

Etching on zinc, 1978
&0 x 50 cm

Moustafa, Ahmad (b, 1943) « Egypt

“alef, Lam, Ha"
Silk screen on paper, 1976
65 x 90 cm

Mufiz, Abdel Latif {1950-1994) « Bahrain

David )
Mixed media on paper, 1988
65x 70 cm

Nabaa, Nazir (b. 1938) « Syria

Beloved of the Sun
Oil and acrylic on canvas, 1967
64 x 95 cm

Nada, Hamed (1924-1955) » Egypt

Folktale
Qil on canvas, 1989
120x 110 em

Nimmer, Ayad (b, 1548) - Egypt

g_lilt'rtl‘ed o

I Oon paper, 1991

T8 x 57 :?ne

Salt {a city in Jordan)
Oil on wood, 1988

94 x 122 cm

Nusseibeh, Mounira (b. 1943} = Palestine

Four Arab Women
Tar, sand, oil and gold en board, 1980
100 %125 cm

Al-Quasimi, Maisoon Saqr (b. 1958)
+ United Arab Emirates
Recounting as Is

Mixed media on paper, 1593
50 x 41 ¢m

Salameh, Samir (b, 1944) « Palestine

Composition #3
Acrylic on canvas, 1985
95x 116 cm

Saleh, Khairat « Syria

Taj Series

Gouache, watercalours and

gurd on paper, undated
9% 18cm

samra, Faisal (b. 1955) « Saudi Arabia

The Wound
Mixed media on canvas, 1990
310 x98 cm
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Saudi, Mona (b. 1945) « Jordan

The Lover's Tree
Etching, 1977
73x 37 cm

Shawa, Laila (b. 1940) « Palestine

The Prisoners

Oil on canvas, 1988
1085 x 68.5 cm

The Impossible Dream
Oil on canvas, 1988
100 x 75 cm

Walls of Gaza (four works)

Silk screen, 1992
94 x 155 cm {each work)

Shehadeh, Nabil (b, 1950) « Jordan

Lines and Shadows
Oil on canvas, 1986
70x 100 cm

Tabbaa, Dodi (b. 1952] + Jordan

Tapestry
Mm media on paper, 1999
105.x 75 cm

Ubeidi, Mahmoud (b. 1966) « Irag
Untitled
ic and oil on canvas, 1991
152 » 160 cm

Wijdan (b, 1939} « Jordan

The Desert

Oil on canvas, 1979

131 %190 cm
Calligraphic Abstraction
tfour works)

Mixed media on paper, 1993
56 x 70 cm (each work)

Zaru, Samia (b, 1938) « Palestine

Conflict
Oil and collage on canvas, 1985
100 x 100 cm

Zeid, Fahralnissa (1901-19591) « Jordan

Midnight Sun
Qil on canvas, undated
122% 183 cm

Feast in the Desert
Oil on canvas, 1957
132 x 182 cm

The Bath
Oil on canvas, 1950
117 x 141 ém

Before Birth
Qil on canvas, 1948
76 x 80 cm

Algeria
Bahrain
Eg.‘f pt

[rak
Jordan
[Lebanon
Libya
Morocco
Palestine
(Datar
Saudi Arabia
Sudan
Syria
Tunisia
AL et

Yemen



