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WHAT AL NIFFART SAID TO ABDUTIEAE

THE NEARNESS YOU KNOW IS5 FAR AWAY

AND THE REMOTENESS YOU KNOW ISFAR AWAY

L ENEW YOU, AND YOU KNEW ME NOT

THAT IS REMOTENESS

YOUR HEART SAW ME WTTHOUT SEEING ME

THAT IS REMOTENESS

YOU FINE ME WITHOUT FINDING ME

IHAT IS5 REMOTENESS

YOLU DESCRIBE ME WITHOLTT UNDERSTANDING MY
ATTITUDES THAT 15 REMOTENESS

YOU HEAR MY SPEAKING AS THOUGH I'T COMES FROM
YOUR HEART YET IT 1S MINE

THAT IS REMOTENESS

YOU SEE YOURSELE THOUGH | AMCLOSER TO YOI
THAN YOUR OXWNNVISION: ANDYTHAT FINALLY 1S
REMOTENESS

Al Niffan
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L WHAT AL-NIFFARI SAID

TO ABDULLAH NO. 4

Crouache on papser
A7 % 07 (112 x 76 ¢m)
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L ORIENTAL WINDOW NO. 2 1983 3, THE GARDEN OF EDEN 1983
Acrylic on wood Acrylic on canvas
3" % 2507 (64 x 6% em) 54" x 4347 (137 2 11 am)
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5. IMAGENO.3 1983
Erching and aquatint
Paper, Somerset Satin 300 gsm

E‘TR::_'rx 2047 (70 % 54 cm) :
EDITION 15

PROOGFS 4

I run from 1 plate, hand coloured

with Grouache and Crayon by the arhist
afeer l.'w.hrlumnj: '

6. ORIENTAL GARDEN NO. 5 1983
Erching and arjuatint

2T x 200" (70 x 54 cm)

Paper, Somerser Satn 300 gsm
EDRITION 14

PROOFS 3

2 runs from 2 plates

1 Carcen

I Yellow Ochre and Red

Ay
7. IMAGE Nué ﬁwi
Etching and aquati tﬁ
27 % 205" (T0 % 5-mﬂ£§
Paper, Somerset Satin 300 smy™)
EDITION 15 =
PROOFS 4

2 runs from 2 plates %
| Blue @

| Black, Red and Yellow Ochire

3}}@
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4. ARCHAEOLOGICAL SCENE NO.2 msg‘s
()

Acrylic on paper
15" x 43" (32 x 111 cm)
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10. MOTIFOF ARABIC CALLIGRAPHY NO. 3 1983 I ORIENTAL WINDOW NO.3 1983
Gouache on paper Gouwsche on papet
44" x 27" (12 x 70 em) 30" x 24" (91x (1 cm )




. ARCHAEOLOGICAL
SCENE NO.| 1983
Acryhic on paper

4" x 2247 (57 x 62 cm)

9. WHAT AL-NIFFARI SAID TO

ABDULLAH NO.A
Gousche on paper
1Y x 30" (112 x 7o em)

1983




18, ARABIC STELE MNa.1 1983
Acrylic - gold leaf on wood
499" x 285" (126 x T2em)

19, ARABIC MOTIF No. 2 1983
Gouache on paper
44" % 30" (112 x 76 cm))

20. A TREE AND BIRD 1953
Lrovache - gold leaf on paper
44" x 15" (40 x 110 cm

21 ORIENTAL SCENE 1983
Gouache on paper
24" % 6'4" (61 x 158 cm)

22, ORIENTAL FORM 1983
Gouache - gold leaf on paper
260" x.62" (68 x 158.cm)

33 ARABIC MOTIF No. 3 1983
Goueh Oh.paper with gold leaf
44" % 30" (D)2 ¥26 cm)

24. ARABIC STELE No. 3 1983
p“ﬂ. '}'I'IL' on caanvas

60" x 34" (152 x 86 cm)

25. ARABIC STELE No.4 1983

Crouache and crayon with gold leaf

62" x 227" (158x 57 cm)

26. THE VISIT 1983

Etchung and scquatint

27 x 2147 (70 x 54 ¢m)
Paper, Somerset Satin 300 gsm
EDITION 15

PROOFS 3

1 run from | [:ILIEI:,, hand roloured

with Gouache by the artist after editioning

27. MEMORIES No. 1 1983
Erching and aquatin

1" x 1329 x 32 ¢m)
EIDITION 3

PROOFS 3

I run from 1 plate with surface roll

EXHIBITION LIST

28. MEMORIES No. 2 1983
Eeching and acjuatint

1% %137 (29x32cm)
EDITION 5

PROOFS 3

1 run from | plate with surface roll, hand coloured with

Gouache by the artist atter editioning

29, ARABIC CALLIGRAPHY No. 1 1983%
Crouache on paper
WA w274 (100 % 70 cm)

30, WHAT AL-NIFFARI SAID TO
ABDULLAH No.5 1983

Giouache on paper

44" x 30" (112 x 76.cm)

IL WHAT AL-NIFFARI SAID TO
ABDULLAH No, [ 1983

Gouache on paper

471 30" (112 x TH cm)

52. ORIENTAL DOOR No. 1 1983
Acrylic on canvas
51" 40" (130 %102 cm)

3. ARABIC CALLIGRAPHY Na. 2 1083
Ciouache on paper
40" % 26" (102 x 66 cm)

34. ORIENTAL DOOR No. 2 1983
Acrylic on canvas
51" x 40" (130 % 102 cm)

35. ARCHAFOLOGICAL SCENE No. 3 1983

Acrylic on canvas

39%" x 314" (101 x 80 cm)



15. QLD BAGHDADI DOOR 1983

Acrylic on wood
B 24W" (123 x 63 ¢m)

12, WHAT AL-NIFFARI SAID
TO ABDULLAH  NO.1 1983

Acrylic on canvas with gold leaf
547 x 435" (137.x 111 ¢cm)

13. ARABIC STELE RO 1983
Acrylic on canvas
SN 450 (152 x Il‘i-.rr!_}
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First encounter with the

In these paintings | see lepe
which | cannot decipher @

I sense it, this calligraphy, as part o
somenmes completing it with rage Do

ENCOUNTERS

r Azzawi in Puaris
, Preces of writing, calligraphy, a writing thar 1 know 1o be Arabic but

hym of the painting, puncruating it, supporting it,
¢ ters, these signs, have a predise meaning? Does the
painting refer o the Koran, is it an evocati

lah?
Tdon't know ?I

Though the meaning of these signs thus escapes

to read them | can read inanother way, my western
differently é\

I can admire the strength of this calligraphy, recognize the 3G
wonder the muluple tangle of lines, see the harmony or see the de
compaosition the gracefulness or weight it requires

Thus, when I saw at Granada the masterly Amb calligraphy covering of the Alhambra
Palace, itappeared to me as asuccession of unbelievably beauniful abstra cﬁ)ma

not think it1s a priori necessary to be able
ility can appreciate the meaning

s of the strokes, follow with
rate discords that bring o the

Second encounter af‘
@

Among the pictures displayed at the Galerie Faris in Panis, contrasting with the more serious,

austere, more ascetic works of the other artists, Aveawi’s canvasses are a luxuriant ousis

At times, some of his works seem to shine with a luminosity that is almost fluorescent

A white bird, delicately veined like the leal of a tree held up to the light of 2 window, peacefully

crosses the blue of the painting A deep blue cloud awaits it

The work 1s entitled Window

Another encounter

I have been able to follow the latest path taken by the painter at the time of his last exhibition in
Paris

The whole collection is highly original, very evocative - having no connection with Orientalism
Out of the depths of perfu ﬂlLJ nights arise :K:-. shapes of palaces and mosques Yet, like asharp
reminder of today’s reality, birds appear, tattered, torm, one of them falling with wings vertically
outstretched, like 2 wounded acroplane

The Tower of Babylon a mysterious Tower of Babylon on the deep black of whose shape is drawn
an eve, disturbing and inquisitorial

Blue Night angled bizarrely in the blue of the sky, a typically Oriental crescent appears above the
manumental portico of a palace on which are flowing Arabic inscripuons

Meeting with Azzawi in London, at his studio

Birds in a Red Sky: after a w:r{ hot day, the sky has suddenly burst into flames Some birds fly
frantically across it, seeking the velver blackness of a distant, becalmed night

The strength which emanates from this dyptich - a recent work painted In two parts - 15 created by
the contrast of the expanse of black with the vivid, glowing red which answers it The plastic
language which the artist has forged for himself has here achieved a true plastic density One quality
in the collection of forms which he offers to our view is a new and intense magnificence of colour,
little by little writing and letters are disappearing.

He is constantly finding new and successful arrangements for the grouping of forms, so that he
includes us in his excitement

Out of this shimmer of colours comes forth, as it were, a chant, the harsh, fervent voice of the
Bedouin in the desent

A human voice, beautiful as the voice of his friend Sadi, which whom he has a close, fraternal tie
An authentic voice which tells of the pure, harsh existence of the Bedouins, the nomads, the lragi
peasants, of thetr piety, their superstitions and their highest aspirations,

And, 100, Azzawi's paintings make us think of Oriental carpets - but beware: too often the Oriental
carpel is seen as mere decoraton, a pleasure to the eye, agreeable to tread underfoot — a simplistic,
and ohso-conventional approach towards these genuine works of art, woven with the blood and
sweat of those poor nomads and peasants

Masterpieces of patience, ch with symbaols and meanings A secret, subtle language full of a

0

profound poetry, which for centuries has told of the history and feelings of little known tribes
Taken up as ithas been and admired by a privileged class, we must not forget that the Oriental carpet
is the purest and highest form of language of the people whao live in those vast regions between the
Caucasus and the Gulf

And, for the man or woman who looks at the artist's paintings. the glow and beauty of his colours
are not anly invitations to visual enjoyment '

Behind the architecture of forms and colours with their thythmic and musical resonances hides a
man who speaks of his country - or, rather, sings of it

Our eyes must listen to him

Comeille, Parts, fawe 18]
Traliaron Asties G Risfest

Comneille Oue of the Copra Corup ' Paimger dud weater Lves i Pars
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UNFINISHED HAND

The Araby world by the brutality of this century. We know the essence of this
ravaged territory, an ¢

1%?
wﬁ@ which the Arab painter passes, picking out the signs.
Dia Azzawi's signs are ht, and for there to be light, something has to be broken.
Dia Azzawi shows us history place in the bodies and souls of the Arab nations. he shows us
the inexplicable, an ambiguous f light piercing the invisible. Azzawi enables us to see the
wounds created by time inanonym ies, bodies that are gageged, bound, and suspended
against a sky that is black, totally black.

These are paintings tormented by the times, b
Itisa wound in the face, a rent carried off by
The dove is not a symbol; it is an enigma. 1t is lett
glance. Here, letters revive the legend which is brou
set down to hide traces and to trouble certaintics, lettén
dream’. There is no peaceful place in this landscape inhabi
The signs of the world are brought together in the palm of
high in the indifferent sky. An unfinished hand. Dia Azzawi has
colour; in the gap in a horizon, hope.

2 violence of the times The eye is not there Lo see.

the alphabet tied to a body, it isa destiny, a
eﬁ the present. Crazy, overturned letters,
%’ I to give the lie to the *Oriental
Anid

sdemands of liberty
gched hand, a proud, fine hand,
ese signs over unbroken

Originating from Iraq, Azzawi today is part of a global cultural movemen k-down and
renewal in the Arab world. His painting is genuinely rooted in Arab imagina d reality. It
achieves universality,
Tathiir @uu
Paru 120 My Iﬁ
Tranerlation Ant ‘é'.r.fm
Ben Jelloun @

Cumtemporary Moroccan poct anal sriter, publiheid several wovels and ia collaction of poess s Fresdy He 1 b regudae werter iy Le Moty
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PAINTING POETRY

For an artist working abroad, the memory of his own country is often his main source of inspirition,
colouring his work with longing and nostalgia, or informing it with i sense of perspective that is not
always uncritical
In the case of London:based, Iragi artist Dia al Azzawi, these influences are manifest, His richly-
coloured abstracts in oil or gouache recall at onee his Arab and Sumerian heritage. Yet in some of
them, the distraught, misshapen faces, the falling dove, the sweeping desert landscipe punctuated
by distorted shapes, indicate the emotions of one who looks back with both longing and distress.
Avawi's work 1s rooted in the turath, heritage. He is one of a pioneer breed of Arab painters who has
sought, and found, a means of expressing himself in an essentially Arab genre.
This reflects the rich visual and oral heritage of the region. While Azzawi draws his images from the
Sumerian and Islamic backgrounds, the inspinttion for his themes comes most often from the poetry,
stories and myths of the Arab literary tradition and from current political events.
The written word is almost always a central motif in Azzawi's art. In his Seven Golden Odes, a series
of silk screens and one gouache directly inspired by the pre-Istamic al Mullagat poems - some of his
best work to date - fragments of the poems and the images they inspire are totally interlinked.
As one eritic puts it “To al Azzawi, the Assyrian, Islamic, Arab and modern ll‘.'lt::IIlt:‘.l'lI‘.& ina canvas
should be indistinguishable or simply felt and appreciated as a single entity. Just as a letter or
character is part of a phrase, a word or a poetic phrase or extract should form an integral part of the
various other elements in a painting "
Azzawi’s painting carcer begun during his years as an archacology undergraduate at the Institute of
Fine Arts in Irag. The famous Iragi sculptor Jawad Salim was then at his peak and his work had a
rremendous influence on young artists, Through Salim’s example, al Azzawi was able 1o make the
connection between the ancient cultures he had been studying as anarchacologist and the modern
technigues he had been perfecting in his painting classes.
“Itwas a great revelation to me,” Azzawi explains, “There was a tremendous response from deep
within me, | felt especially close to the Sumerian ideas, Hoved the simple lines, the great big eyes. It
wis new toall of us. We had almost no awareness of this aspect of our cultural past.”™
An carly series of paintings based on the stories from the 1001 Nights reflects this new awareness
The works are largely figurative, drawn along clear. simple lines, against a sparse. flat background.
All the figures have the same large, all-seeing eyes.
Within a short time, however, Azzawi was moving towards the abstract, as portrayed in a series of
illustrations fora book on the martyrdom of Hussein This trend wits to continue,
As with many artists, writers and poets, events in the Arab world have had a strong influence on
Azzawi's work. In the wake of the 1967 war, of his own period of service in the Iragi army, and of the
events in Lebanon, the cinvasses become more violent and political.
In a series of about 40 gouaches, painted during the mid-1970's, Azzawi expresses the pain and
anxicty experienced during the army days when fghting the Kurds. Terrible, distorted faces peer out
from gloomy grey-blue or brown canvasses, while in the background, the names of dead colleagues
the words written, as if carelessly, on a brick wall.

k commemorating Black Seprember, Azzawi's stark, violentand often ghoulish images serve
t II * the horror and incomprehension expressed in the journal of an unknown soldier, later
missifig) od dead.
When Ted al Zaatar fell in Lebanon in 1976, Azzawi turned to the writings of Arub poets Mahmoud
Darwich, T: Jalloun and Yosuf Savegh for inspiration The result is a moving series of silk
screens, in wh :rd-a of the poemsand the images jostle with each other to catch the eye
“The poem, ‘ia‘ﬂ- “is very important, It gives the artist a great deal in terms of atmosphere. |
wanted to paint :hq. :‘ T ::! al Zaarar. | started, but later | turned to the poems, they gave me the
inspiration | needed ™
In his quieter, more refl m:tw mﬂ ts, Azzawi secems to be looking homeward in large, richly
coloured canvasses, mostly gou hese are almost totally abstract. often build around aword or

phrase written in Arabic.
Since coming to London, Azzawi's colo ve hecome more positive, and are dominated by warm
reds, vibrunt blues iand heavy black, often ing combination When exhibited in London and

Paris in recent vears all were immediately sn:xppwp.

S 6 Maurcen Ali
o Lawdis, 1982
/,

Mavreen Abdulls Wepker ise Aras ijdm u.upkr-'h'qu o m iy aartii et afent arad arivite o o i ré@ v



1977 Six Imqi Artists, Musenm of Modern Art, Baghdad
Contemporary Iragi Act (11). Baris, London, Tunis
1978 Contemporary Arab Graphic Art, Iragi C ultural C ntre, London
Art for Palestine, Amb University, Beirut
Seven Iragi -\nlhlhi_lllnlaiic. Nasird, Hussein, Tbrahim, Ramei) [ragi Culiunct]l Cefivre, London
1979 Collective Exhibition, Tunis
Three Iragi Artists (Nasird, Ibrahim) Al-Rawag Gallery, Baghdad
1980 The Influence of Arabic Calligraphie on Modern Arab Art, Iragi Cultural Centre, Londan
Twelve Arab Artists, Gallery Faris, Paris
1982 Collective Arab Artists, Gallery Graffity, London
Collective Amab Artists, Gallery Faris, Paris
1985 Collective Arab Artists, Iragi Cultural Centre, London
Collective Arab Artists, Gallery Graffity, London

INTERNATIONAL EXHIBITTION
1967 The First International Triennial, India
1972 The Fourth International Poster Biennial, Poland
1974 The Fifth International Poster Biennial, Poland
1975 The International Gagne-Sur-Mer Exhibition
The International Summer Academy, Salzburg, Austria
1976 TheSecond Arab Art Biennial, Rabat
Venice Biennial, Venice
T'he Fitth Intemational Exhibition of Drawings, Rijka, Yugoslavia
1979 Sao Paulo Biennale, Brazil
1980 TheSixth International Exhibition of Drawings, Rijka, Yogoslavia
Salon de Mai, Paris
FIAC, Gallery Faris, Paris
Salon d’Automne, Espace Cardin Gallery, Paris
Salon de Mai, Paris

1981 Salon de Mai, Paris
The Seventh Internationale Grafik Triennale, Frechen

Limited Edition Publications

seven Golden Odes (Eight images, silk screen) 1979

The Body's Anthem (Sixteen images, silk screen) 1980

Homage to Baghdad (Ten images, silk screen) 1982

We Are Not Seen But, Corpses (Eight images, etching & aquating) 1983

Publications

A Witness OfQur Times, Baghdad 1972
Drawings For The Land Of Oranges, Beirut 1973
Poster Art in Irag. Baghdad 1974

I'e Body's Anthem, Beirur 1980

_,.L.Jr

BALLEHY

ARAB AMER
CULTURAL PFOUNDATION

1204 31st Street, M. W
Washington, D.C
20007




- ORIENTAL WINDOW NO. 4 1983
Acrylic on wood
364" x 26147 (96 % 68 cm)

DIA AL-AZZ AW
Was born in Baghdad in 1939 10 1962 he graduated with a degree in archacology from Baghdad
University followed by a degree in Fine Arts in 1964 He has lived in London since 1976

ONE MAN SHOWS:
1965 Al-Wasiti Gallery, Baghdad
1966 Gallery One, Beirut
1967 [ragi Artists Society Gallery, Baghdad
1968 The National Museum of Modern Art, Baghdad
1969 Sultan Gallery, Kuwail

Gallery One, Beirut
1971 The National Museum of Modern Art, Baghdad
1973 Gallery Raslan, Tripoli, Lebanon
1974 Sultan Gallery, Kuwait

, Contact Ant Gallery, Beirut

1976 Fhe National Museum of Modern Art, Baghdad
1976 Callegy Nadhar, Casablanca
1977 SultatiGallery, Kuwait
1978 Patrick&eig At Gallery, London
1979 Gallery Al-Rifag, Baghdad
1980 Gallery Faris. Baris~,

Gallery Centrale \Geptre
1981 Gallery Faris [H:L’K‘L’:&‘?{? 81)

Gallery Faris (Fiac) Parls.”
1982 Intercontinental Hall, Abu b
1983 The National Council for Art aiddCulure Gallery, Kuwait

GROL'P EXHIBITION
1965 Gallery One, Beirut
Contemporary Iragi Art, Sursok Musceum (0eBOihe, Vienne, Madrid)
1970 The Iraqi Poster Exhibition, Museum of Modern AFOBaghdad
1971 FourIraqi Artists (Jumaie. Nasiri, Tbrahim) Musednfof Mogern Art, Baghdad
1972 Three Iragi Artists (Jumaie, Nasiri) Gallery One, Beirut? /)
Four Iragi Artists (Jumaie, Nasiri, Ibrahim) Museum of Modgry Art, Baghdad
Five Iragi Artists (Jumaie, Nasiri, Ibrahim, Hussein) Moseum 6f Moflern Ant, Baghdad
Contemporary Arab Art, Nicosia
1973 Six lraqgi and Syrian Artists, Muscum of Modern Art, Baghdiad
The Arab Cultural Centre, Damascus

1974 Seven Iragi Artists (Jumaie, Nasiri, Thrahim, Hussein, Taleh & Samerje) Mudeugrai Modemn Art

Baghdad

1975 lIraqi Graphic Art Exhibition, lragi Cultural Centre, Beirut
Collective Graphic Art Exhibition (Jumaie, Tejani)) Gallery L'Atelier, Rabat
Collective Graphic At Exhibition. Museum of Modern Art, Baghdad






