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- Generally speaking. the definition of ‘artistic
syle' is closly related the kind of dinlouge
between the artist and the receiver... that is to
say, the style vou adopt keeps changing and
develoing as much as the change that affects|
this elation in this case, the bridges of contact
that the artist tries to stretch between him and
the receiver are conditional upon the artist's
deep  und ding of the imp
foraddressing the kind of audience. Who is able
1o understand and appreciate his work of art, If
we fake into cosideration, that the large

audience  is always the first critic who will face *

the artist, then it goes without saying that the
artist  becomes able 1o determine earlier his
general attitude towards the audience, and
accordingly, it will be easier for him to
determine his attitude towards the inteflectual
or even the future audience

As far as I'm concerned, my works are not
addressed to the ordinary receiver, but he can
change his point of view gradually in order to
read and understand my works. This is the
same step-by-step method that L usually follow
in my work, | intend by this to make large
audience share with the intellectaul and fiuture
audience their attitude and opinions.

After this introduction, | can say that T started
in the fifties to inspire the Arab heritage in art
hoping to realize the modemn siyle  And we
said this in the first declaration of Baghdad of
Modern  Art. we adopt the modem style in
painting and then we try through it to express
the local elements. Thus, the first stage needed
the painting 10 be done in accordance with the
world styles mingled with the local elements at
the sametime. | spent five years or 50 in Paris
trying o gain knowiedge by studying and
sight-secing. When | returned to Baghdad, 1
found that a dramatic change had occured to
my style of painting. 1 departed personification,
the instinct to creation and not to meditation.
And 1 needed more years to turn 1o non-form
abstract and began o paint with the modern
style and 1 was satisfied with imspiring only the
Arabic Alphabet in my paintings and not all the
heritage values. When I began to inspire all the
artistic vahses of the local elements in art and
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worked on integrating them all in modern
school of painting, 1 started the second stage of
the development of my artistic style and that is
creation of & new Arab  Heritage in art that
mainly requires the creation of various subjets
and methods by means of Arsbic Alphabet

This stage continued until or about mid-
seventies when 1 started the third stage of my
development by turning to [painting-well]. My
deep interest in using the Arabic letter asa
strong element of expression had led me to
consider the painting &5 a representation of the
architectural  environment  of the city [
continued to versify my style a1 this very stage
because 1 felt 1 must use [painting-
environment] to  document the war that
threatens our country, coming from the eastem
borders through art in order 1o fight spiritusl
and cultural pollution that tries to bt the
human attitudes,

* Did all that happened due (o your
itellectual, or was this development &
reaction to the change of your artistic
concepts?

- Changes in style and intellect are two sides
of a coin,.. | mean that there's no such kind of
alienation between theory and practice. They



we two closely-related sitvations.. Amyhow, |
don't want to impose my opinions about the
essencinl points of continustion in an on the
others as long as development falls into the
division of the process of doing things with
energy, and not into the division of successon
Meditation  was  the outcome of this
continuation. [ can still understand the game of
the creation of great works of art as 1 process
that imvolves two  differem degrees  of
intellectual power. Thinking and Achevement
The Degrees of creation should indicate a prior
and a subsequent creation at the sametime |
wis hsessed by this idea throughout all stages
of my artistic development.

*  Some  people  think,  that your
explanation of your art increases your
isalation from the audience, because this
explanation is always vagure, complicnted
and confused” what do you think?

- From a new study of my works, one might
understand the real sap that provides vigour
and energy in my anistic thinking This thing
didmt. really interest criticism or eritics { or let's

say. e AUIENCe W 15 4
works of at and cen

concerning  art). a2 that i

is the reason which rise
masunderstanding an the part of the re

What I meamt by (sap) here s
comprehensive view of the menning of

art. | have said this and expressed it masy times
in the fifties when | tackled humsn beings,
plants, animals and sl thicgs  all with eousl
value and meaning in  speaking sbout the
ancient Iragi art. | was aciually expressing this
atitude in my paintings Thiirsdny Bazr
(1951) and The Agsyrian Procession’

and in the siles in my pain

Family’, | found .

Palestiniars are fa

comprehensive view. Thats why |

tamily a representation of the

was engrossed in my artistic me

form abstract and in the insp

Arbic letters so that 1 could i
encrgefic principles in the internal relations of
the arfistic painting.  When | embarked o
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reading the architechural beauties of the city, |
dealt with ‘the wall'as a ltpumuim\dfil 1
found myself, subconsciously, expressing this
principle by depicting the relationship between

the anist and the receiver-through (ihe artistic
work-the  sumounding). The same thing
happened as | went beyond (the painting-the
well - graphic surface) to the actual space, and
1 began to make real gaps i the paintings and
then 1 go buck to the painting as & whole and
ry 1o daed with it from my vivid and
comprehensive perspective. This is how [ go
beond the traditional existance of the painting
(a5 a graphic surface) to its surrounding
existence (by dealing with it as an architeciural
space).

The reciver would be happy to explain a work
of art according to his\her simple point of view.
But [ think this won't be easy when it comes to
understanding my works. They don't seem
naive or clegant or slavish like other painting.
My paintings are easy and not easy ot the
sametime, a5 some people fike to describe
them, Most important of all is that some peogle
think that [ try to expain my artistic works, in
fact | did never try 1o do that but | inetnded to
reconstruct them in n new medium other than
painting, i is the mediem of writing The
receiver misminderstands these writings as he
starts to read them and thinks that | wanted to
make my paintings clear to him. In beief, | have
said and I'l say it once again: The artistic work
does no more belong o the artist or to the
Ppainting, it hegan to expand and stretch 1o the

and my inner feelings, or why my inner wounds
aren't healed yet. The most important thing for
me is that people must understand the kind of
means  that | adopted so as to express the
human culture... It s exactly the same things as
1 whilize my inner mess to gain an explict and
creative outcome in my writings or paimings.

Personally, | feel that a man is but a two-
edged weapon, a coin of two sides or & a paper
with two pages. A man of double personalities
belongs to himself and 1o the others at the
sametimes, In other werds, our human nature
Hes within the moments of our death struggle
and  birth. This horizontal cross between
oursclves and the other lies within another
cross, but a wertical one this time which
represents the contrast between the relative and
the absract, the creator and the created, or the
modern  end the old-in the language of the
mystics and old scholars

I think I'm dangling between my detachment
and confinuation, between going to the
absolute and gding away from relativity. There
are certain common points  that ensble me 1o
discover the explicit in me and my spiriual
extinction in the material life. From here, 1 can
say that the concept of pressnce and phsence in
me are both birth and death struggle. 1 admit
that what nurtured this feeling in me, in the first
place, is my firm beliel in God, then my firm
belief in my art and finally my deep interest in
spiritualism. I feel my presence is distracted
between this material {or physical) existence
and my nomnllerul for invisible) existence

limits of the and the archi
surrounding.  This will always be vague and
complicated o be understood as long as there

- are people who insist on thinking that ar is the
painting itself only.

* Some feel that there's some kind of
detachyment in your life.. that stands
between your offilistion to your inner
feelings and your desire for presentation?

- Call it detchment, ruptuse
contradiction.. etc . | don't think it would be
important 1o a man to know why T draw & wall
crack or why there's a detachment between me
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My dozens of years
had led me to this conclusion: As long as | can
expand the distance between entity and
existence, [ would be able 1o dangle freely
between the two Thus, you may find me
dealing with plants, animals and inanimate
beings with human feelings and at the
sametime, 1 iry to oversiep my human {or
material} existence through the human  and
social awareness to an imvisible world, to the
world of angels and spirits, 1o God. Perhaps, all
these were reflected on all stages of my artistic
quest. For cerain reason | founded (the One
Diimension) in the sixties, and another reason |
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* Are you happy to be knows as an art
thearist, cepecially as il happens at the
expense of your fame 3 painied

the
st and the ald

and exhibition:
coomes their's not

* Now, lets go back to the old days, can
you tell us aliouit role in the Baghdad Group
of Modern AH?
- 1 was fhe right hand of Jawnd Salee's. We
ly  belived in important  relation
n the local and the modern styles
ih we hnd different
of relation. At the
was warking on
selectivity and
and wess, while |
w5 between the two
o harmony with sach

* Now, about your relation with Jawad
Saleem, was it afl right or there was some

points  of dissgreement? Or wag it in
beiween?

Saleem was intellectual
e relation we shased

was  different from that he shared with the
uther membersof the group of pioneers. But, 1
must say that our feelings were mutual, we
shared certain imellectual problems. At tha
time, 1 had just finished my studies in the sacial
sciences at the Teachers' Higher lisl
at sometime | was-a student at the Inst
Fine Arts. As you can see, this cnabled me to
play the role of (teacher-student {smdent-
seacher), a matter that made it easy For me to
deal with Jawad Saleem and ofhers. Saleem
was totally absorbed in the 1ask of how to
achieve creativity, he wouldn't pay the problem
of beauraucratic education {or o create a
distance between the teacher and the student),
the slightest attention.

We shared the same opinions and we thouht
in the same eway and what increased our
cooperation was that we wers in agreement an
the point that we must work hard for the
benefit of the Iragi Ar. Though | lacked many
of the essentinl principles of the accademic
technigues, but | had long and more experience
in the modern techniques. It is more & matter of
culture and practice than an educational and
scadmic application. The one thing that we
disagreed upon was the artistic poster. In 1958




or 1960, 1 don't exactly remember, he asked me
to take part in the first exhibilion of the poster
(the art of advetisement) but T refused, and he
insisted and 1 didn’t agree bacause I'm still far
from this kind of an, perhaps I just wanted at
the time to declare my point of view
concerning  the importance of the antist's
culture and intellect in the arfistic work, or may
be | didn't have the essential requirements of
the art advertisement,

* Do you think that the problems raised by
Baghdad Group for Modern Art still exist?
And do you think, that you represent them
maw?

= O the general level, they seill exist, because
the [ragi anmist is not quietly acquainted with
the substantial role of the Baghdad Group for
Modern  Art, that can be briefed o the
development of art to reach & world Jevel then
the universal level Our role is briefed to
exerting  efforts o reach a kind of an
international and a local level at the same time.
The foundation of Baghdad Group was mainky
a national mecessity to persevere the cultural
and the political activity to confront the
imperialistic authority that existed before the
establishment of the Iragi Republic, which took
a clear from of an intended process to
normalize culture, while we were in constant
contact with our origins and history due to our
deep knowledge and belief in the results that
stemmed from the archaeclogicdl excavations
which are still under way in cur country. So,
we were trying to region our cubtural strength
by exerting efforts to reconnect what was cut
of the civilizational bond which connects us to
‘Yahia al-Wasiti in the 13th century,

The substantial role of Baghdad Group ro
defend and protect ant is still appreciated and

because it ks an opposition 1o any
attempt  that tries to minimize the antistic work
and to turn the atention from regarding it an
important cultural activity, OF course, there are
differences as regards information and variable,
but the constants are still the same. Imperialism
still attempts to obliterate all signs of our
cultural origins and ants except when it realizes

that it wouldn't be possibie 1o ignore thess
origins. But, the question is: For howlang can
the artist be able to have a contral on himsell
and be able to ignore the temptations that try
to cary him along by the new tide of cultural
Iperial b s
technology. change of methods and the project
of the inpL of the techoeratic thinking whea
renouncining the westren thinking? So, what is
our role. as & third world, to Face the cultural
Imperialism. "o put it in another way, how can
we face the backwardness and the academic
and the traditional ways of thinking in art? This
is what the Baghdad Group lived up to achieve
and put its faith and principles inte practice 1o
support thier beliefs

* Did you accurately perceived your robe
and influence on the fragi ant? who was
influenced by you?

= This thing never astracted my attention
because it wasn't pan of my ambitons. I'ma
painter, a painter who is fully aware of the
special and general limits of his art. What |
meant by general is culture and by specialist
creativity. And my artistic career depends on
my ability o continue the effons | stamed to
Tevive the anisi's culture in the middle east,
especially when 1 realized that we, the artists of
the third world can really undertake the
responsibility of documenting our firm bond
with our origins and history unlike other artists
of the new waorld as American and other similas
states.  They dont wsually  rake into
consideration the archaeologicnl rescarches,
because they feel they are uprooted and
isolated frem their origins Hence, they try
through their various arts to recrente new
origing of their own. But, in my opinion, what
we care ahout is how to bring a heritage that i
coeval with us, & heritage that we will rely on
and consider an essential and an indispensable
part of our provd and decp-rooted civilization
construction-Participation in this process does
not have te do with the techniques sdoped or
the styles and opinions that we believe in, but it
requires a thoughtful and a clever evaluation of
the artistic work as it is made by depending on
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the new variables and without forgetting the
constants on  whis it i buiill, or on the strong
linison Delween arl &% 8 culture and a5 #
wal @ achievement- in this paint, the
problem of ereating an effect on the others
becomes meaningless andy if thess (others) are
the aiidience and B0t & group of artists.

1 care ahiowt airacting the attention of the
sudienee 1o the sumounding world (or the
environment which resulted fram the artistic
wirk) 08 1o te paimting. 1 think | made myseif
dear now, Dhring my search in folklore in the
filties, 1 drew some objests that may seem
enprossed in folklore at firss sight, but a close’
look into them we see that they wese modern
My painring Zain-ol Abdeen, for instance. it
seems 1o have u traditional refigious and
popular wibject manter when first seen, but the
receiver soon  reafises that | was trying 1o
ertract bim from his past and then throw him
evidently into his present, and soon he will
vealize that Zain al-Abdeen does not have the
familinr  documentary festure thay we know
gave for the chaies tiat shackle him. It seemed
thet | was trying 1o use content 10 ackieve this
ntegraton in fiorm, or B athver words, | had
controlled the postent by means of the form
arsl ersa But my recent warks shaw you
il try te give the wall inside the
o being about a waotk of art
thai can be sl understood without
u noed for an astists. So, 1 think that neither the
subject matter nor the means of expression can
diven the attestion of the audience from his
yraditional beliefs and points of view, but the

probl
Who can give up himself 1o the extent af
aract i from his body?

Pechaps some artists ity be influence Ly my
ideas and art i one way of another, but the
fact i that we are all being affected by some
unknown power in our search for truth

* You were so inclined 1o join an
pssociations and ceriain groups, and now
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you stand by yoursell. Is this by your own
choice or there were cerfain circumsiances
that compel you to take it?

- Taking the lead in the foundation of certain
groups and societies was part of my own
opiniens and beliefs; or let's say, it was pant of
my cuttural and social disposition. | always
think  that what a man chooses will always
remiin & personal decision that varies in degres
and decishvencss according to some social and
personal  conditions. My participation in the
foundation of Baghdad Greup for Modern An
in 1952 and the Ons Dimension Gathering in
1971 was an important manifestation of my
artistic carcer, or what [ try to expeess and
comvey 1o the sudience through the anistic
wark. At the time when [ gave up myself, and
my energy to the problems of testing the
mutual integration principle between  the
current methods of the artistic work and the
bases of origins (history, heritage_e1e ), the
Group was one of the many forms of the
integration or the mefination of the individual
1o socialize with a group of people and then the
desire of this group 10 express itself through
this individusl. When | founded the One
Dimension  Gathering, | meant 1o make its role
equivalert 1o the imtentions 2nd purpose of this
mutual integration, but in a more limited scope,
that &% the relationship berween plastic art and
the linguistic alphabel. Nevertheless, I don't
exclude the educational value in the two
exampies that | gave previcusly. But when 1
felt thar | somehow kst the main reason behind
my participation in this Groug, that is the
strang contact of the Group with the artistic
opinions that [ hold, | prefered to withdraw to
{myself)- (you nmast notice that my opinions. are
exireemly artistic and not & mere desire that
Isas nothing 10 do with the antistic creativity)-

In fact, 1came to realise that the work of art
is the amitude of the receiver and the
independancy of the arissic object. By having
such & belief, 1 preferred not to be biased 10 the
artist's inclination e join the i
whatsoever, may be becawse i such case Tl
have to be cither with the receiver or with the
artistic work.



* 1 conclude from your suswer that the
audience oceupies a special place in your
life. But the word is still vague. Do you
jpaint for a certain group of audience?

= The meaning of the word ‘sudience’ is nat
clear. | mean the ‘individual' is what this word
means. then how can we consider this individal
8 certain group of receivers” OF course, | know
that the process of expressing ourselves by an
arfistic work is not easy at all. But working for
o certain audience is inconsistent with the
artistic cractivity, | don't deal with the sudience
by putting it on one side and me on the other,
but 1 seek to meet this audience in the work
itsell So, 1don't fill that it is far from me as |
present 8 work 1o it My audience can define
itself, willingly, when it understanding the
work. 1 don't have 1o invite someone who is
outside this work and cannat understand it
properly because it would be difficult to invite
anyone 10 my work and 1 feel that he is
reluctant to understand it Well, this ability 10
understand muinly depends on  the mental
powers and skills of the receiver to understand
and digest & work of art, but these abilities are
often not yel discovered by the receiver
himself. I'm comvinced in the fact that what
attracts @ receiver to any kind of an i in all
cases, the eloseness of the latter to the former's
emotional excitement and innate impulses This
is the plausble reason for such yeam 1o the
(natural art) or personification on the part of
the audience at all times. May be because the
{natural art) is lke a mirror thot reflects the
image  of the man, or figucatively it is a faithful
representation to himself Mirror tempts man to
look at himiher sclft Therefore, ar seems at
first sight as though it nourishes itself from the
sudience’s love of its own image or its
excessive sell-admaration of itself Thus, art
becomes able to  communicate with the
audience from this very explanation. Therefore,
if I'm painting to a certain asdience it will be as
if I'm pointing for myself only, or to an
sudience that | shall meet no matter how far is
the distance that seperates us from cach other
For this reason, mwst think of a large,
intellectual and future audience at the same

time 5o that | could become its mirvor that
reflects its image and nourishes its love for
ftself and to its humanity which raises in mind
and feelings from the mere buman soultoa
universal one.

* Who had the great influence an your
eareer? "

- OF course you mean who influenced my
opinions and style But the question remains:
This influence is to the account of (whom)?
We; the artists of the Third World, will always
be alien from the world arts unbess we resort to
our ewn ans, or rather 1o our own ireasures
that we should re-read once again And il
happened, and we discovered that a certaim
artist is somehow close to us, | mean he was
influenced by our culture and by the techniques
and styles we used, then, does it mean that we
became influenced by him for that reason?
From all this, 1 can say that | was influenced by
Paul Kelly and Paul Cezanne at the begining of
my artistic life becsuse the former inspired the
Arsbic letter in his art and the latter discovered
abstract in nature, and both of them were
influenced by the Arabic and lslamic idectogy’
or the Ancient Iragi ideology’. | was influenced
by our ars but by means of the two artists'
special ways 1o deal with these ans.

* Mr. Shakir, why do you paint?
- And why do not 1 paint. IT the aim s to
indentify my velstion with world through
painting, and to observe the successive
ideclogical alterations that stamped my siyle of
painting, then the answer will be this First, T
began to paint simply because [ had the talent
and the skill to draw whai | see. So, | painted
like amy child or a teenager who tries to prove
his human existence in life by his unique skill 10
express himself through controlling his fingers
In the forties, | adopted the modern style in
painting, this phase tasted until the sixties when
1 begen to assmilate the workd culiure and
thought with the local perspective. 1 was trying
to discover the meaning of my existence ina
subjective world. A1 this very stage, | began to
focus on the mental (culture) skills that control
the human being and his emotional and
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intellectual being as & human and social
existence rather than foucsing on how 10
contral my fingers. In this respect, | was
influenced by the European, the local and
heritage arts, all at the same time. Then | weal
back to painting in mid-sixties just re-clevate
my personal Lnsion with the world. At this
stage, | wasn't satisfied with dealing with the
human being as the subject matter of my
paintings, and sought to know the world, the
universe and reasoning as if I began to discover
my re-birth through universe and creation. This
is what | meant by identifing my liasion with
the world through peinting As for my
ideplogical ions (or the P of
the nature of the search in the artistic work), |
began to document myself, unintentionally, by
using Knes more than colours or shapes. 1
remember when [ was in the secondary school 1
was so much interested in sketches and
outlines, then 1 believed in the importance of
expressing the aspect of social life in art and
necessity to inchide our heritage in daily life.
Of, course, this requires the artist to have an
adequate ‘past and present experiences in how
to combine the modern styles of anl with the
local perspectives in one work, But my
problem m searching for the right way of
painting began when | replaced the social life
with the universe, and the local perspectives
with world and universal ones. At this point. 1
vealized that 1 was standing on the theeshold of
the artistic knowledge which | can describe as
an ocezn so deep that the bottom cannot be
reached, a knowledge that is too strange and
too dificult 1o be understood,

The “search to me now is 1o look through
carcfully in order to understand the liasion
between nature ard cubture which is reflected
on the absence of well-defined forms and go
beyond the familias gradation of colour by
concentrating on the acsthetic values of the
form and ornaments, of realizing the distance
between the inensity of the physical existence
and the transparency of the universal existence
{in the language of the spirit-world). This
search had gone beyond its ordinary limits, as
though it is atrip between life and death, that
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mimes at prasing God, and an attempt to
realize a complete integration into the divine
beaty.

This culture explanation tries to get to the
bottom of the being and refers it 1o its
subjectivism or to discover it in its subjective
sate, or we can express this concept by
referring 10 the power of controlling anself (by
then our explanation will be religious and
mystical because, here, we will examine the
buman and moral behaviour of the human
being), and it can also be expressed in the light
of thinking because it is a search, a study and a
theory as well But if we expressed this
concept in art, then it will be an occasion of
communication with the world, and an will
became the medium through which one can get
in active contact with the world becmuse the
production of a painting becomes the
consquence of some material additions in &
material world. By then, the ariistic research
will develop and rengvate as certain techmiques
and styles were adopted 1o produce & painting.
So | paint because, smply, T cannat but paint

* Is art a necessity? For whom and when?

- Yes ant is & necessity because it is closely
attached to our need for beauty. Ar can never
be seperated from beauty. Without beauty, art
becomes an abstract phenomenon in which any
man can react with another like any chemical
process but | believe in the fact that gudging
buety is always a relative, because it differs
from one man to anather and from one creature
to another. Art became limitless, thus, it is
necessary for anything and at any time because
it is reflected on the behaviour of every thing
on this planet including the human beings. It is
a (pray), it isa merely the bird's simging or the
rustling of dry leaves of trees

* have you ever felt that you made a
mistake when you chose painting?

- | have never regreted choosing painting,
because it enabled me to discoves the truth in
our existence. Perhaps 1 will continue painting
after 1 die or in the other world through my
spiritual existence.

Translated by Vian mssoul
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