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LA NUIT.

Tu te retires, t nuit ténébreuse,
Dans |'écorce réche des arbres.
Imperturbable et silencieuse
Tu t'achemines lente vers les étoiles,
Qui de leur glace crystalline
Retiennent le souffle de la mort.

Les roses pleurent quand tu les quittes,
Et de leurs larmes opalines,
Humectent
La voix rauque des dieux,

Ou s'enfonce incompris,

Le cri opaque de I'homme.

Quand tu réegnes noire
Sur la plaine d'été,
L'eau et I'oiseau qui bruissent le jour,
Se taisent
Dans le silence de ton chant
Et balisent de leur éclat, tes réves d'éternité.

Complice s'enflamme I'horizon
Pour raviver tes braises froides,
Et de son circulaire movement
Verser le voile diurne,
Sur ton sommeil inapaisé.
Et l'aube, clémente et réguliere,hume le parfum de tes fugues.

Rajae Benchemsi



DOORS OPEN IN
THE HEART OF DARKNESS

Mohammad Omer Khalil (b. 1936) is not unique
among Arab artists in the fact that he combines
printmaking and drawing in his work, but rather
in his complete mastery of both techniques,
individually and separately, combining them in
brilliant ways that showcase a level of expertise
rarely seen in other artists. His creative oeuvre
occupies a singular place in the history of Arab
printmaking.

His chromatic approach is compelling: various
shades of black interspersed with signs and symbols
like an African tapestry for the performance of some
obscure ritual. The print has a variety of colors, almost
wild in some parts, but with a cohesive sensibility in
its composition, bringing all the various elements to
bear through collage, used in such a way to create
both harmony and discord within the piece.

The print hints at the presence of some African
shaman, rooted in both a rich oral and visual history,
giving glimpses of mysterious pagan past. There is
an intelligent, sensuous unity to the whole, creating
an impression of transparency and weaving a
contemporary spell through the discerning use of
references, colors and elements, some of which are
found objects that provide the sensuous pleasure of
material touch.

The print's first iteration, the copper plate, is
characterized with a precise attention to detail in every
part, with coincidence playing a role in its ultimate
value, but the whole remains clearly embedded
within the artist's imagination, drawing on his own
rich vocabulary of signs and symbols. On the print,
the black surface creates a negative of the copper
plate: it is the hidden body Mohammad attempts to
repeatedly reveal like the incantation of a talismanic
text, creating several layers of possible interpretation
in the viewer, building his creative secrets right into
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the piece as he adds sensual, tactile touches, like
pieces of canvas or cloth, or vague natural materials
that compete with the distant brushstrokes. This has a
cumulative effect of transforming the imposed order
of the shape into a whole capable of dialoguing
with everything around it while preserving the rich
heritage of its own details, so that the whole print
becomes like a prayer rug for a free and open spirit.

There are many who try to imitate this approach,
transforming this cumulative magic into a lifeless
painted surface and using a collection of vague signs,
and in so doing losing the creative guardian that
breathes life into the whole. Mohammad's prints are
built with a gradual, clear purpose, with the viewer
able to distinguish both architectural and natural
elements, whose value is revealed in the creation of a
rich surface that discloses a central visual and spiritual
intent, enriching the links between the elements
and giving meaning to the spaces between the
parts of the whole. This is how Mohammad'’s works
are distinguished: they open space for innovation
rather than merely bringing together architectural
surfaces in one place or natural ones in others, for he
works his expertise in collage to enhance the print
and strengthen the invisible rleationships between
every part. His uniqueness lies in his mastery of the
elements, the way he plays with them and sublimates
them into the print, conjuring them into an inimitable
universe rich with sensuality, dissociated from its past,
as its essential imaginary material is mined from his
mastery of the signs, commanding them without
hesitation so that they are denuded of their prior
connotations.

The rich magic and visual charm of the print is
broughtto life when it becomes a thing with meaning
unto itself, providing multiple interpretations that
create a symbolic, figurative heritage which in turn

generate its expressiveness, with all its attendant
implications. | am not speaking here of a specific
narrative intent, nor about voiceless symbols brought
out of vagueness through visual trickery. His Amputee
collection, for instance, is an example of some of his
finest achievements, creating a visual hymn steeped
in spiritual exegesis, an African shaman casting
secret spells, written in ink invisible to everyone but
himself, gathering them together to cast light on the
ambiguity of this city and its various scenes, and all of
this in actuality the result of an imagination that was
able to gather all these fantastical elements in order
to penetrate our own imaginary and identify us with
this city, as historical entity and geographical place
both. In this collection, we can see the fine, precise
strings pulling all the elements of the print together
and tightening them to open up the visual horizon
that stretches out over every print, despite the fact
that they clash with discord in some and mesh with
harmony in others.

It is a vision that doesn't reference a city or its history
so much as an entire varied stratum of time through
excavating its very first layers, with its voids and
obscure ellipses and the personal signs and symbols
of all its residents, of all the explorers who came to
see with their own eyes, of all the merchants and
horsemen who passed through.

No matter how various the subject matter,
Mohammad'’s prints remain visual poems whose rich
details will only be revealed through a journey into
the darkness to reveal all that is hidden, to uncover
all the competing signs, to discover all the doors that
might open in the heart of darkness.

Translated by
Lina Mounzer
Beirut, Lebanon

Dia Al Azzawi
London / December, 2013
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METAPHOR
OF
BLACKNESS




If we are to attempt to understand the path, is
it enough to acquaint ourselves with the steps
it requires?

What is the relation between the pressure of
the footfalls, the distance they stride and the
imprints they leave on the march of days?

What are the hidden and the visible relationships
between what the artist maps as carrier of material
and whatthe observerfindsin his artistic expressions?
The works of Mohammad Omer Khalil stir the desires
of the art lover just as powerfully as they entice the
scholar to study them. They are works that attract
the eye, that provide it with an assured aesthetic
pleasure, no less strongly than the way in which they
lure the scholar to uncover the unknown within the
work, to discover its internal structures and to add
new knowledge to the study of art.

ETCHINGS ON THE
SHEET OF TIME

Those who seek to approach Khalil's works may
see in their meanderings, their stops and starts,
the depiction of a long and open road. The titles
of these works cannot summarize them, for they
cannot indicate every marking on the road by way of
its essential form and content. There are those who
approach the work with a glance, like birds swooping
down for a rest, and so both the hidden and clear
intents behind the work are suddenly come to life,
given that the artist doesn't hesitate to peck, to pick
at the page of existence, driven by his love and his
continuous desire to illuminate all that is obscure
within us, all that is common between us. And there
are those who approach deliberately, carefully,
testing the blackness step by step, like a slow, multi-
faceted, ever-changing descent into darkness: in the
end, the pleasure is the same, and there are other
pleasures to be found. And there are those who
approach with a plethora of seeing tools, not content
with the naked eye of emotion, but seeking to add
a historical reading, to place the artwork within the
context of an artistic journey that includes the artist
and exceeds him at the same time.

The oldest of the works displayed dates back
to 1960, etchings in specific, for Khalil has also
produced paintings and art books. At the bottom
of one of these old etchings, we might observe the

fingers of the right hand as if preparing to undertake
the work, just as the artist himself did. With assured
resolve and variety, the artist doesn’t hesitate to act
on his. In the background of this etching we may also
see many small squares, visible from both sides, and
each square contains what seems to be a multitude
of small, abbreviated works of art, discharged by
the artist at his first few strokes. What we can see in
Khalil's first works is akin to what we see in writers'
early works of literature: an artist who stuffs the work
with almost everything he wishes to say, a sign of a
strict, intense intention. Also true to the form of early
works, they showcase a lot of variety in terms of
subject and form, of experimentations with different
artistic perspectives. Those who look more precisely
will notice different marks and signs, some of them
used by the artist in subsequent works, and some
of them abandoned. And one can also see, when
looking carefully, what looks to be like geographical
landscapes that evoke the map of ltaly, a place where
the artist has many ties, both academic and artistic:
an obsession with signs and markings expressed as
lines both severe and undulating.

What is most apparent about these works is that they
combine two different techniques in the making
of etchings: one that takes a balanced, geometric
approach to the elements, incorporating some
decorative features as well, and a more “chaotic”
or organic approach, allowing the material to seem
as if it is extending and varying itself with some sort
of spontaneity. Two different, or even contradictory
approaches, able to live side-by-side in Khalil's open,
experimental vision. It reflects the two sides in the
ongoing conflict in the artist's experience: between
him and the sheet metal on which he etches, between
sheet like the drawing paper, the photography paper
and the drafting paper and between the obscure
desires that flow in the fits and starts of the hand that
draws, that photographs and that drafts on the page.

As such, the careful observer of the retrospective
of Khalil's displayed works, spanning over fifty
years, can notice both continuing shapes and their
discontinuity in the general construction of the piece
or in its internal structure. One might notice the care
taken in the composition of the straight lines or the
curves or the squares and the rectangles: how they
sometimes look like actual engineering designs. Just
as one might notice that Khalil, in opposition to the
architectural approach, draws freehand shapes as
well, distinctive in their freedom and spontaneity, in



the lack of recourse to the ruler or other tools, coaxed
forth by the whims of the hand that drew them.

But Khalil's etching is not simply a formal exercise,
rather atemporal, spatial and symbolic structure atthe
same time. This is embodied in human markings, orin
photographs, or in different shapes incorporated by
the artist into the world of the etching (which is most
apparent in the etchings from the 1970s, as well as
some others). The etchings remain ever themselves,
in a permanent and continuous state of being. These
are undulations that appear as etchings on the page
of time, revealing hidden desires in the invisible hand
of the artist.

ETCHING: ART WITH A
CAPITAL A

Though it is no easy feat entering into this artist's
world, the observer would be mistaken to look at the
works fleetingly, to stop merely at the titles, for titles
are sometimes amusing, referring to a “monkey” or
a "hat” while the structure of the work reveals a far
more mysterious game. In this, Khalil is akin to the
surrealists, both the writers and visual artists amongst
them. Just as other titles, referring to specific cities,
for example, do not refer to the city itself but rather
to the sensual observations or experiences that the
artist underwent there. Thus the work represents an
aesthetic account for the observer, and an intimate,
emotional one for the artist.

This requires one to explore the etchings in
chronological succession, to follow their continuities
and discontinuities. For they are the result of trials and
experiences, and the result of a continuous practice
that has built up the artist's considerable skills, turning
him into one of the top Arab authorities on etching,
deeply influential in the initiation and training of other
artists, both emerging and established. And while
some of them may have given up on etching as an
art form, Khalil never did, despite varying his artistic
repertoire with oil paintings and art books.

That's why exploring his work is like entering the
workshop one of the grand masters: each work
stands like a monument that summarizes the history
of etching and dates Khalil's visual experimentation.
In his etchings on sheets of copper or zinc, the artist
returned to a technique dating back to 1700 called
aquatint. This process—whose name refers to the effect

it creates, which looks like ink or watercolor washes—
involves using acid and a ground on acid-resistant
metal sheeting in order to create large tonal shadows
in the print, each time resulting in a print just as clean
and clear as the original. Khalil also innovated in his
etching, sometimes producing a limited number of
prints from a single etching, and othertimes working to
make each printslightly different and therefore unique.

His works range from large-size formats (48 to 52
inches) to much smaller ones, but no matter the
size, they all share the same rich, layered structural
intensity and are similar in the delicate network of
formal details contained therein. They reveal an
artist with great patience, precise focus and of great
generosity, if one may say so. For Khalil's etching
is art with a capital A, requiring equal measures of
experience and dedication; itis not a hobby for one's
spare time, not something one can do on a Sunday
(as the French expression goes). Khalil's etchings are
not mere experimentations in a different medium
(as Picasso, for example, resorted to etching) or an
attempt to exploit the commercial potential of the
medium, just as many artists have done, promoting
themselves by making postcard prints of their work.

What adds to the "honor of etching” that Khalil has
pursued is something he gravitated towards after
arriving in New York, where the experimentation at
the time, in both the city and elsewhere consisted
primarily of relying on color-bright, joyous, festive
color—to create form, a school of art that later became
known as American abstract expressionism and was
exemplified by artists such as Jackson Pollock and
Frank Stella.

Khalil never abandoned his etching or his reliance
on darker shadows and shades, which made things
quite difficult for him during that time abroad, as he
once narrated to an audience of listeners. “In Sudan,
| taught drawing and color, but when | got to New
York in 1967, | couldn't find any work teaching. It was
impossible, especially because | didn't have either an
American or British degree, but one that was Sudanese
and ltalian, which didn’t count for much in their eyes. |
managed to find work in commercial trade carpentry
and printmaking, and worked there for a year. Then |
happened on a job in a national center for etching,
where | met many etchers from around the world. My
work consisted of cleaning the etching studios after
the work was done, and | had only one day a week



on which to work on my own art. After a year of this, |
found my own studio, bought a printmaking machine,
and began to work on my own for myself.”

The difficulties Khalil encountered in work and
teaching would be repeated during his experience
trying to exhibit his work. For he is not a traditional,
folkloric artist, easy to categorize as a “Sudanese
artist” representative of his homeland, nor is
he a typical etching artist who might be simply
characterized as an artisan. Nor does his work follow
the usual trends, so he couldn’tbe lumped in with the
American school either. “No one works in black and
white, let alone the fact that the Americans don‘t even
go near the color black, almost as if it didn't exist,
preferring bright, warm colors instead. And so what
of my colors: gray, gritty, washed-out?” he asks. “How
were they to find a place amongst Stella’s rainbows?”
After that, Khalil moved away from all commercial
work, where the primary question about a work of
art, at least in America, was always: “How much will it
be valued at after ten years?”

THE ESSENCE IS THE LINE

Khalil's etchings, above all, are “syntheses,” collages
built of various elements, a technique that can be
seen in many of his works and something suggested
by the titles themselves. He synthesizes elements
both convergent and divergent, gathering them from
various sources both public and private: symbols
of individual and collective history, deliberately
gathered or unconsciously summoned by his hands
as they go about their patient work on the sheet
metal.

He creates as he sees fit, much as a writer gathering
words onto the page. He uses existing symbols or
composes them himself, using both public symbols
and personal images, pulling them from street
scenes or dreamscapes, evoking the joys of the body
to illuminate its dark mysteries. As such, the essence
is all contained within the line.

The observer might choose to follow the titles of the
works, seeking clues from the elements they denote:
bird, mother and son, man and woman, the faces of
the assassin, dance, mountain, marriage, etcetera.
Places, people, objects: together they form a human
and geographical map, above all personal in nature.

Khalil often incorporates photographs into his work,
in bits and pieces, almost like a personal album
of some sort, except he uses them as signs and
symbols, never to limit or constrain the larger work.
They are simply raw materials, and he uses them not
as mere images but as catalysts for transformation.
He transforms them by equating or contrasting and
linking them to other elements, surprising to the eye.
This is why his etchings have a cumulative effect, the
result of synthesis: a synthesis of material, a synthesis
of different treatments and effects, coming together
through his mysterious processes: shadowy, dark and
vital. The result of all this, apparent in the works from
the 1970s and onwards, is a searing honesty deriving
from the use of these different materials, elements
and effects, molten and complex, with each etching
displaying a touch both light and sure at the same
time.

At first glance, Khalil's works impart a clear sense of
construction, and yet some final movement, quick
and complex, muddles this clarity, giving the work
its vitality, its immediacy, its obscurity, ultimately, its
mystery. His works are singular and of the moment:
"It is impossible for my mind today to be what it was
yesterday. | look to what is happening around me,
and while my hand might move with the same need,
itis also always necessarily different.”

A solid, clearly envisioned structure, built
methodically, whose solidity is then broken with a
single, surprising gesture. A spontaneous crafting,
rooted in and shaped by the instant. A contradictory
construction, with some vastly detailed areas and
others left open and empty. Black and white, strength
and weakness, together creating an internal tension
that is also embodied by the fact that he uses two
plates in his prints.

This structure suits Khalil'stechnical choices and artistic
plans, for it allows him to absorb and incorporate a
number of singular elements: vocabularies, shapes
and bodies, making them, in turn, more absorbent
through the use of many squares, which themselves
incorporate a number of different elements. This also
suits the nature of the work, which requires intense
focus and patience, making it both easier and more
tempting to create the whole element by element.

Another noticeable feature of his work is that his
etchings manage to incorporate different styles or
"schools” of thought without modifying them or



equating between them, but rather by absorbing
them all to create something entirely new. His
etchings appear as both records and crystallizations
of the figurative and the abstract at the same time,
a style based on the collection of various elements
such as found materials, as in the Italian school of
"Arte Povera” (literally: poor art), or elements deriving
from a Sudanese artistic tradition, or the use of the
name of God.

Khalil's etchings are places of encounter, of dialogue,
in art especially. This is the result of the vision of an
artist who doesn’t hew to single movements or
schools; rather, he is aware of them, their ideas
and techniques, using and transforming them all,
incorporating certain elements and abandoning
others in order to create a work entirely his own, his
etchings like the queen of the manor, enthroned in a
wide, bright hall with open windows.

One of the titles from a 1969 work reads: “The
Subject Was Roses,” a title that refers not to the artist's
content but rather to his technique, departing from
a materiality not to ultimately depict it, but to treat it.
And the treatments are varied, with the form used
as both the starting point and the end point of the
work (the treatment of the form is varied), although
the form sometimes retains a certain human element.
Forthe material, as it eats into the surface of the sheet,
takes on the attitude of the artist, remains under his
authority, like construction materials, like a gesture of
human creation.

ETCHING AS AN
INSTRUCTIONAL BOOK

In one of Khalil's etchings, a figure enters Asilah riding
on a donkey, someone Khalil used to see daily during
his summers in the Moroccan city, especially on rural
crossings. He also observed one of the Tunisian writers
thus: entering Asilah in turn, after arriving at the train
station from the nearby Tangiers international airport,
riding on a wooden cart pulled by a donkey, carrying
a leather satchel and a Samsonite bag. Then there
is Khalil's entry into Asilah, dating from his launch of
the “cultural Moussem” in 1978, and his established
residency there summer after summer, which made of
him almosta second citizen, especially that he oversaw
the work of some practicing artists as well as some
of the students as they trained yearly at the Etching

Studio. This is how he influenced the city, its artists,
its citizens and visitors, always distancing himself
from any sort of “stardom” and never exploiting the
city or his relationship with it in any way. What he
received from Asilah in return was a great leap in his
work, particularly embodied by his 1992 piece about
the city: his lines come thicker, and his markings are
denser and denser gradients of blackness, almost as
if experimenting with different rhythms and sounds,
and he's incorporated spatterings of dots, decorative
motifs, giving the work a completely different look
than a usual etching. The work seems to be playing
with some of the decorative aesthetics of Islamic art,
especially on the frescoes, some elements of which
can be found on the walls of the Raissouni Palace,
whose work Khalil oversaw during his time at the
Etching Studio.

A number of Khalil's works refer to Asilah in their titles,
denoting experiences, moments and feelings he lived
there, experiences etched into his consciousness in
the same way they were etched into his work. Other
works refer to different cities: Fez, Marrakesh, Petra
(in Jordan), Baghdad (2001), Harlem (New York),
Odysseus and the Sirens, and others. Here and there
the artist left his workshop and took to the streets,
gathering archaeological material from the outside
world, measured in his own steps or the travels of his
own mind, but he always returned to his workshop,
coming back with treasures to enrich his unceasing
research on how to coax form from shadow.

Many works, dating back to different periods in
Khalil's career, explore the topographical elements
of a certain place, from ltaly to Sudan, passing by
a number of different countries on the way. These
works are characterized by an architectural approach
that foregrounds the lines and structural elements
in terms of importance, representing place through
the use of a more graphical aesthetic. There are
other certain works, such as Café in Rome, whose
particular aesthetic depends on a deconstruction
of shape, on chipping it down and reconstructing it
in a way entirely dependent on the artist's aesthetic
and structural choices without constraint from the
original shape whatsoever. These take on the form
of light lines, or larger swathes of blackness, or areas
of shadow relieved by cross-hatchings of white. We
also find—though in only few works—etchings that
clearly suggest Arabic calligraphy, both Quranic and



freehand. And we cannot perform an overview of his
work without mentioning one devoted to Bob Dylan
(1986): in this piece, Khalil uses colors other than
black and white, indicating a shiftto come in a number
of works, particularly in the image. In this piece, we
may observe the beginnings of elements and visuals
that will find their way into other subsequent works
in later years.

It behooves those who are interested in a deeper
look at Khalil's work—from students to collectors to
artists and others—to pause at a rare grouping of his
early works, those undertaken during his studies in
ltaly. Here we may see the first emerging shapes of
his artistic oeuvre, where the external world enters
through a particular treatment of realism, naturalism,
humanism, as we may particularly observe in a rare
piece about Khartoum (1965). The other works of
note from that period include the several Nudos,
which reveal the delicacy of his etching aesthetic
and his particular treatment of the coy outlines and
curves of the female body, where his light, deft lines
are enough to suggest the hidden, exciting world of
desire.

THE “FREE" ARTIST

Mohammad Omer Khalil is an artist in a place and
position all his own. It is a place strange and distant,
and cannot be reached by the usual roads. There will
be no one who helps you on your journey. Almost
as if you were plunging into the dense thickets of
an overgrown forest without maps or compass. And
should you reach that place, you will find him there
alone, surrounded by his own borders, guided by his
own unique outlook.

If you were to find out that he is Sudanese, living in
New York now for over fifty years, itwould not help you
to discover his true identity, but only to understand
some of its components and implications, for it is
entirely caught up and contained within the artist's
personal, emotional language.

Khalil is open about narrating the milestones of his
life: born in Sudan, his homeland and place of his
childhood, he traveled to Italy, where he studied
international art, then to New York, where he lives and
works, but the narrative largely wipes away tensions
with a certain Sudanese gentility: you may guess at

hardships, at obstacles in this twisting journey, but
you will see them only dimly, as if peering at uncertain
shapes in a thick forest.

We may call Khalil the “free” artist, an expression |
borrowed from a historical book on etching and its
European traditions. Apparently there were conflicts
between photographers and etchers over their “rank”
or place, since by British law they were not allowed to
be categorized among the fine artists, while French
law granted them the distinction of being called free
(or “liberal”) artists.

Above all, Khalil is an immigrant artist. His art remains
with him, wherever he roams. He finds it wherever he
finds himself: on the street, on a sheet of paper, in a
found object or discarded form...

| spoke earlier about the “honor of etching,” but
| may also talk about the “honor of being” as well.
"| dislike the atmosphere of art and artists in New
York,” Khalil says to me. “There is a competitiveness
elevated to a sort of disease, a suspicion of the other,
a stealing of artistic ideas.” The artist looks for himself
in comparison with others, measuring trends, styles,
themes, popular color combinations, while Khalil is,
as the Sudanese proverb goes, like “the one who
enters the oven and emerges unroasted.”

During our conversation | ask: “How do you know
that you're advancing without measuring yourself
against other people’s work, even just to see that
you're doing something different?”

He answers: “"Honesty and self-reflection above all. |
learned this right when | was starting out, | practiced
dialoguing with the self, discovering the self, until the
practice became second nature to me.”

No discussion about the "honor of etching” is
complete without talking about what this art form
has brought to the art world since its centuries-old
inception: the birth of etching was a historical moment,
bringing art out of its narrow, elitist confines and
disseminating it to the outside world, allowing it to be
shared and seen more widely. Etching wrenched art
out of the ownership of exclusive hands and brought
itto the public, making it both mobile or portable and
commercially viable. Etchers benefitted from being
able to disseminate their works, sharing their ideas
and themes and visions through productions and
reproductions of the image, and that benefit spread



to others and created a broader category of art lovers
and those able to enjoy art, allowing more people to
collect and be touched by it: for less money, but with
more dignity.

And so Khalil raised the profile of etching as a form,
evolving, innovating and re-inventing it, removing it
from the realm of service to other art forms—books,
posters, promotional work for other artists—and
raising it to a level of excellence all its own.

The Al-Bareh Fine Arts gallery mounted a solo
exhibition of Khalil's work in 2012, entitled: A Bridge
Between Two Worlds. And we may talk about how his
art connects between multiple worlds, given that the
artist gathers, or “synthesizes” into his etching all his
passion for life that it may absorb, offering it out as an
explicit call for human participation: a call away from
borders—the borders between races and peoples,
between cultures and art forms—a summoning of its
pure aesthetic power. For he who was born in the
village of Burri, close to Khartoum, in the year 1937,
who studied at the Applied Art Institute in Khartoum,
who left for Florence in 1963 to study fresco art, then
moved to studying mosaicin Ravenna, still in Italy, then
immigrated to study in New York, does not hesitate to
present his art as a marker of his own unique identity,
offered out for the purpose of dialogue with others.

BLACK COLOR, BRIGHT SOUL

Blackness is a mood, a metaphor, before itis a color or
a description or a race or continent or anything else: a
metaphor, for it contains all these other things and is
still able to surpass them. Blackness is an abbreviation
of all these elements, compressing them down into a
constructed symbol, illuminating all the connotations
and radiations.

Black is a color that contains all the others within. It
may, in its density, its thickness, its contours, evoke a
colored world. To contrast with white: face to face. To
draw a colored map in its path, containing dark and
bright, thickness and lightness, straight and curved,
stable and broken.

Black on white. White on black. Black contained
within white, and white within black.

There is more than a passing correlation between
blackness and etching, a relationship of production:
forwhat s etched in negative emerges in positive, the
markings made on the sheet metal, then treated with
acid and filled with ink, or with color over color, then
printed onto the page. A brightimage emerges from
the darkness of production.

It is the blackness of Sudan, of Africa that evokes its
particular beauty, breaking the dominion of whiteness
(in every sense of the word) over aesthetics, art, and
culture. And blackness has its own particular history
in the symbols and bodies of the United States of
America.

Standing before Khalil's pieces, it is as if we are
invited to peer into the heart of the night. We can see
shapes in the shadows, but we can barely see them,
used as we are to looking at everything flooded with
light: “In blackness, | see degrees and shades of rich,
complicated color, more intense than in other colors,
roaring and loud.”

He taps into the blackness, distilling its light. Its dim,
quiet light, like peering into a tunnel or a nighttime
jungle.

"As if you were a musician, coaxing various, different
melodies out of only two notes?” | ask him.

"Someone once asked me,” he answers, “what | would
have done had | not become an etch artist. And | said
| would have been a musician. | find music almost
shocking in its expressiveness. Nothing reproduces
the same emotional punch like a piece of music. In
my work, | try to bring forth that capacity for emotional
reaction, to explode it outward.”

After all is said and done, Khalil's work has a
secretiveness about it. Powerful in its muted revelations,
shocking in the gloom. I find it akin to a wink. The work
doesn't present itself directly, it is rather up to us to
find our way to it. There is a mystery we cannot see
immediately, that we must discover for ourselves.

Itis a blackness of color and a brightness of soul.

Translated by
Lina Mounzer
Beirut, Lebanon

Charbel Dagher
Lebanon, 2013






LATENT
IMAGES







"Latency is this ‘being-there’, although you don't see me; it is the necessity beyond the evidence.”

- Joana Hadjithomas & Khalil Joreige

Latency denotes a state of possibility, different
from the traditional states of matter. Something
latent is dormant but real, potential but
not obvious; present and accessible in the
unconscious mind but yet not consciously
expressed. It is a territory that while altogether
real, appears only as uncontrollable risk, and
curiously endangers the predictability of the
world. Joana Hadjithomas and Khalil Joreige
wrote in 2002, “It is not a defined territory, but
a diffused state, uncontrollable, underground,
as if lurking, as if all could resurface anew.”

In the world of images that furnishes now the
repertory of cultural literacy, a latent image is not
an invisible body but rather, the hope of an ultimate
confrontation and untimely revelation of a definite
morphology: Units, segments, configurations.
There's an immediate risk inherent to the operation
- Disappointment. An ideal form, says Plato,
contains the most fundamental type of reality while
appearances are not to be trusted; they constitute
optic deceptions that only seldom reveal the true
nature of the idea.

The etching work of Mohammad Omer Khalil,
on the other hand, loaded with its characteristic
pristine blackness, and mischievously blurring the
immediacy of an explosive and ever so demanding
contemporary eye, is by no means withholding
from the risk of latency; the sudden appearance
and disappearance, the danger of the optic form
not meeting the identity of its idea, the peril of the
sufferings of the world, to which every living thing
is subject. On the contrary, the works function as
memory containers of what cannot be accurately
remembered or expressed.

Using a technique invented in the European 16th
century - and by tour de passage, establishing a
dialogue with the great masters of the period and
beyond - Khalil's works are by no means the static

images isolated in stills, against dark backgrounds
with monocular perspective, typical of the
Renaissance. A child of his time, his finished works
behave in a cinematic manner, with close-ups, frames
and elapsed motions, in the fashion of the same slow
depth with which we experience abstract video-art.
But he doesn't engage in pure abstraction; essential
forms are readily available.

A transition takes places in his work between planes
that are no longer available to the eye in wholeness
and therefore contain muted meanings that may
awake at any time, when the eye ceases from being
the most defining element of perception. The artist
is not a literalist or a collagist, as his grammar is not
only a visual bravado; his is a re-arrangement of the
entire sensorial order. His piecemeal fragmentation
of reality is deliberate, in order to compel us to look
at his artistic production, in particular the etchings,
with our entire body as a territory rather than mere
organs.

His use of materials is not only the exercise of an
experienced craftsman, but the singular attempt to
alter the syntactic order of the imagination. In this
exhibition, Mohammad Omer Khalil takes us on
an extended journey between the landscapes of
his native Sudan and North Africa, his work and life
experiences in Italy and the United States, and the
Kingdom of Bahrain, where his works are traditionally
exhibited at Albareh. His images are latent, yes;
fraught with the risk of discovering something
unseemly, at times perhaps even terrifying. Yet he
is not giving away all the secrets to the gateway;
as observers, we all remain at the threshold of
something both marvelous and haunting.

Arie Amaya-Akkermans
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CONCEPTS
AND THEMES







In these early works, composed during his still
formative years in Sudan and ltaly until the
1960s, and his first years in the United States
as a free artist in the early 1970s, Mohammad
Omer Khalil is not simply experimenting and
improving upon the mastery of a technique
acquired first from traditional craftsmanship
and European painting.

If we look beyond the basic syntax of composition,
the artist is embattled with a number of questions;
confronting the history of art with its own tools
against its own bearings, embedded in an innovative
theory of perception that shatters the illusion of
optics and liberates bodies from the prison of the
single frame. Basic anatomical forms, often common
place in the type of classical ltalian painting that the
artist both practiced and observed carefully; the
themes of life and death; questions of 20th century
post-war modernist painting. They all emerge here
not simply as repetitions or modifications, but as an
enlarged apparatus of consciousness. A number
of self-portraits from the then young artist give an
insight into what would later become his signature
print: Documents from another era, a photographic
ruin - which is a quintessential modern paradox,
a snapshot delivered only belatedly and almost
scorched on the contours like an old family album;
the making of an image which is imperceptible by
clarity butin reality, transparent by essence. At works
one sees the labor pains of what is yet to come, a
pluperfect narrative which is handed over as a primal
and unreachable past, straining the visual field of the
future. Afield altogether demanding from the viewer
not only empathy and knowledge, but a sensorial
tabula rasa in the disposition to process works of
art that refuse to let themselves be digested in one
single stare. The past here, nevertheless, is still both
clear and cleared, without the largesse of complex
interwoven tapestries that would consolidate later
as sounds and impressions; from places, emotional
spaces and moments in history.

Departing from the calculated abstractions of his
generation, Mohammad Omer Khalil turns his
back on the blind spot of Western art history and
returns to the warm singularities eroded by the
collapse of tradition, yet his turn is more an elision
than a transition into the past: Let us not be fooled
by the use of traditional techniques, for they
operate here only as a total medium. Far from the
monocular view of the canvas and the restricted
fields of representation, Mohammad Omer Khalil
uses etching in the same manner of photographic
and video-cameras; his vision covers more than is
available to the eye while at the same time, the main
subject remains concealed or lies in the adjacent
plane, never at rest. The overarching blackness onthe
plates is not happenstance but remains at the very
heart of the artist's practice: The necessity to inspect
the works in detail in order to find the traces of the
original image, or question oneself, whether there
was one to begin with. Khalil's work demands to be
experienced as a wholly new grammar of perception.
The type of perception that is advocated here isn't
a place beyond consciousness where the normal
body and mind cannot reach, but rather emerges a
primal locus prior to consciousness and the birth of
the mind. The eyes are liberated from the historical
retina and duplicate worlds appear simultaneously
spread through stretchers and stretches of black,
endowed with narrative powers that blur the lines
between story and history, between tale and tell,
because color and darkness. We begin our journey
through the blackness, blindsided by something
incomprehensible but yet fully formed. The mystery
becomes tantamount to reality and a safe but critical
distance from this mystery permits the conscious
being to become more aware of his own senses,
and to measure the distance in color scales. But
soon all the concepts will break down, all the themes
will acquire layered sources that disfigure specific
readings and unfurl as magic worlds of their own.
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Still Life
Etching
7x10cm
1964
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Cancello (The Gate)
Etching, Aquatint
15x20cm

1965
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Nudo

Etching, Aquatint, Chine-collé
23.5x17.5cm

1965
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Khartoum
Etching, Aquatint
14.5x24.5cm
1965
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The Market
Aquatint
18x23.5cm
1965
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Nudo

Etching, Aquatint, Drypoint
49x49.5cm

1965
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Un Canto Della Divina Comedia

Aquatint

Etching,

35x39cm

1966
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Reflections from the World Fair
Etching, Aquatint, Scraping
29.5x24.5cm

1965
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Composition with Arabic Calligraphy
Etching, Aquatint, Scraping

49.5x57cm

1996
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Piccadilly (London)
Etching, Aquatint
24.5x30cm

1964
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Il Giardino Di Gesso (The Chalk Garden)
Etching, Drypoint, Aquatint

39x49cm

1965
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The Worm

Etching, Phototransfer, Aquatint
26x30cm

1968
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Solid Peasantry

Etching, Reversed Etching, Scraping
50x39.5cm

1969
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The Old Tree
Etching
44x54cm
1970
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The Embrace

Marbling, Aquatint, Scraping
40x50cm

1969
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The Second Queen
Marbling, Scraping
44.5x36.8cm

1974
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The Bird
Etching

34x49.5cm
1973
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Etching, Aquatint
45.5x37.5cm
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Sacrifice

Etching, Aquatint, Scraping
50x40cm

1976
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Two Women

Etching, Marbling, Scraping
34x47cm
1970
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Bomb Cantata
Etching, Surface Roll
50x40 cm

1970




Cubistic Head

Etching, Openbite, Aquatint
39.5x25cm

1975
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PLACES







The entirety of Mohammad Omer Khalil's
work, and not only the slow-paced etchings, is
undeniably shaped by the oblique itinerary of
his journeys, across Sudan, North Africa, ltaly,
the United States and other places. His work,
in radical opposition to the neon environs of
pop art and the minimal American art of his
generation, insists on a different topography of
color in order to assert his independence.

It is the work of an immigrant whose port of
destination has remained largely undefined,
from this imaginary geography, this interstice; he
develops a language so intimate and subtle that at
times a visual dictionary would come in handy when
attempting to penetrate his image-repertory. This
dictionary, nevertheless, does not exist. It would take
an encyclopedia of art and history to accurately map
out his peripatetic journey. His travels are not only
geographic, but extend well into time and temporal-
spatial relationships with objects, personas and
memories. The ‘places’, for want of a better name,
of Mohammad Omer Khalil, are always different,
and new alternative readings become possible each
time one revisits the works; accordingly, the mind
of the artists is all too keen to re-make the curve of
time and history, every new morning, on the etching
place and the canvas. Some of his journeys are only
brief lapses, calling our attention to raw unmediated
facts, such as the depiction of the Iragi occupation
that destroyed the city of Baghdad. Some other
journeys are permanent and timeless loci in the
artist's memory: His native Khartoum or the north-
eastern medieval port of Sawkin, both in Sudan; or
the fortified walls of Assilah on the Atlantic coast of
Morocco. Some of the journeys have been formative
experiences, indefinite and yet on the very surface of
his work; namely, his academic sojourn in the Italy of
the 1960s, when his technique was still

eager to devour the works of the old masters and
fed on their centuries-long expertise with the etching
plate, while altogether observe the rise of Modernist
painter and particularly Italian contribution to
this tradition, particularly the Arte Povera and the
"revolutionary” art that often is considered a lyrical
response to Robert Rauschenberg, with whom Khalil
has been mistakenly compared. Not all his places are
painterly, though. There is also plenty of space for
spiritual journeys and musical interludes, sometimes
presented as body politics, taking on the shape of
cities, such as Petra and New York. Mohammad Omer
Khalil is an artist of the “elsewhere” par excellence;
a place simultaneously real and historical, pictorial
and mythical, marvelous and forgotten, gloomy
but ripe with possibilities. The true location of both
works and self, is the margin of a liminal border,
undefined, imprecise, but always so recognizable. It
could lie anywhere in the open sea, the ruins of a
medieval city, the busy life of a metropolis, or simply
a quiet space in the mind. He has dwelled in all
these spaces, owned them, filled them with personal
content, and sometimes even abandoned them. But
unlike our traditional concept of places, often more
associated with photographs than with something
so abstract as geography and the ubiquitousness of
metaphysical tropes, the artist's scenes are never at
stand still. There are no backgrounds. The landscape
is a trace, a line, a point, a blank dot in the plate. The
material upon which the composition hangs is not a
real or unreal place, but remains altogether true as
a pure space, filled with the density of light weight,
absorbing the pressure as it moves along a steep
slope of suspended objects lined up. Mohammad
Omer Khalil's places remain both ours and his, a
motion picture of both imagination and memory.
They are an open book; the book of art, the book of
beauty, the book of life.
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Harlem il

Etching, Softground, Aquatint, Scraping
60x90.5cm

1999
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HarlemV

Etching, Softground, Aquatint, Scraping
60x90.5cm
1999
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Baghdad
Aquatint, Purnishing
49.5x37.5cm

2001
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Halfa |
Etching, Softground, Phototransfer

60x90cm
1980

62

E
&
B




Swakin

Etching, Aquatint
60.5x90.5cm
1980
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Petra VI

Etching, Softground, Aquatint, Spitbite
91x120.5cm

1995
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Swakin |

Etching, Softground, Aquatint, Transfer
50x100cm

1980
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Memory of Asilah

Etching, Softground, Phototransfer
80x60cm

1982
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Little Petra

Etching, Softground, Aquatint, Sugarlift, Spitbite
60x88.5cm

1993
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Harlem IV

Etching, Aquatint, Softground, Scraping
60x90.5cm
1999

69






SOUNDS







The artistwhose entire vision is shaped by sounds
-and his etching compositions bear the elliptical
tension associated with music ensembles - to
the extent that once he confessed, had he not
been a visual artist, he would have become a
musician. The act of becoming is central to the
atmosphere constructed by Mohammad Omer
Khalil's work.

He encounters the loftiest pleasure in listening to
a musical piece, and then attempt to translate in
codes just as complex, the emotional energy of
composition into his works, as if he were occupied
with delineating an abstract tonal pattern. There
might be here extended time signatures, using only
one or two strings of an instrument. The relationship
to sound echoes throughout his etching work,
creating a smooth butfragile balance out of otherwise
unrelated elements that convene at the same place
and become objective only for the duration of his
vision's fleeting moment; only to later disappear
into pure intuition, on the viewer's end. Yet, certain
themes akin to music, traditional and contemporary,
Arabic and Western, stand highlighted in the finished
etchings. Mohammad Omer Khalil enlarges his own
range of expression - and modes of consciousness -
when he brings togetherthe correct geometricforms,
attimes patterns but sometimes mere sculpted lines,
in order to depict Koranic readings or a scene of
suffering from Dante’s Inferno. The cleverly stringed
patterns extend on to cover other surfaces; Assilah,
Sudan, New York. The complement the abstract and
figurative image-repertory associated with those
geographies, adding layers of tale and sound, as it
were. His personal tribute to the sung poetry of Bob
Dylan, finished already in the 1980s, opens up a new
chapter in his work, where color begins to penetrate
his universe of darkness. This in itself is significant for
the text-installation context of the works, in which the
poetry can now be read, as if in a crescendo in which
color is the minimal unit and as black begins

to appear, the senses travel inwards in a sequence
of broken parables - as in the compositional units
of music - that open up additional visual and tactile
fields, not available during vigil hours. But nothing
heretofore is apparent yet, the images are still
latent; in spite of the promise, nothing has been
delivered. Rather than a parallel universe of color
unfurling as in waterfall or a gigantic ball of yarn,
his iconographic interpretations of Bob Dylan (or
interpellations at) border on pop and conceptual
art, instead of Impressionist and pointillist wholeness.
New elements have appeared here for the first
time: Photographic, Xeroxed, and fragmentary. The
depictions of Dante’s Inferno, on the other hand,
reveal themselves more narrative than the work itself,
opening a narrow painterly space that resembles
miniatures and icons. The resemblance isn't only
technical. The theology of the icon is always a pointer
composite in the opposition direction of classical
paintings: Spaces are always in deep relief, the
viewing area is deliberately bifurcated and the icon is
only a gate; everything is yet to be found, to be had,
to be wanted. The ambiguity is calculated during
the creative process, but the results are left alone to
speak for themselves; the dripping, the duplicating,
the drying. Images that change overtime as often as
the perception thereof does. The texture contains all
the information and almost invites the hand to enter
the work in order to understand the pulsation at work
inside; itis perhaps true that the attractive of the work
is that its soul remains concealed, soundless, almost
imperceptible and doubtless mysterious. How often
have we heard something such as this? Something
we can see, to hear what you can only see. Perhaps
he is informed by something more than the words
themselves. Here he has already abandoned the
landscape and turn himself in to the ecstasy of the
live performance, of lived time, of the words torn off
the chest, of the immaterial. The artist has given in to
a miracle.
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Asilah Connection

Etching, Softground, Aquatint, Spitbite
24.5x33cm

1992
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Baby Blue

Etching, Softground, Chine-collé, Spitbite, Aquatint
91x120.5cm

1986
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Dirge

Etching, Sugarlift, Spitbiting, Aquatint
100x75.5cm

1986
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Idiot Wind

Etching, Softground, Sugarlift
120x90.5cm

1986
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Echo lll (Tattle)

Etching, Softground, Phototransfer
60x90cm

1986
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Tombstone Blues

Etching, Softground, Aquatint, Spitbite
91x121cm
1986
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Petra VII

Etching, Softground, Aquatint, Spitbite, Sanding
90.5x120cm

1994
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El Condor Passa
Etching, Softground
39x49.5cm

1970
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Echolll

Etching, Softground, Aquatint, Transfer
50x100cm

1976
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The Jack of Hearts (Bob Dylon Series)
Etching, Sugarlift, Aquatint, Spitbite

101x 75cm

1986
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Sudanese Dance
Etching, Aquatint
20x 24.5cm

1970
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They Were Dancing Yesterday
Etching, Softground, Scraping
45x52cm

1974
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Petra VIII










IMPRESSIONS







What is an impression in general? An effect,
feeling, or image retained as a consequence
of experience. It also refers to a vague notion,
remembrance, or belief. How does an image
become an object of both truth and hope?
If it is images, pictorial objects after all, what
we are dealing with, why not call it simply a
vision? It would seem that the visual field has
been declared unsuitable for the largesse
of human and sensorial expression the artist
wants to deploy.

Once the resources of the eye have been depleted,
there is a possibility for the human person to continue
becoming, to break from the natural limits of mere
being and then exist in a more colorful version of
reality, which paradoxically is colorless; the hues are
allemotional. The artistis here willing to travel very far,
to take many risks, to toy with the possibility of losing
the focus of the eye altogether, atthe expense of more
truth, veracity and intensity. The present becomes
intense. By a classical definition, borrowed from
art history, an impressionist image is characterized
by a deliberate concentration of the immediate
impression of the eye by the use of unmixed primary
colors to simulate the effect of actual reflected light.
Seen that way, an Impression is also a theory of pure
color. Nothing could be further removed from the
practice of Mohammad Omer Khalil, whose entire
etching work is based on the obscuring of light, the
deliberate avoidance of radiance, the centrifugal
flight from primary colors. His work might be better
termed counter-Impressionist, driven by the effect
opposite to impression. Nevertheless, impression
or Impressionist, in literature, a genre very close
to the format and conceptual world of Khalil,
refers to a style characterized by the use of details
and mental associations to evoke subjective and
sensory impressions rather than the re-creation of an
objective reality. It could be said that the Sudanese
artist, now at the height of his creative powers, in his
most mature and developed works - not necessarily

speaking here in terms of chronology - is a literary
impressionist, whose task is never to represent or
abstract - abstraction is still a very rigid and formal
procedure - but instead, he is set out to test and
then re-arrange, the entire structure of perception.
It is through the body and not through the intellect
as the old philosophers thought, that we have a
world, in a two-fold sense: Our body is the medium
to experience the world and the experience of the
world itself. Once thought of as a prison, and more
recently as a tool, the body is no longer a dungeon
butthe central apparatus of consciousness, one from
which we can never depart. The artist is keenly aware
of this and without further ado, he is bypassing the
blind spot - paradoxically of color - of Western art
history and offering a place that although seldom
comprehensible is warm and intimate, and defies
the articulate dictates of Minimalism and the
abstract. His places are familiar, his journeys well
known to us, his impressions intangible almost, but
overarching in their presence. In many respects,
these works are a return to tradition on the part of
the artist, but they're not traditional in any sense;
rather, they are traditional only in appearance but
the essence then turns against you and swallows
you. The clarity of the mental picture is pristine, in
spite of the blackness, in spite of the latency. The
message is never delivered early; in fact it seems to
never arrive. But perhaps that's where the real traces
of art are; they come from a primal world, no longer
available to us. The impression is not a place but
a cartography of life and the world, a mapping of
subjectivity underthe most universal categories, and
lastly, also a reminder of the instability of knowledge.
In these works, Mohammad Omer Khalil sets free
the scandalous and revolutionary force of the past,
embedded technically and conceptually, reaching a
place that overturns the contemporary on its head,
and screams in the face of the minimal and clear,
translucent color: Learn to look at, you still haven't
seen anything.
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Collage Il

Etching, Transfer, Deepbite
50x50cm

1976
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Cynic

Etching, Softground, Aquatint
45x34cm

1973
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Collage with Thread
Etching, Aquatint, Transfer
75x57cm

1969
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Medea

Etching, Softground, Aquatint, Electroetching
30x 44.5cm

2001
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Odysseus and the Sirens

Etching, Softground, Aquatint, Electroetching
30x44.5cm

2001
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Petra X
Electroetching
60.5x89cm
1999
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Petra |

Etching, Softground with Chine-collé
90.5x121cm

1992
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The Three Faces of The Assasin
Etching, Softground, Aquatint
70x50cm

1979
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Petra IX

Softground, Aquatint, Spitbite, Drypoint
101x226cm

1997




The Subject was Roses

Etching, Softground, Aquatint
39x48.5cm

1969
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The Bull & the Bear (Wall St.)

Softground, Phototransfer

Etching,

60x90cm

1980
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Top of the Mountain
Etching, Deep Biting
55x45cm

1970
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The Wind Builder

Etching, Sugarlift, Aquatint, Softground, Spitbite
64x99cm

1993
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Collage I
Etching, Aquatint
30x55cm

1976

11



Wild Woman with a Hat
Etching

35x22.5cm

1969
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CURATORIAL
CONCEPT







A careful inspection of Mohammad Omer
Khalil's work reveals that in spite of the crucial
associations with art history and the events of the
20th and 21st century, what we are dealing with
here is not a literalist work, but that of someone
who works in composite units. There're no
fragments or snapshots in the artist’s work; his
images build up as total realities.

What we see in his paintings as much as in his
etching work is that he’s not concerned with the
compositional elements of a collage at all, for
his ambition is not even visual at all. The syntactic
operation at stake here is not a re-arrangement of
the visual order but of the entire sensorial order.
With this underlying principle in mind, we set out
to investigate the work of Mohammad Omer Khalil
by means of the concept of latency introduced by
Lebanese artists Joana Hadjithomas and Khalil
Joreige in a text from 2012: “Latency is the state of
what exists in a non-apparent manner, but which can
manifest itself at any given moment. It is the time
elapsed between the stimuli and the corresponding
response. The latent image is the invisible, yet-to-
be-developed image on an impressed surface. The
idea is that of the ‘dormant’ - slumber, slumbering
- like something asleep, which might awake at any
moment. Latency has connotations with essence, but
also with the idea of the represses, the hidden, the
un-testable, of an invisible element. It is an obscure
form, troubling because it cannot be delineated;
it is not a defined territory, but a diffused state,
uncontrollable, underground, as if lurking, as if
all could resurface anew.” How does this concept
relate to Mohammad Omer Khalil's etching work?
Hadjithomas and Joreige insist that an overexposed
photograph contains already everything we have to
see, the grammar of what could have been and the
order of possibilities; in short, all the traces of art. If
we understand the blackness of the etching plate in
a manner similar

to the photographic process of creating an image
ruin through deliberate overexposure - we are
thinking here of Man Ray of course - then we also
understand the etching work of Mohammad Omer
Khalil to behave in cinematic manner, or rather, the
way we experience video-artin a gallery: Atransition
between planes that are no longer available to the
eye in wholeness and therefore contain only muted
meanings that can awake at anytime, once the eye
is no longer the defining element. Thus, inspired by
the other arts such as music, film and photography
that clearly informed the artist’s practice, we have
made a curatorial selection of pieces in accordance
to their effect on the viewer rather than affect from
the artist. The sections are meant to build up a
crescendo of meaning in which continuities are
progressively broken and aiming to reach a pointin
which a theory of his practice isn't only unnecessary
but burdensome: It should suffice to say that the
artistis dissecting reality piecemeal and fragmenting
it not in order to turn to abstract or surrealistic, but
to call on us to stop seeing through the eyes and
turn to other senses as well, altering the syntactic
order of the imagination. His work becomes latent
because the meanings associated with the formal
content of the etchings is not obvious or apparent,
but unfurls out of an unconscious place through
the entirety of his production as if he himself were
constantly changing his mind about the direction,
in the same manner a musical composition arises.
By remaining latent, Mohammad Omer Khalil's
work remains simultaneously new and old. What we
wanted to bring together in this selection wasn't a
comprehensive retrospective or study, but simply
to offer a glimpse into a lesser known aspect of the
artist's work without reducing itto a frame, but simply
lettings things speak for themselves.
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EDUCATION

1956-1959

Diploma in Painting, School of Fine and Applied Art,
Khartoum

1963-1966

Diploma in Fresco Painting and Mosaics, Academy
of Fine Arts, (Ministry of Education of Sudan Fine Arts
Scholarship), Florence

1966
Diploma in Mosaics, Academy of Fine Arts, Ravenna

SELECTED SOLO EXHIBITIONS

1979 Galerie Basamat, Casablanca
Galerie Structure B.S., Rabat
Galerie Layla Farawi, Casablanca
1981 New School University, New York
Cinque Gallery, New York
1984 Limited Art Editions, New York
1986 Alif Gallery, Washington, DC
1987 Bronx Museum of the Arts, New York
Marlene Eleini Gallery, London
1992 Alif Gallery, Washington, DC
Galerie Teinturerie, Paris
Institut du Monde Arabe, Paris
Al-Wasiti Gallery, Amman
1994 Mohammad Omer Khalil, Etchings; Amir .M.

Nour, Sculpture, National Museum of African Art,

Smithsonian Institution, Washington, DC

2001 Hunterdon Museum of Art, Clinton,
New Jersey

2002 Rochan Fine Arts, Jeddah
Skoto Gallery, New York

2004 Hassan Il Centre for International
Encounters, Asilah
Galerie Hakim, Asilah

2008 Recent Works, Albareh Art Gallery, Bahrain
Recent Works, Skoto Gallery, New York

2010 Paulo Uccello, The Battle of San Romano, Albareh

Art Gallery, Bahrain

2011 Art Sudan (with Ibrahim Salahi),
Meem Gallery, Dubai
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SELECTED GROUP EXHIBITIONS

1984

1985

1986

1987
1988

1989

1990

1991

1992
1993

2002

2003

2006

2007

2008

2009
2010

El Paso Museum of Art, Texas
Tacoma Art Museum, Washington
Seventh Norwegian Print Biennial, Fredrickstad

African-American Museum of Life and Culture,
Dallas, Texas

International Triennial of Original Graphic Prints,
Grenchen

Toledo Museum of Art, Ohio

Columbia Museum of Art, South Carolina

Alif Gallery, Washington, DC

Baghdad International Festival, Baghdad
June Kelly Gallery, New York

Al-Wasiti Gallery, Amman

Sudan Art Aid, Sudan Cultural Center, London
Barbican Centre, London

Centre Cultural Ranco, Oslo

International Monetary Fund Centre,
Washington, DC

Osaka Triennial Fifth International Biennial Print
Exhibition, Taipei

University of Hawaii, Hilo

Alif Gallery, Washington, DC

Herbert F. Johnson Museum of Art, Cornell
University, Ithaca, New York

Perspective on Contemporary Arab Art: The Kinda
Foundation Collection, Institute du Monde Arabe,
Paris

Broken Letter: Contemporary Art from Arab
Countries, Kunsthalle Darmstadt and Kinda
Foundation, Darmstadt

Word into Art: Artists of the Modern Middle East,
British Museum, London

Contemporary Print, Albareh Art Gallery, Bahrain
Art Inspired by Poetry, Darat Al Funun, Amman

Tawasel/Continuity: Contemporary Artists from

Sudan, Virginia Commonwealth University in Qatar
(VCUQ), Doha

Word into Art: Artists from the Modern Middle
East, British Museum, Dubai International Financial
Centre (DIFC)

Faces and Letters, VCUQ, Doha

Sajjil: A Century of Modern Art, Mathaf: Arab
Museum of Modern Art, Doha



SELECTED AWARDS & GRANTS

1978 Louise Comfort Tiffany Foundation Grant, New York

1979 Society of American Graphic Artists,
New York: Purchase Award

1980 Third World International Exhibition, London, Third
Prize

1987 Bronx Museum of the Arts, New York: Counsel of
the Arts Grant

1991 Osaka Triennial: Bronze Medal
1993 International Biennial of Cairo: First Prize

1997 New School University, New York: Teaching
Excellence Award

2001 National Academy of Design, New York: First Prize
in Printmaking

2003 National Academy of Design, New York: First Prize
in Printmaking

SELECTED PUBLIC ACQUISTIONS

Bibliotheque National de France, Paris
Bronx Museum of the Arts, New York
Brooklyn Museum, New York

City of New York Museum

Musee de Grenoble, Grenoble

Institut du Monde Arabe, Paris

Jordan National Gallery of Fine Arts, Amman
Library of Congress, Washington, DC
Metropolitan Museum of Art, New York
Museum of History, Taipei

Museum of Modern Art, Baghdad

Museum of Modern Art, Cairo

Museum of Modern Art, Osaka

National Museum of African Art, Smithsonian
Institution, Washington, DC

The British Museum, London

Mathaf Museum, Qatar

SELECTED CORPORATE
ACQUISTIONS

American Express Financial Advisors, Inc., New York
Con Edison, New York

The McArthur Foundation, Chicago, lllinois
Skadden, Arps, Meagher and Flom, New York

EMPOLYMENT
1959-1963

Head of Painting, School of Fine and Applied Art,
Khartoum

1970-1985

Adjunct Professor of Printmaking, Pratt Institute,
New York

1971-2009

Adjunct Professor of Printmaking, New School University,
New York

1978-2005

Head of Studios, International Cultural Moussem, Summer
Symposia and Workshops, Asilah

1991

Head of Studios, International Summer Symposia and
Workshops, Asilah

1981-2013
Substitute Teacher, Printmaking, New York University

Adjunct Professor of Printmaking, Parsons School of
Design, New York

2000-2002

Adjunct Professor of Printmaking, Columbia University,
New York

119



ACKNOWLEDGEMENTS

We would like to thank the individuals and institutions
who contributed towards the production of this book.

Individuals

Dr. Khalid Kawan

Shaikha Marwa Bint Rashid Al Khalifa
Mr. John Knight

Institutions
Contemporary Art Platform (CAP), Kuwait
Artobrand Consultancy and Design, Bahrain

Graphic Design, Layout and Production
Artobrand Consultancy and Design, Bahrain

Published by
Albareh Contemporary W.L.L., Bahrain

Printed by
Union Printing Press, Bahrain
January 2014

Copyright
All rights reserved.

No part of this publication may be reproduced in any
form or by any means, electronic, photocopy, information
retrieval system, or otherwise, without written permission

from Albareh Contemporary W.L.L..

P.O.Box 26282, Adliya,
Kingdom of Bahrain

ISBN 978-99958-2-106-7

120






122

[OYoJy’a]tal @JTCU\"j'JJI Alguullgag.6)laallg @l Jloall
AuAg1oVl 6ol Culylgll Lo Wlirallg jgopl Jow

06 . Jl Lo S LA Ugea) oA Ailjgeno olof
oLVl e (yaliso ol U Uil V].aig) (o Lo dollal
Wlaa agwil ygll ub )i :aualel] cqall Cunj dalioll
ale L@ oo JiaTadllg 2101l 8a)a10 dig) Wlolog

"aAjla w5l Ulg o

Uod CLolAll cqAll .eqall dio @pAiuyg gl wild)
.C"L_J,.uJ\_JLf:JTQ_o QT‘@QJQDJJ__J,

832=10 Lol (upigu 5387 LS g o elil gJ Lo A":a) Jg o
"Séyle L degiiog

rod gJ U=0i) C1iA 13lo":6 1o Wi odan ol :odisy
w8 goll.ud g o Cinnl C1iA) :Aiials "lea (yAj
Jadlayle ga losd8slell darsIly=iii V.uilaa o ju=i
V0 ol il Y] .Audlingo deind Ol Elolwll (s

My el ol Juddleeill astall A gl ol woloce

U93 Uo Ulsl tols epuidl ya=) gis Juls Joc
0219 \ Josll .(uc 8jos) aubl .uliaaog &oV palkio
6985 U dypw @lio .ay] o a2 Ul lide S piblio dunoj

Aoy laig)yude

2ol ualug Ugll doic La)

[P 9dgu—jaoi g ulag

3l Jupis
(P —gly



pan o alga YU 19l &lao o JUA &o) 1340
U Ulto lngn 202491 2illg jLoillg Elaiclen,
Qosi olugualol oluuliall loala ()gi@li o o) Loala

Al yua Jlocl

w0 Al = o yliel "duly A il ygiel eyl Ciolsl
Coanll alng ail V] "Orodle U A" Olgisy I ol
uliadl Ul laJln 83a=i0 rodlge (b Aid b WAL e
Ul dogsub 64 Lo 6)9@n0ll §96 "@Jgy"g Koiuy
Auluyl a5 )il daypn 6gea Jio adling laucqiuj
wasuilg @leVl (w 2gaaJl) agan]l (e 1aies 6gea
29 5L . LJlonl Jleill Larolg 89 (Ugidllg tiloL&illg
)29 APV ol=dl oo og b Al o WU 5191 A6 OO
0 16U (oG LAN (6 WG LN Jgill duLS Lo (Lo
(gau}6) $)laall puwpl yuya) buijglo OJ 1AW ol
olag (AWlay)l) Lidly o0 dorbioll dellnll WLid| oJ
aiyjga dolny (! jlicl (e odlgiy V a8ljgigui oo Uujag

S5V &o Jlgall o6 Aling b jtooll

ol ualy el doic

9l Wy of Ao of Ug) Ugay Ul Uub 6Lzl jlao lguull
Euny i LoJUn jlao :Clounl gf il =il (o layyiég 6)L6
Lo AQiA).alh lAa paisy algull.lalaAig lalh oda

lelabyig WyMaJl Aja 2161009 .04 0 dolle

&4y Ul .UlgIUI (o o1 Gy Ul dillo] 69 W) alguull
Eoyualey Yl.Uglio loJle @i\l auiviyaislo aila)aiy
dnypa alagha Wialaiol ouuy Ul.ang) lang uall
Gagol=ll i QeAllg LorianllQilellg Golsl layo «dyig)

JHuSiollg ouinellw59liollg

wAwlg uALlU aqul . agquwi ude yadl .uaul ude agul
Agwiu

dsile (o alo Aslle (o yiAl 6)g@n0llg algull (u
ol Ul lodln losbiuo @4y Ugléo 0p@ni Lo :dualii]
Vel of unli las &gy pdaJgléolydnie nille od)
walp.duglin ol 8)gunll @A) Loy Lain oy rod (gLl A=

Cllos)l Alguw Ay JAuill

Jah] jgay U LUl Wpolg Ulagull algun gag
(Lals agleol) uaslllainl hé i Haldnlal laidles

AilngoYlaguulyudila o Wlpb o apc Ja &iioy V
Ayl dgioll aiwlya Jao dwlay)gudoll ailgéin Jnog
Wipigll Auoy Al U U] @locq duiiye Jno «&jg)g4ig
Ui Ul el G ilaguul dloal (o ApAT £qi Lo LRI Lo
Jio «59iloll juuoll 13 (o (laagng Uoai Ul dduitoll

AQuin dyle )0 SH Uo

duounillorayiwlaélg.." AUy o iiney
.ApgjqUl 02 P8I (eg ol e ol duli oo WiLs loo
Usleallg ugnoll g wyla wlelpn Ul wopszoll oo
ala=) dilaypl (uilgdll Creio Ul YLAS "malilio” Jgo
Udlgdll elay vunow loto (vl gy (el
"6l Ygiedl" Ldlio alac uO Paailag AuuipQll

(ars liberalis)

J8ii Cpn ags ais . Joll pléoll o Jalao Yo gag
wJodoJAul \}_O.QOJQO_OAEJLLUJK)‘OUlb LOJJTQJ\)_QJJJ ily

lay] sl Ul Uholg M1eall wul" Ue ollel Cijanj
L6 1 Y ilie) clgal": byl "agagdl w b (e Cuanll
a0 &l dwolio Lo .od Jgdy Lo ule wjgigl o
LAuio)l oVl A6 1w (Lo AVl (o WiVl an (A Loll
aisalgo KO 0 1E Eo WL GO QT e Ciay Yl
Jua Lol dadly dyig) wile gl wilegngol agunl gyl
Mool JAay Yoh" :odlagull Jioll Jg&y lolio (qao

JIdulagle e pal"Unon Jga Lo &linyg

Q0947 Lo Uuld U9a (o o281 elil Loy=i ya Uil —
Sroaic Lolito Ygal Uin Vin Al Jlocl ple

Sl oo 13 e Ciol =) Lwlwlg Yol uueill fo@anll=
(WEaYia) | i\)_b Laioin 2 hlﬁ_o|)J_Cu__)_UJ_QJ' 'ﬁjgbol).]_CCLUJJ
"oisuh (o Gub 6alzlloaa

auls locuanliygato e allopiYeduanlldoia
IESTIENTITEN V2V F RV RIVET[CV TRV /[VEY [AVo)
Johhillugn ejlallugn grall o)) (o Ul @ora e
dpnalidislolieayliamUiosact @ all&awlgl
Aloiwl 1346 .GUai &awgl Lle Yglaiog Udiio (Jgay pAl
oailegngo E93J9 oallocl augrt) Ugilio Joall Jo
Ugilio alolLoipd)ginl Ul 09 LAt b oaiia i@ og
Alac o Paglens Yol puno Yo dzwlg Wlio paje

Ajo rAIAIG BT Ulodiid ol

123



WJlocl Lo Jiny Lo a9 .olaiill lallon] vo Ulaoll
olegdidingna ddlon "log) Kb VAL e Loy
Loaagoaliaiiiiéale] ole aitidiole i arill a2
216592 Uo «dy)loollg dulaivl YU ljus OJ] puin

Al ylao)lulaangg

ol d&ole Jin uo gl d8163 Inghas po JAuind) Lo 1ha
- Lyl Jauiing e LAy <l la claguw Wialaiol oo
Wkl Al e limivlgen o o - als Jlocl Lo Ulg
dolinoll locy &uiill 1 Joisy ¥g 159249 Ldlks
U way dinnAgll dlocl aal aic wgdgll Jga (o
vapll pe Ulghh Jua Jo=iuy Joll 13a oo :(19A1)
Wlocl 6)g1n LOQ Aloc 8ac LO A A=) Lo gl
loJ L9l 6Jan Aay Josdl 13 Aic (9 6qi) (Jog.LngnAa

A8 Wlgiw 0 Gpal Jlocl dule Ygiiw

ol Jda juuo ule @oaoll Wil wlh) Jog
oqiy Ul A odp1eg @i Ui®og Uw)la Uo
2.6 LUl IVl Wlocl (o 6)aU degono Aic Lngna
ool WA Lle laws w =il Wlay] oo Adwlya U
Aollzo) V)l agg)l laygd palh) iRl Apin OO
6)9900 L0 lopw Vg [Aplulg dusuinllg Au=slgll
6)all Jlocll 020 L0 j10iig .(1910) PglapAll (ue 6)aU
dglon Ue wouli LUl "dylell" e 63a=ioll Ailjgeno
WALALNT 5O W 5LV A Al diye C18g)l )6 611109 619N
QAT douoAall lnglhaAall Yo Ao Yl Cun aillaig

Hioodle WUATIWY

1" yuQll

Ji V.o cype .6aa ode ylio JUa Joc 2000
0da LY Wacluy Lo aqJ W .6alizoll Gl crwn ay]
L0J3 U9 o Ale (6 Ul jlin elil o) Lo aduitoll
01392114,0179ga AjlAo.WilAo Wl Jniehlalg.dlay Ag
.62)0Jl An o\l og dnlAll

2y Lo 20 &jgugs (6 roubo Allg wpdlaguw il tusye U]
Gl )6 WAty W opeg 1aa Yo lole (uios ol
elA laivgon gf lalole uA sy ualAiwl oo Judigall

Ayl yliglldsl Jgiao alAa laa v

124

volsiulinéjgenoll

ode Wiljg@noll Ban] Lo Anl V| Peaal Jayy
V0 ANl Ailn 0 Logy ol JHUA UL Lo gag jlon
Lo 99 .Ul WULLII (6 Lngna dyysoll dijaoll
0J9 LalAa Gl wigill QA anfyc elaa as)e
Qalall aind~ duang jloa lapay duuiis duhyo §go
lojlns dnno LIl Jing Ul asy"cyliguuoll" dniiiig
oJl JiA Jgaa Ul b) w8l pJoall dailn jlao Uo
QiolBlg (19VA) "LW I pungoll" AsMnil Ao (Glual
dillgo Ugay Ul Uo Wil wdin A=) loyn Lays dilill
U poioll (uiliel Jloel ule w bl ailg lLngaa (Gl
130" oI Wying" Lo Giw gli diw (ujaioll dulinll of
ol Aol el o lawilio Lo lawo au=ylaleo J=o Lo
Ueg "drogail' Uce lolod a=ijl ailg lLngna Loyl Uo
JUbl Lo 0jg dluni o oléli Lo 13a . Lariog Lo ELII 5
(199r) dloc L6 LognAa Jioldi Aio Ko dsiwlg Aldi o)
%1623 Wln)aidiloMeg.ddlulldngih s ole vyj):laic
ALl dyeld)] Wisgil) aubl algull pléo (o dylkl
@i Jaa] odl LAyl aoe YU O Ue W6 x&wg.09
dirallycdaling 610ﬂd-oillub£TLom_;-bJﬂ'unbJ-0-U_, 1]
Sl dPlon Yo il o JelQly JosJl wl :Ayginill
laiog WhanJl§go6 Loy Vg woo MMl yoll po dropa i
ode Jua ago bl ) "odguydl 1N 8" Yhan wjlaj
("o Wing" Jlocl

ngna puiniglaijglic Ao Glunl o) puisi Jlocl Jula)
L0 100l Lo Layo Lauiyle Wl ilg Ljlaigg tilanl bl
Uao LJl 1t sl Vel al Ui bl.alocl (o Loh Allang
212219 (U2)U1 0) &lpivlg italrog UuLS :io w5yl
"GlJgallg duyagll'g (E)gigu LO) "Pdjla’g (M)
&)Ul HJ] aliito (Lo YUQI @pa Wlia of lia lajiég
ojlewl Lo gl Ailgha Lo U Lo APl el L)
i) Lot Lavio Lilg Aliiio L] Lo ale AiA) AJuAll
Aiyg A doic (o JAdill sl o sl aing

Jalro wJl 2g=i (481010 Jlocl ule Eggll Aoy
dwolpegughll deulnll aic WWHgli (Aid Lo Galitg
461910 Uaod [j9r0 Ulaguul win Wiay] (o (Ulaol
JisJlg lhghAll pJgi dip duwaiay Jlocll oda rouwiig
duayolie punp il Wil lac Joll laoloial dyjlosoll



w89 AU AL o)l (Alg Luni laun didalaliayl
g

dAayng lags gadll Joel Ul asy.6)gnio baoln du
Wlnilgulidugeecqgdeln.agonlllaa"pnAi'dialeo
4Agiodnluogdgsiiio Anluo: A 6liio Qidl. Ul
ailg dnla (JWU LAl gl Q= g 621D WAlLg Alguw

Sl oo Ui\ Josiy

AL A] (uioll alaihAg JulA Wljlia wwlil didl odag
jy9 layd 6a)ac wlitag pnlicg Wiap@o wisgiwl al
laiory oo Wlsipo ule alg=i layleyiwl Wisla o
Jo=Jl deuh Lyl Ll Lo 1aa .63yac algo ojgay
B13249 VWU Jaru Lo 63211 6UT o] eling ol 518l

Jnic qlilpnic Ll pnlic AolAbEla s

aijpni Uo 1Al dolo L6 Ay oliiVl Yoy Lo gag
"auw)jlao"g Ul Llwi yiylel dijjgeno Ul gag dyioll
Lo ule davegimi JywJa=ii of jiai Ul yga Lo dicjluioll
:)¢liog holn Jaw Jio Aijgen0 9245 3§81l UAo)
loJ ise 166l (b Saupaig (figuratif) i ga LoJ
w0 Lo) dloaoll slgoll elgu =ionT gl o (=)
o Auilio pnlisd gl (Litioll JUAYI" eIl ol gLl

A\l ouwl 6)us gl dlaguul ¢l

Jany 1aa . lkngna el glga Jno wlé) Jno 6)g@noll
J2%) Uw)laollg Wjlail UL Uy Y ylel jglhio e
Ul a2y - Lads il ude daloc @iy ladglng iz Lo
-Vl lanse) (89 lane) 0Qg laJaseyg lanllsy
15 L6 Lo 8)9@20l (16 631w dotbo Ainls Aun)

A olgill de i og Al dseunlg

Vo) Egngoll YL :(1919) Wljg@aoll san] Ulgic Jgby
J el Joe oJ] dua b 6jgny juiy Lo ag)g (alnl
VA Lol laldiy KAV algo Yo @lhi) Aaid)h o]
Al JAdill o 3415 .40liM 0 Winlleo pag .laniley
Ayl i)l yasy Uual Keing Ulg () valiog
auni [daonll alnw §go Jai Ul Lo algoll Ul ela
6J)9n Jio eliy algo Jio (@aac oo J .Yl wpni

oyl ol

hA oAl
JAl eodb Sl J1s "aagl" JulA joc 2000 Aic 6)g@n 0]l
L0 laagicl 269 .(collage) "Gunlill') s Al duoii ag
U WA 6 il 2Ll duidill oaa oo Lpn 63 Jlocl
w21lqi gag.a Ulgic dyomwmill 0aa Jonay Alocl pasy Ul
dyilio Wlolle Goniwy Lo bacliog dyylio pnlic (u
w030 9l LGN AU Wilolle Al jalno (o
ladoc Ui 0y ay] Lraai loo of Aloc Lo YL 1) loo

daronilggo Hiliollg jgunll

Wil J=&y Lolio ot nll alaw J] «biy Loy il
Ol Walel elow (ladlgig lay LIl .aLlis jgh Ygo
rol &yl Lo ale Jic Lo Wl oy Wl ol dunAib 6)gn
Ue a3l aall dagy oo ol pdall Wlkslad po

JnA oo lipsio UiAll 2oy o 1aa digic

OJl puin 3] @iljg@no (yglic Wally Ul &ulioll ol
09299 6110llg Japlg Lailg ollg Jgen =Jl:muAi lowl
100 an) Lo gag.lapieg eloplg wunllg wad Hig o 5Ll
duolpea daya ule Jay Lo (lapieg Uhlgug (@la

JoVl Lol o dun b dyiluilg

laioAg o)l OJ] duoliegigdll 6jgnll LIb s
Ll 0 Guaail "ol (o Ly Lo Wliuag Wliia
Jal pd&l 2l a2 Vg wwng Wljub] ellig oaa Ul V)
aldi) oA YLy ay WJodll Lo 13] Wo=l 3lgo L
lapsy lahipg lalasig lalgnlo laaile) pAl lollg
Qiljg@ 0 098] Iha) (Gl o =)l aule Aiwi ol loo
dagonil 9go uqi"Qlqill" ole 61)jo 6jgn LD
Jlog Lo ol Ul audiy Yol lapai) Ulalleo Lo
oda Uc Qliyg .dyguinllg ([doizoll [dolsdl Ailloc
Wl Qo Jio daasig izl Jlocl oo Widosll
0a)ac Wliloceg pnlicg algo ole Joiiii il Jiall el
Linj UAaah 6)g@no JA) plawy Lo (ALl jgano

ade gl oo IaaiyAalg loges

Vgl ylayl danlg duiy o lay] alill Jicd Jula Jlocl
wlh=igegrglae JulidswdihiAiiie épualdsain
6anlg Aingl .o J Gungoc (Aithn] Aijgin JosJl
Lo e Pl Ldée Yy UT Jiaiuy" Ul o dalinog
W0 Uiy ipJgn oy Lo Ll pseal .ol aule Yla

125



6)us)l Jg&i Los) anll rogy ay] wyniy Ul Vg dalyl
lolio) &ugitluun auling Vgdalivailing Algag.(duuipoll
e 611110 6)gn Qugl) ol (Jliodl S ole gqula p Jso
lgila o oaio) aug)ill Jit Ugilio J=0 lolio Ylielmdle

Laic ulslni-jgn lg=ih glpallocl yasilgr@a Ul

] Jlo il g il aulln $aJl "ol o pi" (o A1) Log
dyayaniuylald Jiod viila logd w8jgygl oo dgla a2y
bpjsellg dayolig dalall Ulghll anoi ol Lan)lag Laygo
o) Lo I Vgng i ELilps Ul gl (g Ala (o
1) laang dyigll e Wagicl il "dua Lol dunjaoll'y

=l JAiins (rouw) of guni of JAiiiga (o

alza Lo WJell dolit (e Vg goall (e Jula odAaiy (o
auudijolg) Lo gag 6332l Aiols] Lo dusn Lobl Uil
wialo) lwjao s Wil 0ad L6 Lol Lle
dsylio) dunyo aalod il VL Ulagll o Uuglilig auuyl
oLl Lo lad] VJgng A=y wsljgyg VO LYATl dido
iy Gdlalaub Ulg lagna dihoo poll Ay d 19V
Va9 (Wlnylg duilagw Cuils Ju «dyjulAai] of dus ol
Jo=U dnpo Wwiang .oaulun b 6ivo pe Wialaul
1669 0 .dlolh diw JUA dellnllg 6)laillg 6)lail oo
Uo Uyl o Cuybillg g @all oJoa jh)o0 L6 Joc ull
A%y ponllaila il ouad) ploc YA Il il
Eqwll L 1anlg log) UanAl Ul ude (lays Paloc
Lola giagiw] Wang daa ploc ule diw A Ul plow)

"ualal un Ble Joel tlag deldn dley pinhlg g

aoje uuyaillg Joll oo dugen o Jila adiyle Lo
Jaudejill 5jgl8)9.0 jgno yud gas Lenluasll oo
Auold dila of (Ldlaguw PG :) duilng Al Lo Uil
Il Go udbiloly U aio Ul los (pogra Ulio:) dujliang
gl gy Joy Al VoA ol pioll pdlsll oo
Lo gl UglL Inf gt ¥ (S ol U lac wapll
Lo gag ."ds1lg 6]l Ul Ul i@ 6 . agago pié ddl g
Cuils OAldlgIU @A i)l 0aa LW EAS A Agy
Jeloii Ul aljgigu (0 (pJgla aie dialg dulo)g dualo)
30 GJL"SJlo)l S ode Myiw aic 2jéllyug s UlgliGo
VAUl loJun Lilldy il dserallge JdA =il
Hire ajopei 5ol A" io Joc b Jid laingol

g6 L "Tlgiw

126

6111 WO AU (Lo 1ol

Jella Ko izn éy Yl 1aa pdle Ll Jgal ol )
vLial gldple lay] pAai ) duiell Jlocll pélio eodnsy
Ganiideypn (olic Gualpa Al laijglic aic wgsgly
duaole dus) O] Uil iy logo =18 e ol 318" e
of 2LV 2lguw (Ujguul Ein (lo LB 150 (0 gag
Uao ule vaylgaspaliyglic Ul los oo Uil
ulell anlaiwl bo wJ] Lol day] i ¥ oo laiie)
JosJlUgay 1380 lays duwlua] jlaig wiaabile Uo

Yliel) dioron Aigaog xblioll dylon digao Hill

Jlasylii oo Wljgenoll oda &4l Weng Lixy 1Aa
AWl dan (o [ail)loiwlg Wailelndi (o9 dan (o
Jan aloio =W Jnlag wupnig s Jnla pa 3
sl 5)len janl diles 8arslUllao Wagos YU
(o va sl raliguuaioo Wioc 15819 =094 0 jLolol!
JOAIIe pAadiope YA lalg Uit gl ua Al
Qiae &wgig Agii o ol ble dafdic any ol ailo

Ayiollrisllg dyiyJl Jlocll ugn aaliig duioll

anl Jsibio Wl Jgaa dlocel Il Jgaal glo 12a)
o Joc JA mloltogsgll (xeai Lo Jusl "Utolzoll
¢J419 dan o Joall &l pnisy ailay i Joc Jio
L0 ale Yoo .Aul daa Yo Alyaninill Jula dawjloo]
dypoaauidioleliplgluplaildilon ule poalicilloc
.(aquatint):éLom_oJIngﬂmrol_QJIQJLLo}JQIA.!L_.mag_QJ
clodl e UIJlhodgWl pawdl wla - A&yl oad pdwig
Jeoy lLhiidinge n oA liel pls - Uluo Ugll
e Wlnlg dolAai J&i J Ulacl laio degiinoll Jlocll (Lo
ode Lyl Joc oA j0nll 3goi «@uwdi plnll Josll
Uo 639220 Jlocl &ulhy iALs o)l uwjloo 227
Uoc el Joe Ua Jza o] Uual a0cg @3g0) U5

.aun Qi lo5le Mo

(dungy of = dungy EA) 611 Wlwldo Jw MUloci Ejgii
Vb LdI6331D W JIgall Eron Lo LAl VB e §1alg
Ayl sill A il Ol Lalnlel ;o rolsl Lasl (gAs
0o} A"g W dlioll ocq YUQN pn yuAa=) 13 81820l
(1291119 Sl a6 0aic Jo Lo Jobll jla 13)]
U169 Joc (g o wolpnivlg 6 uAall Jola Ul (o



Ul AlaodoUl dpall Jloe Ul o any «odoll Jula Jlocl
02N Lle WY Wb Ay loo Hisl "lalsn]" Eatoll
Jloclloaa JoniloA.dire c16gl oo (@uinllg Ayl
Ol iy Lo lalabig laileg g o oo 1aya i leg il o1 AW
ole daline WYln] Lupai oJlg deih Wyl pdlzo
Jloclloda wipuei oo @uoail wlng (og U@l odle
o YUl a4y AQinl Lo laio (WloMeg Wi AILT AN
wlng (o) &g .dic udAj Lo laiog «@jlaj Gay
Wlalaiol 8)gn larisy WAL (o Ui Ul (Geoill
las oyl i) lawoj Wiy dnyp Ay dayni Quolisea
Aira A AT OUADT Jugd (ud69 Ll acgo o JiAl

o)ln 9l dagoio hgha

Eonilailga LoVl locllora oy lngna @ sqiuy lo
Odl 2y JAuD6)g9n 0l sl (6 (Olit e (A (1
Uy Ailangg Jo=Jl palic vy oo dbjlgio duolAj
!\5950.0" JA1big. LAJIAO A0 s b AUO A B ALY
ABlil o eouiny JAiiiig 220105 lainoj 6aloll €2y
Lo Uil ge tagiy i Ylasdliio JyWlauliio YMALD
Uo Utang yua=) bo gag .dnqigoll Jula dypai Bao
dua=olldarenll g diy:uliQhulai uo aloio Eln
Henilgrounllds)gJiodaenlliyuglasgo 1oy il
Wleolaj pob drolé Wlie) o o1k Lo g il Alllg

4210 n1§g6 nAig Jgnigrouniudll Ayl

dungroll Jua Jloel oo addaoll &liol a0 1a5a
dsylio Jlaubl ol Ul diw Guwos vo Ejgii il
A ulAll aiMA T o 9f ol clidl po Elndilg
V0 of dygilo of dotdiuio nghs (o dwaialy dlisgll
i 5)losoll <Ll llsl &by Lo williniine ol wileiro
dAblio B1n Aol wiagel ule Josy ail hnlly loA
ol 6ol lacgAa masy (ildi jliod (il

Lalgrog dla)laglwlgji ciuing 5qliio Llape

el o Lolg wtng Wi el crun 6)g9001 U V]
wo Jiol Lo laa .dite 169l L0 Gjo)g Lilaog Vo)
Wlita »o 9l «Auol4egigd Jgrn (o of «yniny Wlolle
1ok o) 6Jg@ 0]l rodle Ll YL LA iy dolisg
Wdlgi V. (Ll Llapeg wliite il blig@ao o ngns
6J90 O LAHEG L@ L@ UgAT UT U WL WIlg&aoll
Wl n§go 10 Jio 9aiwlagoipag.daloiogdoila

Agolall adlbgins po Wlie) ole Jad Lo ol

Ul agapadl Ole =il Gl Jungii 3] w28 Ja
Saud wighAll Glc Wixii

U0 WaiyWiilg wighall hen (w dsisll Lo
SroLll W §9b Aowyi Lo

WYaoylallanAg lo yudratall loa duoAlulsl =l Lo
sapio)lulpu=ill o pbliolloan) Lo w9 Baladl Jolall

sl wand Jloel Ll Al .ywjadl oo yw)lall due) i
Ul duey e J&3 W 6agal dhlon dxio Lo Lilaig
Lo wodalal asliy gf w i@l o)l Jgano woliraiwl (o
URNlulis pJl6yandnon Qi)
UoJIUlaon §go jQn

Ul iy dngyeoll Jlocll (o WikisVl wlihy (o
29i%o @il low) (ailesg Lo lailylil Vo (i
Jad loilg yuning U Ll V] Wuglic Jloclloaalg.a)a09
VLA e o @upall (6 4969 U dule Johiivi Lo ule
Jio e daol Jlocll (o Wiid) (o Wlia «511=i9
aileloail o YL Einy loo andll (o G8aio Jiln
Al (e g8 il e odlgiy U il LodUn (ulallg doaioll
Wl PSIAl asliiblg Lnoll iy agagll dadn Gqo
lavio WKid) o Wliag . Uiy Wyitiiollg (Lo Yaoll Mo
dolic (o Al o) Yodioll wilioll \Jaoioll (us
J1i09 32Ri09 3270 A2 Jio bglns 6gn A aalquull
laio Wi o Wliag .lajc d=iollg (p@ L d=ioll
1A Loilg «Aijleoll (s LRIAT Y 6ayjo HAj wigal
3l ol Jnladl 6 G ol s il 6211801 ue Lay)
Qe bl (0 0la=ig YU Jouin (1011 6 Juio e

19 )l W] (laoasl Lo [dngrzoll Jlocll 2g<i
Al o Lape U9a Uo wljg@noll (6 13307 il
oia Ban] Jowl ,o GHg .Auioll wisllg tlagl Jio
ol A= A bdoyl Al &ulinl doyadll Ciljgonoll
wdlgiy Y olas)l 1adg.auwdi ;oI Jso Jio (26 ule
QLA )0 & loS (WASTEgiiguliliaiublo e Y Lol
JAg lagian (o O Wisypo ole 6)gQ00ll 0da
633210 @6 Jloch aubl asly (o dlony Lo laio &uro
VO &) Log.LJoUI WA Aio YL 02y Lod dyylninl

127



Al jlao







130

A%163 hgih oda degonoll Vb doli.Lolyn Llhog
GoVl clicy J=o uo laaiiiig degilholl pnlic Angi
oedlodedeqinoll pingn A Howgliiy sall g ubll

JAl la laoliilg la lapolii o

Lo Ja8) laay)U of digaoll VI puini J dypny @45 Lol
lankhw eIy o) W e Ganil dyle duidig
QijVlg draoldl wVYAJlg wlelaly $loll lel,ul
LA o « diyaoll 0aa Lo Uble (o dualio laviljgo)ol

Jaillgyuwpellyolale jo (Log.dlaylio Aol

631N 6 LI laileqrigo Cicqii lodo xonp Gegilng
Ue wauiall A ole dlay pe Vi lajgin oy U dupng
Lo Lo AlQT Llgll e dlavjgoy polili eglauic . oAl

Aoisll

gqu_szll b
(P o/ Jail

daw Ol ol 1As JA Uglgay Jis mag 09aldo
ang) Jo=ll 269) loo dodio Whlblg Aro 8Ly (gl
&alily Ll @)l 2o o Gegiino £l dunjla L Ll
iVl &loniais iyl yhoy Cindilelog
aaw @la oo Waioldg dusin gl dpwaia pnlic Uo
ail \ungjg Lny Jo=dl dyjhyo @la ode acly wic
uwlii oAl wleloluwuslig Wl oda sliel (1ol
VAo aono Jloel jloi oAy la .&roqill 1aa J=9)
2120945 Ul Uo Vg JATioll J=oll daliuio Wl po

JAallin A= gl lps Auuaia eglaw

Ganl @V¥aAll i olaAiwl éalel (Lo A1Qiniy ga6
degiholl eghu Lid LAl dagll Lo Alnls
jiod .laiy oAl d8M<IU cliio) Ujojl A=y lanh<ig
aingl pnlic yasy Ly olde @ijasd o Joh) 1000
2219 juolio rodle Ol degiinoll o laliny Loy uisUlg
Ao lavialog layaga i lounloyad doile VAl all
220 U9y WloM=ll oda ude yALdll 6)26 e Balail

Al lavilge L llg

degiholl Jala Yo Gradl il Wiglaog pouw Yl
Ugal) lalilko 3219 «odo WIA legigo i
Ue Wanil V.aibglaoeg pusill algy Sall jubyl Gyl
gl (Lo AU Wiljub] (e Vg Au5an dusuinh la julsi
€U oMl WA playyl (e 1arsy ALl (Aol Gl
QonoWlalad jpy eagod io clyidl degono Ul sradl
Sl Lo WB)le Lpay Iauiij Jlocll 0aa e fajl tuun
Lawiay oAl Ue 0agled Liiny K846l Jalw gyl
Ue JYabwll Uge Ugai uA lawony ga Vloly Y jiay
V6 90 eld A laaalilo E9ilg diuroll 040 UAgol
QU810 e pnlic &ond o Wiihei dyho el &olgll
LU digaoll 0aa (e &LV Go UiliAos pualodi pA)



Aolislild Ko QiQiulgll

o puwplg delihll g (19PY ) JlA joc 2000 &0y
oic aliay il Viapedl (uilie) (o au ywl ¥ aac Ja
9 q (LiLidill UA Uy Jola)l Jndll dunl asliol
WAVl aic Wpogi Lold duido ddpeo UuAR) )AL Jnd
@ilao Lo duclagl Jlocl (o iljlail dloa Ul .(uiliedl (o

ol delinll (6 AU L6 Bjtoio

Wlaall Egiio agwilga. io g alnisldegiingll o
V90l Ublod @uui lajls Jladbie wijuby Jalaig
VO06YLoV9EGilo gl jgAnAnglI0. doatoyuglin
rillpb Laldngllnlisleluloioyunglaiojn
ol g ALl o pnic Gl VoAl duidi J=oylaclAaAl

JAIn 919 Log Litn Gony Lo loaviy

Alan deub 63 pdol 1l Wloygai deginoll o
o duifg Qollo Lala jganll puwléis duié dyaauliog
o g8 lod LAY &load dagll Lo .Jgano o)
=20l 0)nleo Ayglel @Glay il Adle dypoleuing
Qio’ dlogs Wlhgtio Yo laio LAy Jnlicg Ylgllg
deginoll 6309 JAuinii .(5alo Ulolo WIA A=io eloll
AW )6 gL o oliilg Wijlao pe (pdaoll eglll)
Uory 08 i) Lo dots YuaVl ARy pb doanll
g0 dguwVl ygll . 5jubYl auwgolég ladyglei) Ailiho
Jolay @l awall aif sodaoll gl Juadl dlauwll
A 8el16 (o Wi wilh JIpad Lo aieiblhao 000
g6 degiio Wi oJl aaliioly Anl i) powlh
Aol yuole) a0Ay Loy JoJljlwl wipayi ol Jlo
&o &)l doaro duspub Wiang glublo®) Ashd (o
ool JAiill Jgay ela Ja.6aclio vl wlpn
el LQinT Lag e jglay Lo 6)9lao Lle 6)als 6alo LJI

AQulin egu M 6alauw degiingll 9ati) lalinlej

131



doafioll 131
Goljsl el

algull jlao 128
pela Jupis



lbqingl



Joleodigolle



nlzollyel) el
Wil dAloo dwasl) 26282 .L.un
+973 1771 4545 yuAsles | +973 1771 7707 Lila

art@albareh.com | www.albareh.com

Opposite page:
Self Portrait | Etching, 2x2cm, 1968

© Albareh Contemporary W.L.L. 2014, all rights reserved.

)L

Atz ol prall




O

N

J

11 A)] o cA












- et




