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INTRODUCTION

Dr. Nina Heydemann

I first met Hazem Harb in 2015 when preparing for a group
exhibition _in which he was participating with a photographic
triptych tatured a powerful image. It was called “Me and the
Other Side—and dated to 2012. Standing with his feet in a suitcase,
the first panel showed the artist in front of a crete wall — his

back facing the viewer. The second panel fe d him climbing
up a ladder placed at very suitcase and the third part, showed
him with his waist the top of the wall, reaching for a moon at

the other side. It was an impactful image that spoke to me
immediately.

Born in West Germany but having spent most of my life in East
Germany, my home country had a history of being divided by a
wall for over 40 years. Hazem Harb’s work addressed not only the
notion of separation in the lives of individuals, but the impact that
politics have on shaping the fates of entire countries.

Like any good piece of art, the work of Hazem Harb has been like
this from its early beginnings. On the one hand, very specifically
tied to his biography of being a Palestinian, living away from home
- on the other hand, universally applicable to the larger themes of
life, impactful for everyone to understand and draw conclusions,
regardless of an individual context.

Having trained first as a painter and making expressionist art,
showing often figures in struggle, he initially absorbed many
influences from other painters in whom he saw similarities to his
own ways of expression at the time — interestingly, these included
German influences of artists that transcended borders with their
art, such as Joseph Beuys, Georg Baselitz and Sigmar Polke. A
student of the German painter of Syrian origin, Marwan Kassab
Bachi, also simply known as Marwan, whose retrospective
exhibition, Topographies of the Soul, organised by the Barjeel
Art Foundation took place in the second floor of our premises in
2015, Hazem Harb was among a group of his students who would
express their struggles to find their own voice both as artists and
citizens of Arab countries with contested histories.

After a decade of figurative painting, Hazem Harb eventually
found the medium that wo uit his message best — collage. Being
by nature fragmentary, an@the same time, unifying, it gave his
practice a fundamental turn. Allowing external elements such as
photographs, documents and letters to become part of his work,
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he started superimposing geometrical shapes on them -
highlighting, distorting and creating new units with them. The shift
from the personal to the impersonal became very apparent here
— where once the artist’s hand and body movement were visible,
now, the new works lived off their very absence. The collage-based
works are sharp-edged and use prefabricated materials that are
superimposed and layered. There is a an almost clinical way of
how Hazem Harb dissects and constructs his collages. Like a
surgeon, he cuts and then connects the fragmented parts,
assembling what works together in terms of content and
aesthetics. His architectural background also plays a major role
here, becoming at once the conceptual planner as well as the final
mental inhabitant of his works.

Hazem Harb’s selection of elements that contribute to a collage
is almost as important as its end result, because the focus is laid
on what was selected and highlights also what is not shown. The
empty space becomes therefore all the more telling. For this
current exhibition, Temporary Museum. For Palestine., this
emptiness takes up center stage, exemplified in the vitrine box that
is devoid of any contents.

For Hazem Harb, who turned 40 years old recently, the present
exhibition pays homage to his home country, Palestine, as much
as it does to his personal career as an artist. By scaling up his
collage-based approach to larger than life formats, the viewer
steps into immersive settings in the exhibition that offer a view
of Palestine from historical black and white photographs. He has
collected these by purchasing them from online auctions, alongside
other artefacts of Palestinian history and culture, such as books,
artworks, maps, photographs, flowers, and even oil cans.

At the same time, smaller works are superimposed in front of
these massive wallpapers and have a decidedly museological
aesthetic. Vitrines, labels, classification systems are a significant
part of the exhibition, giving the impression that the viewer is
somewhat in a museum within a museum. The artist has almost
slipped away in this exhibition and has turned into a chief
archivist, piecing together his own version of Palestinian history, in
an attempt to preserve, showcase and ultimately find a voice for
his country and himself.

It is therefore our great privilege to be part of this journey that has
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led the artist to our premises and contribute in our own way to the
further development of Hazem Harb’s quest. I would like to thank
the contributing parties who have supported not only this
exhibition but also Palestinian institutions with generous book
donations in recent months, chief among them being Bodour
Al Qasimi, who donated the proceeds from her latest work in
children’s literature titled ‘World Book Capital’ to help rebuild the
Samir Mansour Library in Gaza. I'd also like to thank the Executive
Chairman of the Sharjah Investment and De ment Authority
(Shurooq), HE Marwan Bin Jassim Al Ser or making this
exhibition possible and supporting it in every wav_ My gratitude
also goes to the founder of Hazem Harb’s galle:ﬁbari Artspace
in Dubai, Maliha Tabari, for her generous support and ongoing
contribution to the exhibition’s public programme. Likewise, Laura
Beaney, Director of Communications at Tabari Artspace, who has
contributed to the catalogue with an eloquent essay about Hazem
Harb’s career.

My deep gratitude goes to our new curator at Maraya Art Centre,
Cima Azzam, herself a Palestinian-Jordanian, who has forged
a long-lasting connection with the artist and worked with much
engagement and enthusiasm on this exhibition. A word of
gratitude also goes to my team at Maraya Art Centre, who have
planned, installed and executed this exhibition with great care and
dedication, as well as to Yasmin Zahir and Yasmin Al Ameeri
from Shurooq’s sponsorship and PR department for their work in
supporting our exhibition.

Finally, I would like to thank Hazem Harb himself for his ongoing
commitment, effort and drive to bring a topic that is dear to
many people in this region to Maraya Art Centre. To see this
exhibition come to fruition now, with a network of individuals
contributing to a greater good, is a true privilege. It seems that
efforts like these are like collages themselves — every part counts
for the final outcome. It shows again that, as Barack Obama once
said, “we are defined not by our borders, but by our bonds.”
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FOREWORD

Maliha Tabari

My visits to Hazem Harb’s studio can never be short. A quick coffee
stretches long into the evening but this never grows old. Surrounded
by his trailing ferns, stacked bookshelves and latest creations our
conversations take flight. We first met at Salsali Private Museum in
2014 and there was an undeniable connection. At first, I attributed
this to our mutual territories - our similar ages, shared nationality
and language - but actually, I believe our bond is rooted in the way
that both Hazem and his art answer the questions that I've always
carried around with me relating to my identity and roots.

In his Jumeirah studio, there’s always an opportunity to learn; he
puts on the protective white gloves and we flip through his museum
of unexpected objects. Hazem searches for pieces of himself
scattered around the world, fragments and clues to make sense
of himself - photographs, pressed flowers, fabrics, maps and
poems. Beyond the nostalgia and memory often associated with
reflections the past, Hazem has committed himself to producing
art that forms critical evidence of his existence. It’s art that plays
a deeply important social role and achieves something that the
written or spoken word cannot. He connects generations, through
his remediations, foregrounds the repressed and brings to light
experiences that might otherwise fade into history. As such, Hazem
not only preserves but also readdresses historical records and gives
voice to the disenfranchised.

Hazem presents the Palestinian experience as rich and multifaceted;
when I leave his company, I'm always imbued with a renewed sense
of pride in my culture. Presenting realities in stark contrast to those
available in the mainstream, Hazem’s practice forms a fascinating
revision of power; one that constantly challenges the status quo.
Now, there’s a new generation, that of my children, who have come
of age in the UAE and are keen to know their roots, and through
Hazem’s compositions they might know their world more closely.

Hazem and I have worked together as collaborators for more than
six years. Where his artwork stops, I understand that it’'s my duty
to continue connecting his compositions to institutions and
individuals that might preserve and proliferate the important work
that this artist does. It is my hope that, against the backdrop of
continued upheaval and unrest, others in this position might now
feel the weight of this responsibility.
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FOREWORD

Private Collector

Art has always been a great influence and passion. When I
came across Hazem Harb, he had a profound impact upon me.
Remediated within the composition, a rare 1920’s map of Gaza
grabbed me.

I was confronted by my place of origin, somewhere at once distant
yet never far from the fore; right there my personal histories
collided with the collective. I thought about the piece all day and
later returned, compelled to acquire it.

I have followed Hazem’s artistic evolution since that day with
much fascination and pride. His art presents a window into a world
unknown to many, where the past can be revisited and where
alternative futures might be envisioned.
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MEMORIES TRIUMPH
OVER STRENGTH

I was born in Gaza in 1980 where I grew up with my family in our ancestral home on the old
Al-Shuja’iya Street, north east of the crowded city.

My late mother had an enormous influence in the formation of my art and personality. She
was not only my mother, but also my teacher, and a creative force to reckon with. Her
enduring passion for designing and dress-making had been an indelible part of her life and
career.

I had always been the curious kid with an inexhaustible stock of questions that I kept
asking her as I lay on the floor of her room, browsing through the photographs in her old
albums. I was inspired, drifting through time and space, soaring across horizons, while
contemplating the simple but strong details in these photos - starting with the warm looks
and peaceful confident smiles of the young people, all the way to the details hidden in the
margins of those photographs. I was captivated. I did not understand the reason for my
fascination, which kept looking at the details over and over again. I realise now that my mind
was slowly absorbing the details. Today, I finally understand that my ceaseless pursuit of
memories for over thirty years, has made me the confident and self-aware man I am today.

My initiation into art began as a young boy during the 1990s when I joined the Young Men’s
Christian Association (YMCA) in Gaza. It was then the only sanctuary that embraced young
talents and taught art through summer courses over many years. At that time, I was taking
my first steps into life, discovering art, meeting people, experiencing joy and anger along
with challenging myself, my surroundings and reality. As I painted more and more, I
discovered that I was learning and developing all the time even if only simple new shapes
and concepts.

These details are shadowed by life’s bittersweet battles that not only revealed the many
colours of friendship, but also led me to discover some of the most beautiful yet sometimes
exhausting relationships. I had a lot of adventures during my school days and beyond,
experiencing joy, pain, and exile, recognising art, and traveling with my lifelong friend
Mohamed Joha, who currently resides in Paris.

As I grew up, I was keen on exploring and venturing beyond the limits of my small city, and
the modest possibilities it offered. I studied art in Rome, my dream destination since
childhood and my first true love. I spent some of the most wonderful years of my life
experiencing the city in every sense of the word. After I graduated, I continued living in Italy
for ten years, moving from city to city, till my restless spirit took me to Paris, London, and
finally, Dubai.

However, Gaza has been the starting point of my journey, and my first launchpad to the
outside world. The city was, is and always will be the small window from which I look out
into the great world whenever I get tired of the larger picture.
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I have always been very fond of painting, and I do not remember a day that went by
without producing dozens of studies, drawings and paintings in the past twenty years. After
graduating from Rome, I began experimenting with different methods and mediums in an
attempt to discover new concepts and identity, and more importantly seek answers as to why
I was doing what I was doing and what was my message.

There were a million questions buzzing in my head including where was the world leading
me, what I wanted to say and how I should express. Over time, I learned that they would
only be answered by experience gained from relentless effort put into achieving my goals.
All of this required effort and patience in presenting and proposing a group of concepts to
address the issues of the past, as I worked on archiving important events and dates that
changed the course of the history of Palestine and the region.

My pursuit to find those answers has led me to carefully research, examine and investigate
the individual and collective memory with regards to my personal identity as a Palestinian
living abroad. This has made me approach the issue from a broader and more comprehensive
perspective than merely out of nostalgia, and I have delved into the archives for conclusive
proof of the Palestinian historical presence as one of the occupied Arab lands. My idea is to
veer away from abstract stereotypical ideas of archiving to reshape the material into visually
rich memories, incorporating art to extend its life beyond the archives.

I use my work as a portal to access new dimensions and utilise various techniques related
to architecture, particularly colonial architecture and its formal and intellectual impact to
examine how it reshaped geography through false ideologies and demographic narratives
aimed at erasing and altering landmarks and monuments of entire cities, as well as imposing
the will of the occupiers architecturally.

My solo @ition Temporary Museum. For Palestine. held at the Maraya A ntre
in Sharja ill include new works structured as museum exhibits, and incl any
important documents and books on Palestinian history, dating from 1800 to the present.

And finally,
my wish, of course, is to be free.

Hazem Harb
July 7, 2021
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FRAGMENTS OF THE FUTURE:
THE TRAJECTORY OF HAZEM HARB

By Laura Cherrie Beaney

As a boy, Hazem Harb was fascinated
by his mother, Saliha, a seamstress who
meticulously crafted women’s occasion
wear and wedding gowns inspired by
the European fashion illustrations that
she collected. Their home, in the historic
Shejaiya neighbourhood, was part of one of
the largest communities in the Gaza Strip.
The buzzing textile market, local traders
and close community contributed to fond
memories from Harb’s childhood.

Inspired by Saliha’s creations and the
extravagant fabrics that surrounded
him, Harb began to make artwork of his
own, first creating collages from leftover
magazine clippings and later sketching
local landscapes and day-to-day happenings
using oil paint, charcoal, and pastel. He
worked from observation forming a habit
of daily drawing that would continue
throughout his artistic career. In the early
days, during a fleeting period of peace,
Harb’s art captured the Gaza coastline,
family members, sweet sellers from the
market and Jerusalem’s celebrated sesame
bread. By 1987, however, Shejaiya fell at
the centre of the territorial dispute that has
both tainted his worldview and stimulated
his artistic practice ever since:

“I produced a small painting following the
first intifada when I was eight,” says Harb.
“A mass of barbed wire mounted on wooden
board.”

Harb, set on becoming an artist, found
mentorship at the YMCA in Gaza. He began
to produce figurative works - mainly family
and faces from the streets - and honed his
technique under the tutelage of professors
Fayer El-Sersawy, Majed Shala, and Samir
Al-Hallag. Supported by his wife at the time,

humanitarian worker and curator, Dr Carla
Pagano, he won a two-month residency at
the Cité Internationale des Arts in Paris in
2004. The exhibition following the residency
- a first foray into analogue photography
and video - summoned the sense of
asphyxiation that characterised life in Gaza
for Harb.

Dr. Pagano was one of the many significant
female figures that Harb credits with his
trajectory. The following year, she was
there to help him obtain a scholarship to
study in Rome. Harb left Gaza to study
visual art at the Academy of Fine Arts not
realising that it would be the last time
that he would see his home and family for
several years. In Rome he became
immersed in Italy’s progressive intellectual
scene, forging friendships with fellow
artists, writers, musicians and academics.
Ceramicist Claudia Dorkenwald hosted
Harb in her country house in Northern Italy.
She helped him to source materials for his
practice and introduced him to her country’s
social world and cultural centres. Harb
refined his skills during his studies and was
later offered a place on the BA in Visual Art
programme at The European Institute of
Design in Rome.

“Influenced by my professor Riccardo
Mannelli, Joseph Beuys (founder of the
Fluxus school), and Neo-expressionist Georg
Baselitz my focus in Rome was upon highly
expressive figurative painting,” he says.

In 2007, Harb and fellow Gazan artist
Mohammed Joha were approached to
participate in Passaggio di tempo an
exhibition, curated by Dr. Pagano, at Rome’s
National Ethnographic and Pre-Historical
Museum. It was their first opportunity for




international exposure. Having met Joha
in Paris several years earlier Harb forged
a friendship with him that would span
decades; they continue to work together as
artistic collaborators.

Sketching every day, Harb produced
hundreds of drawings and paintings during
this period. His art revealed an intimate
connection with charcoal and the human
form. His subjects, distorted figures, some
animated with unexpected rushes of colour
were either life models or memories of
personal interactions. These early works
were indicative of the forces that continue
to motivate Harb’s practice; the articulation
of identity and an unwavering empathy for
the human condition.

“Italy charged my art technically,
conceptually and intellectually,” says Harb.
“There was access to materials, exhibitions,
libraries and architecture that I simply
could not encounter in Gaza. The experience
of my tutors and exposure to individuals
with different ways of thinking invariably
impacted the way I witnessed the world
but also how I understood art and its
capabilities. Art could assert, document
and reimagine particular narratives. Being
acutely aware of the misrepresentation and
erasure of the Palestinian experience I felt
a responsibility, as an artist, to articulate
these realities.”

While in Italy Hazem remained in dialogue
with family and friends in his homeland
yet his existence was always tinged
with a feeling of exile. Uncertain of
his future, he applied for and received
Italian citizenship. In 2010 his mother, to
whom he was very close, passed away;
a monumental loss that left a vacuum in
Harb’s life. The pain of his mother’s death
and the tensions that marked the early
2000s in Gaza bore down on him,
heightening his sense of dislocation and
desire to return home.

This period marked a shift in both form and
content in Harb’s practice as he moved
away from figurative work that captured
intimate experiences towards abstraction.
Is this your first time in Gaza? exhibited
at The Mosaic Rooms under the AM Qattan
Foundation in London in 2010 was Harb’s
first significant solo exhibition and included
a selection of multidisciplinary works
produced between 2006 and 2009. The
artist’s experience of transitioning through
checkpoints became a conduit through
which to explore the policing of personal
freedoms. This was followed by a residency
with The Delfina Foundation and AM Qattan
Foundation, London, UK 2011. By this time
Harb’s art had already begun to attract
media attention. He was featured by the
BBC as well as the Rolling Stone Magazine.

“There wasn’t a day when I didn’t paint in
Italy,” he says. “I was living between Dubai
and Rome; my mother’s illness ravaged her
echoed by the rapid deterioration of my
community. I moved into a heavy, surreal
state of mind which flowed out into my
practice. By 2012, I had started questioning
myself and my art; this prompted extensive
experimentation. I worked across disciplines
as I sought to discover the medium that
would best relay my concept and introduced
the themes that continue to dominate my
attention: identity, memory, exile, and
systems of power.”

Harb made a permanent move to Dubai, a
city that remains his adopted home. There,
he forged friendships with other members
of the Palestinian diaspora and the city’s
international community of creatives. A
meeting with curator and artist Rami Farook
was transformative. Farook offered Harb a
6-month residency at his warehouse gallery,
Satellite Space, known for its experimental
programming.

“Rami provided the freedom - intellectually
and creatively - that I needed to refine my
direction. It was during this residency that
I began to introduce raw materials into
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my compositions apparent in the Beyond
Memory series. For this collection of collages
I imposed harsh geometric shapes upon
archival images of Palestinian social scenes
to dislocate the subjects from their daily
lives, much-like a wall of separation.”

Beyond Memory, 2012 introduced a theme
that echoes throughout Harb’s practice - the
notion of architecture as the material trace
of the values of the society that produced
it. Architecture, Harb contends, is what
shapes the identity of cities as well as the
inhabitants and their collective memory.
Concrete became Harb’s metaphor for the
social and political weight imposed upon
his community as well as the physical walls
and barriers that limit social freedoms.
This idea has been revisited at regular
intervals apparent in bodies of work
such as Archaeology of Occupation, 2015,
Reformulated Archaeology, 2018 and
Bauhaus as Imperialism, 2019.

“Photographs, ephemera and original
materials are a form of testimony and
evidence,” suggests Harb. “With the
understanding that art can counter
hegemonic versions of history, I found
it crucial to incorporate these objects
into my practice. By synthesising and
recontextualising these materials to
form new constellations they become
contemporary artefacts.”

The childhood collages he produced using
his mother’s fashion cuttings came to
inform his approach to art in later life.
Indeed, Harb has established his own
visual vocabulary through contemporary
collage. Through his compositions scenes
from Palestinian social life, natural
landscapes and architectural elements,
often plucked from non-linear moments
in time, came into dialogue. His artistic
process borrows from modernist figures
such as Pablo Picasso and Georges Braque
who disrupted traditional ways of viewing
for aesthetic pleasure and took collage as

their medium through which to connect
everyday realities with the artistic gaze. In
his youth Harb, like many other children
of the same generation, collected stamps,
coins and maps. A lifelong compulsion
that the artist refers back to his mother’s
painstaking process of collecting and
organising the illustrations that informed
her designs.

Finding his pace aesthetically and
conceptually post-2012, Harb dedicated
an increasing amount of time to the study
of academic and historical texts. Mornings
were committed to his Jumeirah studio
while evenings were spent absorbing
critical and post-colonial theory, historical
records and poetry by authorities such
as Mahmoud Darwish, Edwards Said and
Ghassan Kanafani. Through close analysis
of maps, he would dissect the shifts in
territories that facilitated processes of
subjugation. His resources were difficult to
source and took months to arrive in the UAE.
When in Europe Harb would scour antique
markets, gathering anything from coins to the
canvasofrefugeetents. Hewould bidinonline
auctions and, as his work became familiar
to the Palestinian diaspora, individuals
would donate items from their family
archives to be remediated and live on
through Harb’s lens. Deeply involved with
the local community, Harb regularly opened
up his studio space, hosting breakfast
mornings where guests could discover his
sketchbooks and wooden trunks filled with
a personal museum of coins, photo negatives
and maps.

The summer of 2014 was marked by
misery and unrest in Gaza, recounted to
Harb through daily Skype sessions with his
brother and father as he prepared for his
solo exhibition at Salsali Private Museum.
Despite the continuous contact with
relatives in Gaza, Harb’s art maintained
an objective distance from personal
circumstances. The interdisciplinary body
of work produced for The Invisible Landscape




and Concrete Futures, 2015 comprised
collages of remediated photographs from
pre-1948, Palestine juxtaposed with slabs
of concrete as well as architectural models,
installations and a short video projection.
The exhibition was a comprehensive
attempt by Harb to materialise the questions
that preoccupied him: How and when does
architecture cease to be an oppressive
apparatus? How do certain architectural
styles museumize a people? While other
styles shelter others? How can sculpture
counter architecture? How can sculpture be
non-monumental?

Summoning the past to better know
the present, other work produced in
2015 connected Palestinian histories
to current digital representation and
surveillance practices. In the TAG? series
Harb recontextualised photographs created
around 1948. Rectangles imposed upon
the faces of subjects recall the ‘tagging’
system used to identify an individual on
social networking sites such as Facebook.
The rectangles also denote the practice of
‘decapitating’ figures in Ottoman miniature
paintings where a single line would be
imposed upon the neck of the subject.?

Between 2014-2017 Harb was represented
by Saudi Arabia-based Athr Gallery and
exhibited extensively internationally. In
2017, he moved to representation by Dubai-
based Tabari Artspace Gallery, established
by fellow Palestinian Maliha Tabari.

“Beyond the national bond that unites
Maliha and I, there’s a powerful synergy,
we are in constant dialogue. There’s a mutual
appreciation for conceptually-driven art and
desire to utter suppressed stories.”

In 2017, the Trump administration
acknowledged Jerusalem as the capital of
Israel, stimulating outcry from Palestinians.

Works produced by Harb during this period
were distinguished by a utopian and
nostalgic gaze. The Tiberius, 2017 series
combined archival photographs of wooden
sailing boats, navigating a placid Lake
Tiberias, with layers of airy azure blue
plexiglass while For The Love of Jerusalem,
20174 combined the Holy City’s soft stone
walls with opaque blocks of colour in tones
that signify the earth, sky, and olives of
Harb’s land.

Power, both overt and subliminal, is
considered in every angle Harb takes as
his oscillates between the interrogation of
grand narratives and specific instances of
oppression. For the Tunisian Pavilion at the
57th Biennale di Venezia, Italy, Harb was
comissioned to produce a video installation.
The Absence of Paths, 2017 drew parallels
between the degradation of Yasser Arafat
International Airport and the unwavering
resilience of the Palestinian people. In 2001
the radar station and control tower were
demolished and later the runways were
bulldozed but in hope that the airport
would reopen one day the airport staff
continued to man the ticket counters until
2006.

More recent works exhibit Harb’s desire
to know universal contemporary concerns,
such as the disruption of the natural
environment, through the Palestinian
optic. “Mortal Danger - Military Zone Any
Person Who Passes Or Damages The Fence
Endangers His Life” reads a metal sign,
translated into English and Arabic, absorbed
into Harb’s The Military Zones, 2019 series.
The work reflects upon land and homes
that became prohibited spaces in recent
years. During the same year Harb was
invited to participate in Eyes East Bound,
the 13th Cairo Biennial. His installation
East Transformation — Transformation of the
East, 2019, critiqued the reauthoring of East

2 TAG 09 from the TAG, 2015 ser as acquired by the British
Museum and exhibited at Reflec contemporary art of the
Middle East and North Africa, 2021 curated by Venetia Porter.

3 British Museum, TAG 09, available at: <https:
britishmuseum.org/collection/object/W_2015-6043-1>

4 For The Love of Jerusalem, 2017 has been acquired by Centre
Pompidou, Paris
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Jerusalem’s history through the reshaping
of its architecture. A maquette topped with
a red-tiled roof against a backdrop of the
city was accompanied by audio recordings
of its demolition.

Recently, Harb has been preoccupied with
more subtle indicators of supremacy -
cultural hierarchies and visibility. This is
perhaps most apparent in Contemporary
Heritage, Harb’s solo at Tabari Artspace,
Dubai, in 2020. Underpinned by an
investigation into established exhibition
conventions Harb spent more than a year
producing a collection of works that tackled
the idea of heritage as unfixed and fluid.
Demonstrating a refusal to be confined by
category or medium and in reference to the
wrenching of antiquities from their origins
by colonial powers, Harb produced several
works in relief form, transposing 1920s
Palestinian archival imagery into etchings
that came to form ‘contemporary artefacts’.
Harb’s artefacts, presented as the findings
of archaeologists, sought to preserve
Palestinian history but also highlight the
ease at which the output of certain
communities might be reduced to an
exhibit in a foreign land. Despite the global
pandemic, 2020 remained an active year
for the artist. Harb participated in The
Global (e) Resistance, 2020 a group
exhibition at Centre Pompidou, Paris that
unpacked contemporary strategies of
resistance.

Upsetting dominant discourse surrounding
the Palestinian people by reasserting their
realities into the politically charged present,
Harb’s art prompts the viewer to consider
the nature of history recording and the value
of a photograph. Mining the potential that
his earlier work still has to offer, he now
draws from his trajectory which chronicles
unexpected instances and minute shifts in
his collective history; incorporating works
produced over the last decade as well as
new contributions and significant pieces
from his personal archive into his solo

exhibition, Temporary Museum. For Palestine,
at Maraya Art Centre.

“My art is always evolving, but when I
celebrated my 40th birthday last vyear
there was an opportunity for reflection.
Through reflection you know your mind and
motivations more intimately,” says Harb.
“A decade ago, I wasn’t always certain of
my medium but through immersion I came
to know my vision. My art remains
underpinned by research and the
interrogation of normative ideas primarily
because I want to present alternative
aspects of the human condition, express
the perspectives of those who cannot, and
expose the fragility and hierarchies that
imprint upon the writing of history.”
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TEMPORARY MUSEUM:

CIMA AZZAM IN CONVERSATION
WITH HAZEM HARB

“A temporary story for a permanent history” —-%em Harb

Temporary Museum. For Palestine is a visual unearthing that explores the relations between a people
and a place. A complex social and cultural setting that focuses on the notion of home, an ever-evolving
fundamental theme that has long fuelled Palestinian artist Hazem Harb’s work.

Using different techniques, Harb creates a series of large-scale fragmented installations that layer his
fascination with investigating and collecting. Resurfacing essential documents and photographs of
Palestinian history from the 1800s until the present day.

CA

As this is your first institutional solo
exhibition, why call it Temporary Museum.
For Palestine?

HH

A museum is a place that holds objects
intended to inform and spread knowledge
about various subjects. A museum is also
ever-changing, a space that constantly
evolves.

As I turned 40, I took this time to reflect
on my career and the work produced
throughout. I wanted to have a space to
share all my findings - every book, map,
photograph and object that I have collected
over the past few years. I immersed myself
in extensive research in 2012, collecting
information about the history of Palestine,
listening to Palestinian stories.

I wanted to freeze moments in time,
showcasing all the evidence to celebrate
a culture. A temporary narrative for a
permanent and continuously evolving
history.

CA
Is this something you address in your work,
investigating stories of moments in time?

HH
Absolutely.

I have had a keen interest in collecting for
years. I spend most of my time looking for
evidence, evidence of a land, of a people.

This body of work is intended to have the
viewer experience a real story, a narrative
of a family, a home, a land and a people.
Such as the fallaha, the Arabic term for a
female farmer, she is a symbol of strength.
I have always admired the intricacy of
embroidery, especially after watching my
mother create beautiful dresses for her-
self and others for years. In Palestine, each
thoub, an Arabic term for a traditional Arabic
garment, represents a city or town. The one
in the exhibition is from the city of Ramallah.

Some of the walls in the show at Maraya Art
Centre are covered with images of different
cities, creating an intimate space for the
viewer to reflect and become part of this
narrative.

The books, maps and photographs that I
have collected are presented in carefully
designed vitrines. They offer another
intimate setting for the viewer to study and
appreciate the Palestinian people’s history.

TEMPORARY MUSEUM  ©830 caxia HAZEMHARB w»=pil>

CA

You talked about obsessively collecting
books, maps, photographs and other objects
related to Palestine from all over the world.
What is the item that has the most value to
you in your collection?

HH

They all have value. Essential findings
that have been lost or found their way to
different parts of the world. That needed to
be unearthed and manifest in this Temporary
Museum.

One of the first objects dates back to the
late 1700s. The second object I purchased
was a map of Palestine from a corner shop
at the Souk Al Qaysariyeh in Gaza. Those
objects are evidence of my investigation, of
a history that exists.

One of my favourite items is the book
Peoples of Nations which dates back to
the 1800s. The book contains people from
different nations, and Palestine is one of
them.

CA

You have relocated several times. From
Gaza to Paris and Italy and then on to
Dubai, where you have set up a studio. How
has this period of change manifested itself
in your artistic practice?

HH

I have moved a lot, something that I will
forever be grateful for. Once I got to Italy,
I embraced expressive figurative painting.
At that time, I was exploring human
emotion. The work was chaotic — and so
was I, in a way (laughs). But then something
changed. I started to question what type
of artist I want to be? What is the bigger
picture, and how can I make an impact? I
realised that my place of origin, Gaza, will
never just be a land; it is so much more
than that.

So, I revisited the time I first started
creating collages, influenced by my mother,
Saliha, and her textile making. I used
this method to explore a ‘space’, using
photographs that I collected combined
with other raw materials and techniques.
There was a shift from figurative art to
collage and installation. Embracing, as I
mentioned before, the architect within.

My new approach to art served as a visual
investigation of spaces and their peoples.

CA

As an artist who has worked with different
artistic techniques throughout your career,
you have often included collected material
that is carefully layered in your work.
What is the significance of the collage-like
process in your work?

HH
This process of obsessively collecting things
started from a young age.

I recall the time when I asked my mother
to share old photographs and placed them
on the floor. I think I was about eight
years old, a young boy who needed to
freeze a particular moment in time and
investigate — absorbing as much information
to truly understand a story.

CA

There is an decidedly geometric aspect in
your work, which becomes apparent by
incorporating two and three-dimensional
structures into your work. Is this an
intentional aspect of the process?

HH

I have always considered myself an
architect at heart with a life-long interest in
the four-wall structure — the cube.

This four-wall pattern is visible in both
installations and two-dimensional formats
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in the exhibition. It is reminiscent of a
home. A house has four walls, and within
those walls are other smaller cubes. Walls
that contain memories and stories that
are desperate to be explored and exposed.
I bring those stories and memories to
life through investigation and obsessive
collecting, and by including various
materials such as photographs and letters.

The architect in me wants to bring those
structures to life and to repurpose and
reformulate them.

CA

On the subject of walls, there are various
types of walls represented in the exhibition,
whether physically or metaphorically. For
instance, the stack of the olive oil cans.
What is the significance of the oil cans, and
why are they displayed in such a manner?

HH

The olive oil cans and their contents are
a quintessential domestic item in every
Palestinian home. They are immediately
recognisable, reminiscent of our parents’
and grandparents’ homes. A nostalgic
trigger, if you may.

Olive trees cover the countryside of the
land and have always been a symbol of
strength. Layering the oil cans in a wall-
like structure signifies strength yet fragility;
at the same time, revolving around the idea
of a home and the perseverance of a
people - it’s in our blood.

CA

Earlier on, you mentioned museums and
their significance in spreading knowledge. A
place where all people are welcome. There
is a blueprint of the Rockefeller Museum in
Jerusalem (formally known as the Museum
of Archaeology of Palestine) in the exhibition,
with protruding vitrines that contain various

family photographs and letters. Why are
that particular museum and those selected
photographs displayed?

HH

The museum was once known as the
Museum of Archaeology of Palestine.
The name was changed in the 1970s.
An important monument that housed an
extensive collection of artefacts that date
back to the Ottoman empire. As well as
objects from Al Agsa Mosque and the
Church of the Holy Sepulchre among many
others from Palestine.

The vitrines contain family photographs,
letters and postcards that were donated
by Palestinian families to me. They show
everyday scenes, like school classes posing
for a photo, or wedding pictures. Mainly,
they show personal artifacts of Palestinian
families, elevated to the status of artworks.
This draws upon the function of museums in
general - to tell the people’s stories.

CA

What would you like to say to visitors once
they enter this Temporary Museum. For
Palestine?

HH
Ahla w sahla.

Welcome to our stories.
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I AM THE LAND
AND THE LAND
ISYOU

2021

Verse from the “Poem of the Land”
by Mahmoud Darwish, 1988

Black and white photographic print
Cactus Plants, plexi glass containers,
soil and sand

28x5m

In front of a black and white photograph, this
installation welcomes the visitor with a view of
Palestine.

Stacks of cacti plants, known as Sabr in Arabic,
placed in front of the photograph have a strong
symbolical significance for the artist and his
home country Palestine. The cactus is a prickly
but robust fruit that can survive with very little
water; it is used for culinary purposes as well as
for creating fences and natural barriers.

This installation is an introduction to the
exhibition, Hazem Harb. Temporary Museum.
For Palestine, that continues on the third floor
of Maraya Art Centre, taking the viewer on a
historical journey of Palestine.
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LIQUID CITY
2021

Installation
500 olive oil cans
59x4.2x2.7m

In this installation, Hazem Harb confronts
the viewer with a mass of empty olive
oil containers. Stacked in a way that is
reminiscent of town houses and skyscrapers,
building up to an impenetrable tower, the
structure features many different levels of
elevations and perspectives. The shiny silver
of the oil cans also contrasts with the dark
grey setting of this anteroom, with shadows
of the cans covering the surrounding walls.

As if looking at the bustling life of a cityscape,
these cans also speak of the importance
of olives as building blocks for Palestine’s
agriculture and represent a symbol of its
identity. On the one hand, olive trees serve as
a source of income; on the other, they stand
as a quintessential symbol of the country’s
resilience and continuity, not least because
of their longevity.

Olive trees can survive for thousands of
years, with the oldest of them dating back
to over 4,000 years ago. The trees are taken
care of by succeeding generations; seedlings
are handed down to nurture and protect its
people, who harvest them to extract oil from
its fruit — a ‘liquid gold’ that is common in
Palestinian households. Yet, the existence of
these trees - like this imaginary silver city of
olive cans - is fragile.

dliled| dipall

2021

(Ao
wgiyj cyj dde 500
F02.7x4.2x5.9

IQJJQ 9| LJJLLD aue ulf— L(,.JULJ)J rQJ 6‘“ CLCJLQ” Ugu).”
Addlize olghing blay p08) lavio Dlas JSal
&0 il el deall dpsdll wlepadl plig
A cum el Olae Gle dslal dslayl olgldl
) bzl ozl Gle Ly Clsll

dinall §83 Al saliall Slos Ul culsll Sy
& delpll dulal polic Libay ognll leil dseal
Js jaan Ligs oe adg sy hajg rheald
Jishll oyac e gl il Jia sl

yylyaitly s9aall Ta)

59209 «sind] OAT Ggul il Giuss O Sang
sl Gl @iig ple BAT 4 o fST ] Leadl
Dlasd elliad] lgi I adlidl Jusl Jd oo
doylal e eyl gyiany aasy il Cadll
U & “Bladl coll” qul e Lo g
oo ddlsdl duadll dipall g elliyg dyighelal]

xSl 0 dgg) dngl 8edlly gl ale







HOLLYLAND
2019

Letters in acrylic plexi glass mounted
on archival photographic paper

MDF wood

2.35x1.05m

Hazem Harb regularly employs collage to
synthesise ideas from disparate cultures and
times to form new meanings.

For Hollyland, 2019, Harb layers acrylic
lettering spelling out ‘Hollyland’ in Hollywood’s
ubiquitous squared lettering over an archival
photograph of Bethlehem.

Hollywood’s typography, a visual code that
denotes celebrity and projects American culture
as a global culture, takes on new meaning
through Harb’s reworking.
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TOPOGRAPHICAL
AND PHYSICAL
MAP OF
PALESTINE

Cartographic Material, 1901
Scale 1:253,440
139x90cm

Published by John Bartholomew & Co. The
Edinburgh Geographical Institute.

Compiled from the Palestine Exploration
Fund surveys and other authorities under the
direction of J.G. Bartholomew, revised by
George Adam Smith.

Three inserts on the bottom right: London on
the same scale as a large map. Vegetation map
of modern Palestine, Plan of Jerusalem from
the Ordnance Survey.

Insert top left:
Section across Galilee and the Jordan Valley.

Insert below map:
Section across South Palestine and the Dead
Sea.

Includes Explanation of Arabic geographical
terms.

Acquired by Hazem Harb in 2021 from a private
collection in the United Kingdom.
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UNTITLED
2021

Illuminated world globe
27 cm in diameter

The globe represented in this vitrine was
acquired by the artist privately and holds great
value for him because it depicts Palestine
historically.

This sculptural object ties into a broader
narrative of Hazem Harb attempting to map
the history of Palestine using different
scientific techniques - classifying, categorising
and displaying objects that pay tribute to his
homeland.
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SURVEY FOR A
COLONIAL MAP

2021

UV Fine art print on acrylic sheets
Mounted on linen canvas and plywood
151x121cm

Set of two

The first reliable map of Palestine to appear
in the modern era was published in 1883.
Copies of this survey that detail the names
and locations of hamlets, wadis and hills,
can still be found in the Library of Congress.

For this body of work, focus falls upon
cultural narratives. Placed over one another,
the superimposed map lines spin around in
endlessly round cycles that cover any clear
understanding of the represented place.
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PLACES AND
EXISTENCE

2021

Sepia photographic print mounted on
MDF board with neon light
ca.2x1.38m

A larger than life-size sepia photographic print
from 1889 of a young fallaha (in Arabic, a
female farmer) wearing a thoub (a traditional
garment) is carefully placed against the wall,
with a yellow neon rod aligning her head with
her upper body.

Placed almost like an artwork against
the burgundy-coloured backdrop that is
somewhat reminiscent of old master gallery
walls, this woman has a spiritual aura about
her. She embodies the resilience, strength
and humility of the Palestinian people.

The woman and her embroidered dress bears
close connections to the artist’s personal
history and upbringing. The son of a seamstress
who designed women’s dresses, Hazem Harb’s
mother, Saliha, greatly influenced his early
formative years when he explored compositions
of images, colours, and textures for the first
time.
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THE FAMILY
TREE

2021

Five panels

Black and white photographic prints
on MDF board

2.5x3m

This work, made up of five panels, leans
against the wall, fragmented and de-stabilised,
embodying an eerie presence.

Four members of the well-known Palestinian
Dajani family are depicted in this family
photograph, however modified and overlaid
with fine tree branches, fully covering them
like veins of a human body. The Dajani
family tree is very widespread and prolific in
Palestinian history — as custodians of the King
David Tomb approximately since 1529 A.D.,
this family retains an important role in
Palestinian society.

The photograph shows, from left to right, Hind
al-Dajani, her brother Sulyaman al-Dajani, his
fiancée ‘Abla ‘Uwayda, and ‘Adila al-Dajani
(daughter of Dr. Mahmud al-Dajani) in Jerusalem
around 1945 at Sulyaman’s engagement
ceremony. The photograph is located at the
Library of Congress in Washington and forms
part of the G. Eric and Edith Matson Photograph
Collection.

Hazem Harb modified the photograph using
grey geometric forms to cover the image, with
the central black triangle seemingly splitting
the tie between Sulyaman al-Dajani and his
fiancée ‘Abla ‘Uwayda.

The work forms a striking balance between
disappearance and appearance, memory and
documentation as well as individual versus
collective experiences of loss.
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OIL AND BLOOD:
MERGING

2021

Black and white photographs
Pigmented plexi glass sheets
1x1.2m(each)

Series of six

Six photographs from an olive soap factory in
Nablus, Palestine, in 1934, are superimposed
with olive green and red plexi glass blocks.
These hi-colour panes are shown as a pair,
one of them always higher than the other one,
connecting the floor of the factory with its
ceiling, thereby showing the world of the
workers at different elevations.

The industrial use of plexi glass that
was commercialised in the late 1930s as
a safer alternative to standard glass and the
insight into the factory producing soaps
forms a somewhat historical layering of
production lines, thereby giving the artworks
a contemporary appearance. The architecturally
stacked towers of soap and the individual
labour that goes into producing every single
component of the final Nabulsi soaps is shown
here.

This series reflects on the significance of olives
for the Palestinian people. Here, Hazem Harb
explores the relation between olive oil and
blood, a land and its people. One drives the
other, their veins almost intertwined and
merged into one.

TEMPORARY MUSEUM w80 caxia

HAZEM HARB

<o il
..)..->|9 [:..).”9
2021

S9a8lly yaudll iUl 48liéeiod 8,90
Eonan clilyST gl
(6amlg JS) o 1.2% 1

& vguil wglo gian pe &dlEgigs j9o Cuw
ool dizlz Zloll Gle 1934 alall go Gubib
IS Gle Zlgl¥l odo ()l Cus yasHll pasdl
by giall o)l by diglaie wleldily glgil

ddlin lgiae Lle Jlas)l g8lg bl

@ GVl el S8 gloy) eluall plasiodl @
gl ve Ulol 55T Ty bl 2lol & gl
il 9 ugilall iy GVl guall aing (galsll
oo soles gilb cbsly oyl dilas) Goj asf
gl oglall gyl Jasll j by ey dusll Jlacll
oo 0sSe JS gy Joddll g8l ayzlly Luwaio

bWl ggilall ©ligke

Q= pil> 100
















THE LABYRINTH
2021

Black and white photograph
of Jerusalem in 1920
Wooden sculpture
14x1.5x1.5m

In this immersive installation - in which
visitors are invited to step in — an ancient view
of the city of Jerusalem sets the stage. The
photograph shows a very diverse architectural
identity: Arabic and Ottoman architectural
styles, domes of mosques and towers of
churches are on view here. Narrow alleyways
of the houses are placed in front of a peaceful,
landscaped valley.

A sculpture echoing the forms of a labyrinth
is placed at the outer corner of the installation.
The inner structure exposes a threefold
repetition of the sculpture’s bracket-like
elements, creating an inaccessible maze that
blocks the viewer from the city surrounding
it. Emulating Hazem Harb’s two-dimensional
work, this sculpture acts like a blockade
interrupting any direct view of the cityscape
and posing a visual contrast to the historically
grown labyrinth of Jerusalem.

The maze structure of the labyrinth is revealed
only once approached, thereby asking the
viewers to adjust their position to the labyrinth
itself.
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PERMANENT
MONUMENTS I

2021

Black and white photograph
Embossed paper
Pigmented plexiglass

2.5x1.5m

This work from the same series superimposing
plexi glass on printed photographs shows
the River Jordan, a holy site that connects
Palestine and Jordan and flows from North to
South through the Lake of Tiberias and the
Dead Sea.

Hazem Harb connects the two bodies of water,
the River Jordan and the Lake of Tiberias, by
superimposing the two-dimensional images,
acting like alfresco paintings at holy sites.

The blue pigmented plexi glass adds another
three-dimensional layer that invites the viewer
to focus on the division between the waters,
one that flows strongly and another that has
been reduced to a muddy stream. A blue bull’s
eye, reminiscent of a porthole, connects the
three panels together. Viewers are able to see
their own reflection in the plexi glass, thus
momentarily becoming part of the artwork.
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PERMANENT
MONUMENTS II

2021

Black and white photograph,
around 1920

Pigmented plexi glass
I5mx1.5m

This artwork has a prominent triangle at its
centre, with a rectangle at the bottom, giving
the impression of a home made up of simple
geometric shapes. Behind them though are
black and white photographs depicting olive
trees in 1920s Palestine and a terraced stone
wall that appears traditionally in vineyards,
separating different levels from one another.
Like a spotlight, a circular plexi glass pane
hovers over the house, symbolising a rising sun.

As in the other works employing an industrial
material such as plexi glass, Hazem Harb uses
very basi@metric shapes (the triangle,
the square circle and the rectangle) and
primary and secondary colours (red, blue and
green) in an almost Bauhaus-style inspired
approach. The three works with plexi glass
address themes that are fundamental to any
form of human civilisation = home (shelter),
water (transportation and an essential nutrient)
as well as cultivation and trade (olive soaps).
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BLUE PRINT
OF A
SUSPENDED
MUSEUM

2021

Vinyl blueprint with integrated vitrine cases
featuring various objects
3x12m

A blueprint of the Rockefeller Museum (formally
known as The Palestine Archaeological
Museum) in Jerusalem covers the wall. The
building’s history dates back to the period of
the British Mandate. It was funded in 1925 by
John D. Rockefeller and opened to the public in
1938.

Here, Hazem Harb superimposes an
architectural vision of the building with its
institutional function, thereby layering two
dimensions with a third dimension. By directly
piercing through the blueprint, vitrines
continue the outline of the museum’s windows,
showcasing family photographs as exhibits
from times past.

2021

o0 il ol o Jusd ks
Fal2x3

sy [iles Bgpsll) Luadll § 41y, Camil babsve
Sall &) 392y lazdl Lle (ubhaldll JBYI Camin
& 11955, 65 g dunaly (Jlbuyl Sl 66 )
1938 ala)l § joqazl alol aylgil midg 1925 alsll

grall 13 _dylasll 43l oy ajl> by Lo
Jasll Gle WE Tas Ul oay diwwsll diddsg)
=i Camill 38lgi) slaials dus ol il g
dbile o0 Loy mlsdl flall alof degiill byl

Bl ge g







'} -

s A

\A




PALESTINE
THROUGH THE
STEREOSCOPE

2021

58 stereoscopic photographs, 1905
Stereoscope, 1901

Museum vitrine

Ix3m

Hazem Harb unveils a portion of the archival
material that he has been collecting since 2016.
A series of black and white photographs laid in
two columns, two photographs side-by-side,
each depicting an image of an ever-changing
landscape of the Holy Land, Palestine.

In this display, Hazem Harb invites the viewer to
experience Palestine through the stereoscope - a
device used for viewing pairs of photographs as
a three-dimensional image. Two identical
pictures, which are slightly offset from each
other, are viewable as one.

The stereoscope dates bhack to 1901 and
belonged to a UK-based private collector. It is set
up for visitors to carefully look through.
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EXISTENCE AND
NON-EXISTENCE

2021

Dried flowers on paper, ca. 1890 onwards

Various publications from the artist’s
archival collection

Lithographic prints on Hahnemdihle
archival paper

Excerpt from the “Poem of the Land”
by Mahmoud Darwish, 1988

Mixed media
Dimensions variable

A series of rare flowers that were once native
to Palestinian land and now largely extinct are
displayed here.

Bought at auction, Hazem Harb preserved these
plant specimens by carefully placing them in a
custom-made vitrine. Like preciously preserved
devotional cards, they are meant for an intimate
viewing experience. They also bear faint traces
of scent.

Behind them, the artist has placed hand-
coloured and digitally modified prints and
printed lithographs of Palestinian landscapes,
among them by the Scottish orientalist
painter David Roberts (1796 - 1864). They
give a sense of times past and show a deep-
rooted connection to the country and its
natural treasures.

This collage is placed alongside Mahmoud
Darwish’s ‘Qasydet Alard’ (Poem of the Land).
Mahmoud Darwish (1941 - 2008) was a
renowned Palestinian poet and author who
won numerous awards for his literary work
and was widely regarded as the national poet
of Palestine.

In the poem, Darwish calls out to his land,
Palestine, describing his longing to smell the
flowers in bloom across the country, the scent
that brings back memories of the place he
once called home.
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PALESTINE
ARCHAEOLOGY
MUSEUM

1920 -1967, 2021

Museum vitrine
Wood and acrylic
15x1.5x1Im

A curated selection of rare documents, books
and antique memorabilia of the history of
Palestine, containing important Palestinian
archival material, some of which date back to
1930.

Among Hazem Harb’s acquisitions are ancient
maps of Palestine and Phoenicia, a directory of
Arab Trade, Industries, Crafts and Professions
as well as magazines and identification
documents.

2021 1967 - 1920
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HAZEM HARB

Biography

Gy pil=
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Born in 1980 in Gaza, Palestine.
He completed an MFA at The European Institute
of Design, Rome, Italy (2009).

Visual artist Hazem Harb, always referring to
his own Palestinian identity, takes a research-
driven approach, moving beyond the limitations
of verbal language and photojournalism to
create a physical representation of multi-
faceted social issues. His collages examine
the nuances and problems surrounding
shifting borders, displacement and diaspora.
Intelligent, philosophical, and visually impactful,
Harb’s creative process reflects the artist’s
commitment to making a real connection with
his collective past while resisting its systematic
erasure.

The artist works in an underlying register, his
works primarily concerned with the historical
past of his country and its place in the current
day. Harb’s use of collage allows him to
construct a discourse that did not previously
exist or was at least hidden. The artist imbeds
old photographs and archival objects within
his works, often rare pieces of the past that he
cuts and inserts into conceptual compositions.
Both the result and the approach relay a hidden
story, the use of genuine historical sources
summoning the past to the present - a solution
proposed by Harb to reaffirm and reestablish
the cultural and physical existence of his people.

Amongst his accolades, Harb has been awarded
residency at The Delfina Foundation, London;
Cité des Arts, Paris; and Satellite, Dubai. In
2008, he was shortlisted for the A.M Qattan
Young Artist of The Year award. His work has
been collected by numerous institutions,
internationally, including: The British Museum,
Sharjah Art Foundation, Centre Pompidou, The
Oriental Museum (Durham University), Salsali
Private Museum, LACMA, Faurschou Foundation
Copenhagen, Al Qattan Foundation, and
Contemporary Art Platform: CAPKuwait.
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PREVIOUS EXHIBITIONS

SELECTED SOLO EXHIBITIONS:

Hazem Harb. Temporary Museum. For Palestine, Maraya Art Center,
Sharjah (2021), Contemporary Heritage, Tabari Artspace Dubai (2020), The
Persistence of Memory, Montoro12 Brussels (2019) Power Does Not Defeat
Memory, Sabsay Gallery, Copenhagen (2019); The Everlasting Presence of an
Excluded Memory, Art Berlin (2018); The Invisible Landscape and Concrete
Futures (curated by Lara Khaldi); Salsali Private Museum, Dubai, (2015); Al
Baseera, Athr Gallery, Jeddah (2014); I Can Imagine You Without Your Home,
Dubai, UAE (2012); Is This Your First Time in Gaza? The Mosaic Rooms, AM.
Qattan Foundation, London, UK (2010).

SELECTED GROUP EXHIBITIONS:

13th Cairo Biennale 2019, Gohyang: home SeMA, Seoul Museum of
Art 2019, Intimate Terrains, The Palestinian Museum 2019, Active
Forms Sharjah Art Foundation (2018); El Beit, Tabari Artspace (2018);
The Absence of Paths, Tunisian Pavilion, 57th Biennale di Venezia
(2017); The Armory Show, New York (2016); Chers Amis - MNAM,
Centre Pompidou, Paris (2016); A View From Inside, FotoFest Houston
Biennial Houston USA (2014); and Sphere 6, Galleria Continua’s Le
Moulin, France (2013 and 2014); Common Grounds, Villa Stuck
Museum, Munich (2015); The Written City, Brugge City Hall, Belgium
(2015); Passaggio di tempo, Luigi Pigorini Museum, Rome, Italy
(2007).
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Dr NINA HEYDEMANN  ¢;loaus L .

Maraya Art Centre Director - Biography
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Dr Nina Heydemann is currently the director of
the Maraya Art Centre and the 1971-Design
Space in Sharjah, United Arab Emirates.

Before her appointment, Dr. Nina Heydemann
worked as the Senior Manager — Visual Arts,
heading the Department of Visual Arts at the
Abu Dhabi Music & Arts Foundation (ADMAF) in
Abu Dhabi from 2014-2018. She received her
PhD degree in Art History from the University
of Leipzig, Germany, and the University College
London (UCL), United Kingdom. Her dissertation
“The Art of Quotation. Forms and Themes of
the Art Quote, 1990-2010", examines inter-
pictorial referentiality of contemporary artworks.
Previously, she worked as an exhibition manager
for the Deutsche Bank Art Collection in Frankfurt/
Main, Germany.

Dr. Nina Heydemann studied Art History and
Cultural Sciences at the University of Leipzig,
the Universit Ca’ Foscari Venice and Venice
International University, Italy. She was awarded
scholarships from the University of Leipzig, the
German Academic Exchange Service (DAAD) and
the German Academic Scholarship Foundation
(Studienstiftung des deutschen Volkes).

CIMA AZZAM

Maraya Art Centre Curator - Biography
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Cima Azzam is currently the new curator of Maraya
Art Centre in Sharjah, United Arab Emirates.

She served previously as the Creative Director
for Meem Gallery and worked as an Exhibition
Designer for Cuadro Gallery in Dubai. She has
years of expertise in exhibition planning, gallery
design and international curatorial projects and
collaborations.

In particular, her projects included the co-curation
of the third edition of Arab Print at Meem Gallery
in 2017 as well as the curatorial residency of the
co-curated the group show I Was Here Tomorrow
at Krinzinger Projekt in Viennain 2016, and she co-
curated the exhibition Marwan: Editions at Meem
Gallery in 2020.

Cima Azzam holds a Bachelor of Fine Arts
in Visual Communication from the American
University in Dubai in 2010.
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MALIHA TABARI

Tabari Artspace Founder - Biography

For Tabari Artspace founder, Maliha Tabari,
art is a guiding principle and constant source
of enrichment. A collector and tremendous
creative in her own right, the Palestinian
national spent her childhood in motion, moving
across the Middle East, before deep immersion
into the American cultural scene during the
1990s. The culmination of these cross-cultural
experiences was a longstanding and far-
reaching engagement with the arts.

While formally studying art at Otis College of
Art and Design, Los Angeles and later the
Ringling School of Art, Florida, Maliha
developed her own artistic practice, working
predominantly in sculpture. As an artist,
producing in America, there was an opportunity
for Maliha to make sense of her hybrid identities
as she negotiated her place and space as a
female, Arab, in an unprecedented social
context. She concentrated on the dualities that
she witnessed within her culture of origin while
foregrounding her philosophy that art should
embody both fine art quality and the trace of
the human touch. This notion continues to
reverberate through the artwork that she
collects and the artists that she represents.

Bearing witness to a lack of international
understanding and representation of Middle
Eastern culture, Maliha returned to the UAE in
2002 to carve out a space as one of the first
gallerists; determined to stimulate cross-cultural
dialogue and dismantle social divisions through
her work. This mission gave birth to an eighteen-
year trajectory which saw her gallery, Tabari
Artspace, become a fresh space where local
and international communities could connect
with the artists of the region and where
intellects and art appreciators might convene.

Central to Maliha’s engagement with art is
the identification and nurturing of emerging
talent which she approaches as a passionate
mentor, developing artists and their practice
from the point of conceptualisation to curation
and beyond. A friend to the artists, she spent
the formative years of her journey as a gallerist
frequenting the studios of Egypt, Syria, Lebanon
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and Jordan, befriending the likes of Adam Henin
and discovering the lesser-known talents that
became the first generation of Middle Eastern
artists that are now celebrated and collected,
internationally. Maliha has significantly shaped
the careers of such masters as Khaled Zaki,
Adel ELl-Siwi and Hussein Madi who are, today,
collected by international institutions including
Guggenheim, British Museum, and LACMA.

Maliha remains closely tied to the ever-
evolving roster of artists which the gallery
represents while keeping her gaze fixed firmly
on the emerging generation. Spanning cultures
and generations, and varying formatively and
conceptually, they remain united by their
attention to fine art quality. Offering unwavering
mentorship, financial support and international
exposure to the artists that she represents,
Maliha’s has succeeded in cultivating a culture
and appreciation for Middle Eastern art from a
place where there was nothing.

In parallel to her engagement with the gallery,
Maliha supports regional artists through her
personal collection which includes more than
200 modern and contemporary pieces that
provide a window into the important moments
and socio-political evolution of the MENA
region.
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LAURA CHERRIE
BEANEY

Tabari Artspace Director
of Communications - Biography

For more than a decade Tabari Artspace
communications director, Laura Cherrie Beaney
has divided her time between artists’ studios,
documenting the social experiences and artistic
practices that encapsulate the contemporary
moment in the Middle East and beyond. As a
social anthropologist Laura conducts in-depth
interviews with the gallery’s represented artists
in order know and relay the motivations behind
their creative practices - social, cultural, political
and psychological - more intimately. She has
written extensively on the art of the MENSA
region contributing to publications including The
National, Canvas Magazine, Tatler, and Harper’s
Bazaar Art. In 2019 she published her first
book, Crossing the Catwalk: Transvestism
in Contemporary Fashion and Culture with
Academica Press.
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A passionate contributor to not-for-profit and
humanitarian organisations Laura is currently
supporting curatorial platform, Archaeology of
the Final Decade (AOTFD), as a research
assistant. The non-profit platform excavates and
researches histories of nations condemned
by social displacement, cultural annihilation
or deliberate disappearance. Laura is pursuing
a PhD at SOAS, University of London. Her
interdisciplinary research focused on second-
generation female artists in the Iranian diaspora,
crosses contemporary art, gender studies and
ethnography.

ABOUT TABARI
ARTSPACE

Founded in 2003, Tabari Artspace represents
modern and contemporary MENA artists
internationally.

The gallery’s ethos is grounded in inclusivity and
collaboration rooted in the notion that art has
the capacity to dismantle borders, foster new
ways of knowing and stimulate cross cultural
understanding. Through a diverse roster of
exhibitions at the intersection of the local and
the global, Tabari Artspace aims to extend art
beyond the exhibition space and establish new
possibilities for connection and the advancement
of dialogues in the contemporary art world.

Tracing the evolution of Middle Eastern art from
the modern to the contemporary through its
programming, Tabari Artspace played a pivotal
role in shaping an international appreciation for
MENA art. The gallery has been central to the
advancement of modern masters including Adam
Henin, Adel EL-Siwi, Omar El-Nagdi and Hussein
Madi that are, today, collected by such institutions
as the British Museum, The Guggenheim, Centre
Pompidou, The Barjeel Art Foundation, Institut du
monde Arabe, and Seoul Museum of Art.

In recent years Tabari Artspace has expanded
its roster to include a new generation of
contemporary artists from the MENA region and
its diaspora. Located in far-reaching social and
cultural contexts, our artists including Samah
Shihadi, Tagreed Darghouth, Hazem Harb,
Alymamah Rashed and Maitha Abdalla, work
across disciplines, are conceptually engaged with
issues pertinent to the current human condition
and are united through fine art quality.

At the core of Tabari Artspace’s missions are
community engagement and wider social access
to Middle Eastern art, as such its programming is
supplemented by talks, publishing, workshops,
and community events. 2022 will witness the
inauguration of the Tabari Artspace global
residency programme, Home from Home, which
encourages the artists of the region to develop
their practice amid new communities and
environments.
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FURTHER READINGS

SELECTED PRESS:

2020, Harper’s Bazaar Arabia, His Excellency Zaki Nusseibeh
Reveals His Extensive MENASA Art Collection, UAE

2020, GQ MIddle East,

Palestinian Artist Hazem Harb Is Reframing Memories, UAE

2020, Gulf News,

Palestinian Hazem Harb brings his heritage alive through art, UAE
2019, Wall Street International,

Hazem Harb in Sabsay Gallery, Copenhagen, Denmark

2019, Tribe Photo Magazine,

Hazem Harb: New Histories Collaging Palestine’s Past

2019, MOJEH Magazine, Bridging Borders

2018, Harper’s Bazaar, Palestine Through Three Eyes

2018, The National, Palestinian artist Hazem Harb Leads Nomadic Existence
2012, Contemporary Art Practices, Volume X Hazem Harb, By Jareh Das
2012, Rolling Stone Magazine,

Hazem Harb Documents Plight of his Native Gaza

2012, Al Arabiya News (broadcast) Hazem Harb,

Portraying suffering of Palestinians at the Gaza crossing

2004, BBC (broadcast) Hazem Harb,

Artimitates life in Gaza By Alan Johnston BBC correspondent in Gaza

SELECTED PUBLICATIONS

2015, Contemporary Art from the Middle East:

Regional Interactions with Global

Art Discourses (International Library of Modern

and Contemporary Art by Hamid Keshmirshekan (Editor)
2015, Common Grounds Paperback by Chris Dercon (Author),
Markus Miessen (Author), Nat Muller (Author)

SELECTED COLLECTIONS

The British Museum, London, UK

The Oriental Museum, Durham University, UK
Centre George Pompidou, Paris

Sharjah Art Foundation, UAE

SPM, Salsali Private Museum, Dubai, UAE
AM. Qattan Foundation, London, UK
Faurschou Foundation, Copenhagen

TEMPORARY MUSEUM
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