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For Immediate Release

The Utopian Airport Lounge: An Exhibition of Public Art Projects
Makan Art Space, Amman
December 5 - 26, 2010

Opening December 5th at 6:30pm

Artists: Saba Innab, Basim Magdy, Ben Washington, Luis Berrios-Negron, Dina
Haddadin, Regina Mamou and Rami Daher

Curated By: Juliana Irene Smith

Doesn’t everyone dream about an ideal world? Does anyone actually enjoy transition?
The Utopian Airport Lounge 1s a public art exhibition inspired by Le Corbusier’s
visual and abstract approach towards utopia in combination with Marc Auge’s
hypothesis on non-place. It has three main components, the city of Amman in
comparison to a waiting area, pass over place or in this case the airport
lounge, for those in waiting (even permanently so); second, what the city of
Amman, like airports are “trying” to achieve in the sense of utopian idealism,
through the social and even architectural structure and third, if one dares
to compare a city to an Airport Lounge that some could consider searching for
utopianism, what happens to the counter argument that an airport is a “non-place?”
The protagonists are the City of Amman, the theorists, the producers (the artists)
and the audience. The issue of belonging becomes the back bone of answering the
question, “Why is utopia important? Does it give one the space (or even place) to
dream up the ideal situation and is this individual, ego driven or as a collective,
city and socilety inhabitants?”

Both local and international artists were invited based on their use of structure,
urbanism, public space, and installation methodologies. The personal relation-
ships with the city vary from intense nostalgia, to knowing nothing at all. But
impressions, whether distant or residual and everything between have their place
in global (at times homogenous) cosmopolitans and dreamers can dream for everyone.

Although the exhibition is loaded with terminology, abstract concepts and a maze
of the combining of theories, it aims at also being approachable to the audience
because the concern is in the lives of the permanent and transient inhabitants
of Amman. There is room to dream and fantasize about the ideal. The expected
outcome is a dialogue concerning what is important for those in Amman and how
can a place that is seen as a non-place make a transition into an adaptable
place where identity and belonging in all sense of metaphorical utopia for the
individual and society come to play.

All commissioned works exist throughout the city as of December 1st, and those
who come in direct contact with the work determine its temporality or permanence.
Intervention times and their locations will be announced to the public through an
interactive map online through www.7iber.com

OPEN DEBATE:
What is the role of Public Art in Amman? And, can it address fragmentation and
centralization while building common space and knowledge?

Date: December 8th 2010 Time: 6:30
Location: Makan
Moderated By: Samah Hijawi
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DELAYED BECAUSE OF THE REVOLUTION by Juliana Irene Smith

from saba innab <sabainnab@gmail.com>

to Juliana Smith <kazoo.liveart@gmail.com>
date Thu, Feb 3, 2011 at 9:17 AM

subject

mailed-by gmail.com

signed-by gmail.com

hide details 9:17 AM (10 minutes ago)

I am terribly sorry for letting you down! I will really do my best to send them
as soon as possible. my brain and myself is paralyzed because of Egypt.. I hope
you understand.

love.

-s

Energy.. more sincere.. frustration.. relevance - importance///// ?

One month after the Utopian Airport Lounge (UAL) exhibition closed, the Arab world
pbegan its’ revolution, the new revolution, the one without Mubarak, the one without
the devil himself Gaddafi. (We are waiting now.) They continue to shout, sing and
chant to be heard, and have been heard. This exhibition is at its core about
transition, urbanism and belonging conveyed through seven artists making public
art in Amman. It gestures at what is visible (although sometimes unacknowledged)
in the city. As artists and curators, although we are the most passionate people, we
often question if what we are doing makes any kind of difference.

What 1s happening now 1s much greater than an artwork, an artist, even an artist
collective.. it is the culmination of anger, frustration, feeling unheard and used. It
is power. And making a catalog about something past tense, before the revolution,
before the fists were held as high as now seems futile (maybe another word here?
More about wanting to be relevant to the contemporary moment).. Does art change
lives? Do we have the right to make a work for the public? These are questions
that have been asked time and time again. Should an artist have responsibility,
a social position or is it simply avant-garde? How do we move forward? Did we
make the right decision to be an artist? Or would it have been better to study
International law? It is not too late... Or is it? (this is great J)

What 1is happening now will not go unrecognized. It will become art. It will
become part of the <collective memory, through artwork and imag-
ery. Picasso, our favorite classic macho and wonderful artist, his blue
period, was about the loss of a friend, a suicide .. maybe a young Egyptian artist
will have a green period. (interesting, though green has larger symbolism..)His
friend, who he did not know, committed suicide and saved a nation. The artist will
make it something tangible, something permanent. In this moment of feeling weak
and with eyes glued to the news, protesting on occasion, the artist will then make
something filled with emotional, perhaps theoretical, and perhaps personal about
the situation that we are witnessing right now.




The Utopian Airport Lounge is over. We too lost a friend, Goddy, not in a revolution,
put due to illness. He will be missed. However, the relationships built throughout
the process continue and we gained, friends to talk to about our hope for Yemen
and Bahrain, our pride for Tunisia and Egypt and how our days were.

be honest =
Inbox X
Juliana Smith
can you give this a quick read... T
in blue is another friend’s comment. i am a... —

Feb 23 (5 days ago) ET

Reply

Regina Mamou
to me IR

show details Feb 24 (4 days ago) Sy

Hey J--

Some comments. I agree that the revolution has changed art-making and that it
is interesting that “The Utopian Lounge” exists as ‘pre-revolution’. But why
can’t activism be art? This is the topic that I believe we (the artists in the
exhibition) discussed a bit during our round table meetings on Makan’s
balcony. In this writing, it posits the artists as a ‘reactor’ - that is, something
happens 1in the world and we react to 1it. Our art 1is only the byproduct of
politics. But I believe that art/artists are stronger than this - that activism, the
posters, the slogans, the durational performances of bodies in the squares is art.
I think it’s just a different way of looking at it.

Interested to hear your thoughts.

XOXO0 me

Regina Mamou
Website: www.reginamamou.com
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FEBRUARY 22nd-25th, 2011 by Samah Hijawi

Yes Goddy lLeyye’s 1 recent death only adds to this sense of urgency and fear of
loss in the midst of everything happening in the Arab World, its so hard to deal
with speed at which everything is changing; and then a loss makes it hard to
understand the relevance of anything we do, sorry for the negativity. No one is in
a mind-set to talk about anything but the fight for change against the systems that
controlled using corruption for so long, and more so, the systems we are trying
to work through - whether online or on the streets- are challenging the world’s
structures used in control and politics, and if we do not take part now in the
demand for change, then we need to keep our mouths shut forever.

I was having a conversation with an person from New York on Makan’s Balcony
about collectives. Somehow the ideas went back and forth between the structure
of collectives as one that presents an alternative structure that is more
‘democratic’ than the typical hierarchal systems that have prevailed for so
long now. I reflect on what happened in Tunis and Egypt in particular, where the
collective brought down the top of the pyramid. I am toying with the - utopian - idea
that this collective force of change will in some form topple the strength of
‘pyramids’ (as has been referred to Hosni Mubarak) and introduce the power of the
collective as the new order. The sheer numbers of people in the streets across the
Arab World has created masses amount of energy to bring out the voices of even the
apathetic Jordanians. As Rashid Khalidi put it in a recent article “Another major
question is whether what has happened in Tunisia and Egypt, and what appears to
be happening in Libya, marks the beginning of a real Arab revolutionary wave.” I
really want to believe that this is truly the beginning of something new. Every
time I imagine that somehow the political tactics and governments that everyone
is fighting against somehow finds a way to regain their grounds and knock everyone
down again, Robert Fisk wrote about it half way through the Egyptian revolution
that if this uprising does not succeed, then he fears that their will be knocks
late at night on the doors of those who resisted; I think everyone would need to
be on prozac after that.

“these events are a spectacular confirmation not only of the common aspirations
for freedom and dignity of an entire generation of young Arabs, but of the
existence of a common Arab public sphere.”2 (R. Khalidi) Everyday something
changes and new forces come into play that it is hard enough to keep yourself in
the loop so you don’t miss anything, or miss a Tweep that may somehow come in
the right place at the right time to help move towards collective change. Every
conversation in the last 3 weeks has been around the regional uprisings, the
horrors that may come of it, and the dreams of the possibilities for future that
has some dignity are at steak.

Somehow the question is how to do we reclaim the public (with is varying definitions) so
that we can regain our voices like they did -and continue to do as I write- in
Egypt, Tunis, Bahrain, Jordan, Morocco, Iraqg, Yeman, Libya, Palestine and Lebanon.’

1. Goddy Leye is an artist friend who passed away on Feb 18th 2011 in Cameroon. We had the
pleasure of hosting him as a resident cultural manager and artist along with Muratbek
Jumaliev from Arteast - Kyrgystan - at Makan for one month during which we talked a lot
about the joys and challenges of running art spaces. I will remember those moments and
extended conversations on art, food and love very fondly. I am happy to have have had the
chance to meet a special person and inspiring artist.

2. Rashid Khalidi; Reflections on the Revolution in Tunisia and Egypt; February 24 2011,
www.mideast.foreignpolicy.com



22-25.2011alul.
gl alaw

pllall (no g1 Gy la JS g 28411 ga Wgallg tnjlghlly guluall ga jj=i diaall cul chage dlég gl psi
o dlnll pao wenll ga ey glhsall gi oS equir JS lago psiy il dopull 2o plblill aeall go gl sl
JLaill clifiwly e ¢ni ge Cuaally al powi dlac dlla ¢uo gasd eni gl aogy U Ldaulwll ge jiicig caleai el
.dbgh dxal psall paiwi gi Gelhiwl adla ga enillg alwéll wle d@aild Gils il dahilll an jusill Jai go
waniy ladgai padi -gjLidl (o gl ipiill JUs ga clgw- lalla gao Jasll Jglai will déahiill glo ¢lal aolnll
lao usilly allhall o g1 &jlisi pl 15lg «dwlunllg &pauull (s pasiud willg allsll tnb 83gagall tnidl
alh 1611 glo Lo ddyplayg .glse duwwda @6l wile ¢lygigui o ol ga 1jlga Jolul Gis .yl Gani gi lile
iljill plhill aa dijlaally ﬁ.dol}bgma JisT Way badgai pady JlieS dusid] pluaiNalsall deginga Jga pgai
waall glhiwl dun (prnag guigi (o daa la galdy JSuw enipang .dligh @76 Aia Iailw le La k_nJJlg nalaill
Glalpail dgé) dalhll la JSuiy pgdiw psill dieaall dgall ada gi (dughgdl) a)5all wcllii .ppall guiy Jji gi
Ghlia wlira (o gﬂg.u.\]] o gulill a3usil slacil agan plhis (neaall dalw padig (Wl wniwal jliy gls Las)
20) W] dunlunll albbiill (o dale gosjliy U Al guisjIl (nia Geés dlila aldla ajés guysll allsll
4Aag guigi (o G la gIs 15] ga AU (ryagall Jlgull” dins dlée (o onally aphy aic pc lasg . pailgni
il Gilagsally dpulpull Gullwll gl il lafls . “auéydn dupe djgf daga dilar ] iy Lud wio g daay lag
Ra g WS s gy cawaall wile wlsillg lawwd s1ajiw @y sly] Lo Sy syiud lasi gpeall Jaly
wle ajaliall Jull alelw (o aldy o go ity ailo (6)gill ada 2aii pl 13] aily Wils .&)gill claiil J16 ¢gingall

uliisUl alslaay linaa graall ggsi gl Jwsil gao lain (uajaiall Glgi.

“ aluidl gyl go JalS Jial daljsilg dall gai asyidiall alelhill e has gul ajln JSdy Glanll e asgi
G333 ngd (nlgiwig Lo equit pit pgy JS (ally o) 2“dyidia (npalad Gupc pun 3gag déiéa wle Loyl Jo
wo Lo ddyphy wnily 26 CQygi agai gi Jdpal igai U wiin daalall ¢no wéyi i wusall go aual aif dajal aadiall wle
Gils apall gulwi @ilill ¢no aljlgall gran .wn=an jui Jai go il 1jane dunliall dhalllg wwliall glsall
ALIT gi ] @olall dayle wijii gi gSeall ga il Jlgallg .dulaall aljgill Jga jgai

¢hall nle ga daljss gl Jibine dilkals.

1.44i6 Galdl aidlaiwly dnyall Wl Qs .ggpolsll vno blul go pic golill ayliy (rogih Gian glio gl nage
Lifang aiald] JUs .gliways go willaga cluiljga gliall ga woléi paag glios jaul dyal gllall duwwga o
Li .guing wallg plehll (gall Jga dlghall Liidildig alhalll ada j$3iw .dwiall gSlall ajla] aliaaig gia ge 1uis
24 (nag guigi (o ajgill Jga allali :¢nally audly .2 .laalag ljraao Lilio waill gl danjall ¢l daiw gl dxsw

aily w2011 lalud

plaial 2o (dlalaallg 1501 (] (giagall o @xasio wllwi wle aaiei dpay dilis e ¢ngla alaw ¢nglan alaw
)l Jga alilg)” pai ausil lallac jasy .dolsll ablwall wo gulill dipd] wile saist il Jlacdl o gals
wnii Wh .2009“j18l1 ajluw ggpita” 2009“dyell daagll dariyi” 2009 “wp=ll pa wi” 2010“gajU1 (o gall
w6 JUiaUlg upll dwil ddrall dpall alili wle gasdl goU ws gall ayli e diall lallaci dlolaial

03V (o cniall Jliill gaig @lyllg grlhwlo.




ONE AMMAN by Raghda Butros

Amman is a city divided - by fault lines not on a map, but in our brains. Running
between the left and right hemispheres of our brain is the “corpus callosum” a
thick band of nerve fibers, which sends messages back and forth between the two.
Research confirms that both sides of the brain are involved in nearly every human
activity, but we know that each side is better at some things than the other. The
left side of the brain processes in a more logical and sequential order, while the
right side is more visual and processes intuitively, holistically, and randomly.

I am fortunate enough to spend my time moving between the different parts
of Amman, across that invisible divide that keeps shifting with time. I
remember when Jabal Luweibdeh and Jabal Amman were still considered East Amman,
before they regained their status and allure to the more affluent West Amman
populations. Khirfan St., which separates Jabal Amman from the Balad, is still one
those enigmatic places that are a staircase down from the hugely popular Rainbow
St., but resides on the other side of our brain. It is part of the vital corpus
callosum, alive with nerve endings that connect our city together.

If the urban development of the city thus far is anything to go by, Khirfan St. will
gradually be gentrified, and we will lose yet another of Amman’s oldest and most fas-
cinating urban communities, before we have even had the chance to become acquainted
with it. I am torn between encouraging and dissuading people to walk along the long,
even street, with beautiful crumbling old houses on one side and a stunning view
of downtown Amman on the other. As I muse to “visitors” about the promenade feel
of the street, with downtown Amman as the ever-coveted sea, I can almost see the
workings of the left side of people’s brains shifting as they think of ways to take
over the neighborhood and make it their very own! In the recesses of the right side
of my brain, I see all that will be lost in terms of the neighborhood’s intangible but
irreplaceable human, cultural and social value.

One of the <children I met 1in Jabal Nathif, an all but forgotten Amman
neighborhood, once commented to me that his friend had “immigrated” to up market
Abdoun, while a friend looking to take part in one of our programs once asked
me to meet her “somewhere in Amman on the way to Jabal Al-Qalaa”. The gated
communities where we live are in our minds. There are no gates or checkpoints on
the way to Jofeh or Jubeiha, and yet we seem to worry that we cannot find our way
through. It is my experience that the journey across imagined boundaries is not only
simple, but also fascinating and immensely rewarding.

In Jabal Al-Qalaa, the site of both Amman’s oldest human settlements and its more
recent urban beginnings, I am able to most breathe, not only because of the quality
of the air at the top of the city, but because of the quality of community I meet. It
is a place almost suspended in time, where children still make kites, and women still
call out from their balconies to invite you up for tea or a meal, but a place also
very much in keeping with the times, where the Mukhtar, the head of the neighborhood,
is a man in his forties and where Amman’s rollerblading champion resides.

The threats to Jabal Al-Qalaa are many. Several residents, who have lived there
for decades, have already received warnings to evict their homes by the end of the
year due to changes in rent laws. A funicular planned to connect the Roman Theater
to the Citadel will take with it one or more of the few remaining 1940s row houses
that line the street. The archaeological site is now walled in and the one place
where families would picnic and children would fly kites, hangs in the balance.



The demise of such communities does not happen over night, it is a gradual process,
which takes place when we fail to notice or intervene, and when we think that those
affected do not represent us. A sense of oneness, built on diversity, is what we
most need - to grow, but stay rooted in our human and cultural heritage.

Amman is a complementary whole, with a thick band of human fiber running across
it. I urge everyone to step out of their comfort zones and tap into it. It is a
journey that will unify your brain and feed your soul.
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IMAGINED CITIES / REAL PLACES By Saba Innab

It’s a fact that the urban realm no longer carries with it all those aspirations
of individuals and the collective experience. Those aspirations have been
absorbed in the increasing accumulation of capital, and the dematerialization of
dominant spaces of consumption. This is parallel to the extreme materialization of
“capital” spaces where the experience of place and places of experience withdraw
into an image and a promise contemporary 1living. A question imposes itself: To
whom the city is being planned for?

The city of Amman is entering a new age, where cities of the region grow towards
patterns of urban living that are portrayed to enable cities to outlive change
in a politically and economically tough situation. Those patterns are stationed
around capital accumulation deriving from cities’ capacities for consumption of
all sorts, which display the city as a field of opportunities.

This can be seen in how free markets (liberated from the state) are being created,
which are generating a fully commoditized form of social life through large- scale
development practices and regeneration projects. Such Projects address a procedure
that is enforced from above (a top down process) targeting highly significant and
meaningful places in the city, promoting a “theme” that exceeds the intended
design to an extracted image of “privatized” public landscapes speaking to a
customer rather than a user.

Gradually, the city turns into a commoditized experience, an image; an unreal
image, hygienic, new, neo liberal that triggers an excessive degree of margin-
alization, gentrification, and dislocation and increases the spatial / social
segregation in the city.

And in a city like Amman, a city that portrays itself as the temporary/ permanent
reality, such development practices and large- scale projects enhance the dramatic
schism between the “Domestic and Urban”. In general, someone’s relation to the
city develops in a complete different tempo from how the city is being planned
and developed. However, they both intersect according to their capacity for consumption.
The temporality factor here plays a significant role in how people “domesticate”
their urban experience by 1limiting it to their basic needs of dwelling, and
restricting their movement to boundaries of inclusion and exclusion imposed from above.

This relation 1is further complicated by how Amman was/ 1s growing.
This growth which has been always a subject to events enforced upon it by
regional economic and political conditions which 1s all reflected 1in the
morphology of the city early within 1its formative years through abrupt
explosions. Urgent needs called for fast arbitrary solutions that caused confusion
in the city’s structure, and was followed further by efforts to redeem the fallout.
The city was thus shaped by these reciprocal actions, creating a multi-centered
spatial reality, infinitely shifting. For example, as a result of al Naksah (June,
1967 war) the state became unable to cover increasing population needs, vast and
wide buildings expansion was needed and rapid construction of infrastructure. The
wise solution seemed to be covering Al Seil* and replace it with a connection
of asphalt, a large route was constructed - Quraiesh street- covering the 1line
between the Muhajereen Bridge and Hashemite Street. The replacement of the natural
element by the sudden growth of architectural filling of the massive space that had
emerged was nothing but a shock treatment that easily accommodated certain social
needs, but could never redeem the “destruction”, a whole street level was “buried”
and new floors were built.. the sudden fill which determined a monotones architecture
along the strip (the feature of linear continuous arcades ) filling the massive



sudden void against the mountain which formed an easy place to be adapted by the
locals who accommodated the element of al Seil. With the presence of the car,
a new sense of space/ time and speed, created a plane of motion, a tempo that
differs from what was happening at that time... A moment of resistance to this
place was taken by the locally marginalized users of al Seil reproduces resistance in
every day life in form of collective adaptive behavior as a response to a humanly
estranging but an area that many people depend on economically.

With its empty squares, stretched streets, and stuffed shopping malls, Amman suffers
from inconsistencies of scales, egos, representations and contradictions; the
temporal- permanent, the imagined- real, the rural- inflated.. and the right to
the city vanishes in the peoples’ mind even before it does in the mind of the
investor, the planner, the power..

* Al Seil is a stream of water in downtown, had developed a tissue of mixed use
and exchange around it, was gradually being covered till it was covered completely
in the beginning of 80s.
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UNFOLDING NARRATIVE by Ben Washington

Arriving in Amman Jordan I was quite quickly put off my stride. Expecting to spend
a couple of days settling in and getting to know the other artists who would be
working on the project, it was unexpected when on touch down I was asked if I
wanted to go on an extra curricula research trip, to Palestine for a couple of
days; as there were a few artists going across the border for a consular meeting
in Jerusalem.

I jumped at the chance and a few short hours later was standing in line at the
pborder crossing into Israel/Palestine. The artists I was traveling with were Tom
Bogaert, a Dutch artist and Regina Mamou, An American Artist, also based in Jordan
and the curator of the exhibition Juliana Irene Smith.

Together they gave me my first real insights of how artists operate in Jordan. On
our whistle stop tour we managed to take in Jerusalem’s Old city, some wonderful
bars in Ramallah along with a visit to Al-Mahatta Gallery, the only independent
art space in Ramallah, where we met the guys who run the space. We also managed
to take in the Israeli side of the Dead Sea on the return trip.

Returning to Jordan I set to work trying to find a suitable location for a
sculptural intervention. Hunting around the city with Juliana we came across the
strangest canyon like space located behind an old cinema in downtown Amman. It
was as 1if someone had come along and dug a giant trench right in the middle of
town. So I used this space as a staring point and began making designs that would
exploit the weirdness of the place.

Once 1'd settled on a design I started to make the component parts. My work was due
to be installed on the same day as the opening however other artist were making
interventions and installing there pieces in the week running up to the opening.
During this time we worked together, helping each other out and learning about
each other’s work and approaches to the show.

Whilst all this was going on I continued to create the components that I was going
to use in the canyon like space. However very late in the day there was a problem
with getting permission for the site so I began reconsidering my options. This was
also brought on by the fact that after discussing the project with the owner of
the cinema he quite bluntly told me, “Why do you want to put a sculpture where no
one will see it, this is Amman if you want people to see a sculpture you need to
put it where they can see it.”

I started looking for other spaces and really started thinking about the differences
petween public art in different cities around the world. I started to consider the
structures and objects that you could see all around on the rooftops of Amman. T
decided eventually to change the location of the piece and put it on a rooftop near
the Makan House gallery. Not only did this mean that I could really try to respond
to the architecture of Amman, but it meant that I could use the last of my days
working as a sculptor rather than as a project manager, As the original idea relied
very heavily on making sure a lot of logistical problems would be surmounted.

As I was a visiting artist, I did not want to make any political statements. I was
just trying to highlight those things that are already plain to see on the city’s
skyline, but which are rarely looked at or considered.



In all there was a very positive reaction from the people who visited the show
and also from the local people who lived near the installation. We also received
a good response from the local press and in all the experience has left a strong
and valuable impression on everyone involved.
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IT’S ALL PART OF THE PROCESS

Although 1in the Western contexts the idea of the window into the artist practice
is not a new one, in the Arab region it is not as common. Most galleries are
traditional with well-displayed painting and sculpture exhibitions. The idea of
the project space is catching on, Makan being one of the first in the Mediterranean
Middle East. What do the artists sketch, think about, and read about on their
“journey” to a final work? I find the insight into the artist’s practice builds a
stronger relationship and intimacy between the artists and viewer.

In UAL I wanted to build a strong relationship between the artists and myself.
Knowing that the exhibition was of final artworks in the Public Space, 1t was
important to have an exhibition opening and I felt that it was important to also
convey the relationships between curator and artists. It 1s about the idea of
process and trust.

When the seven artists were chosen to participate, they knew the theoretical
concept. I sent them artists reading lists and opened up areas of concern. What
they produced was completely up to them. Each artist and I had varying degrees
of communication and feedback. I told the artists that I trust them to a public
artwork and to please trust me to do the installation of the exhibition. This is
the result.
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SABA INNAB

Up the hill down the hill
Site-specific Installation with birdcages

Friday December 3rd

Abdali Bus Stop - Friday market
In the valley, «Al Abdali» is a dialogue, a scene, a real time «collage» of a
structure, - borrowed from the mountain- superimposed on the empty asphalt. A
loop that puts the two places against each other re-questioning/ re-thinking a
one’s place in the city and trying to create a dialogue with the passing by /the
users on how places are constantly being re-shaped by politics of inclusions /
exclusion and [Public] is repeatedly drawn and redrawn by boundaries.

Pole dlil Jowi alill aled
polac (lasi Jlasiwl gdgally yals Gy

Jai ggils P (d=aall
d=aall Gow «nlusll alol wbga

aaly .¢jlall alawdl wle (S Jill go jlsiue JSial Geblg algSg dadiag jlga “crlasll “analgll o
Jglug dipsally avdga) psoill cpall =y dyay Y1 danlgar (Juallg onalgll oni) guilsall go JS gii dlnlgia
JUb go paiwa JSdy JuSiiill 8aled gSlall lay gaad gnill @oisll ¢uo glsall wnlasiua g gujlall 2o jlga @la

Wil gli dja @alell dalwall yani aysig clifiwl1/pall aluluw.



SF i i
__T ll'll. . Il'];. I.Inll- i

. "?ﬂ'“w“ | [ . .
f ':""'i_.“. i/l

AT










BASIM MAGDY

My Father Looks For An Honest City, 2010
5:23 minutes looped

Sunday December 5th at 5:30pm - 7pm
Kalha Stairs- Luwelbdeh

My Father Looks For An Honest City is a reenactment of Diogenes of Sinope’s
philosophical statement of carrying a lamp in daytime, filmed in an arid land-
scape of wunfinished buildings, strange architectural and organic structures,
archeological finds, stray dogs and fake palm trees to the sound of a raging
thunderstorm. A contemporary of Plato, Diogenese was one of the founders of
the Philosophy of Cynicism. Although considered by many as one of the greatest
Greek philosophers, none of his writings were found. Only his philosophical
stunt of carrying a lamp in daylight remains as evidence to his beliefs. When
asked why he did that, he claimed he was “looking for an honest man”. In the film
I gave my father a flashlight and filmed him in a suburb on the outskirts of Cairo
in daylight while looking for something that seemed unknown to both of us. I
wanted to show his absurd action of lighting the daytime while highlighting
the surroundings of what looks like a no-man>s land. Unfinished buildings and
signs of possible human settlement are everywhere to be found: Poorly concealed
cell phone antenna crown larger than life fake palm trees stand next to rusted
advertising signs, but at the same time there 1is a sense of abandonment: dogs
roam the streets and desert is all around. The thunderstorm soundtrack adds an
intense and absurd but also hypnotic element to the situation.
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Proposal for a Simple Act of Elevation
Edition of 60 A2 Color

Wednesday December 1st Urdoun St- Hussein Camp
Posters distributed to shops to hang in their windows along Urdoun St.

The poster acts as a subtle proposal for creating a new vantage point than was
thought possible in a domestic setting. By installing ladders on the roofs of
buildings, the inhabitants get closer to the clouds. It is also an act that
carries a high risk of falling. And when you reach the top of the ladder,
what’s next?
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BEN WASHINGTON

We’re being kept informed as the situation unfolds
Site-specific Installation
Dimensions 3.6m x 3.5m x 3.18m

Sunday December 5th
Jabal Luweibdeh - Nadim Al-Mallah St., Rooftop behind building no. 5

With his sculptural installation Washington created a piece of public art
that is very much exposed to the rest of the city. In clear view, perched
high on the city roof tops it both stands out yet somehow fits in with the
city around it. Using the visual language of modernism and the more familiar
detritus of modernity (a nice selection of fake plastic plants) the work
strongly mirrors the structures and functional towers that surround it. Of-
ten overlooked, they are brought back into view by the strange yet familiar
sculpture within their midst.
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LULS BERRIOS-NEGRON

Immediate Archaeologies III: Anywhere but here nor there
Actions, Interventions and Objects

Everyone 1s too busy working to survive. Nobody protests anymore, because
nothing really happens. In that prison, flight seams all that is left - quietist,
escapist. But in the survival, in that long-drawn action, in the Tatigkeit,
there can be a biometric world one could go to, the one none can take away.
This world is a visual alchemy of a present constitution, a simultaneous past
and future, a mental landscape that has no singular iteration, just a scenog-
raphy. This mythology is shaped by the artisan hands of many, the unearthing
and production of a magic carpet, a discussion table, a propeller, scrapbooks,
salt, stones, mud, video, drawings, models, and the beginning and end, a
reproducible pattern. That world is not a retreat. Seemingly timid and futile,
or even chaotic and catastrophic, imaginary worlds prove to leap over the
violence of the power structures as they inevitably collate others to reemerge
in full physical force.
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DINA HADDADIN

Transient Terminals
Action involving public participation, 3 installations (frame work, wood,
cement and stenciling)

Saturday December 4th 11- 3pm
Al Mahatta, Raghadan, Abdali, and The Nothern Terminal Tabarbour

Momentary spaces of transition..

A public space under constant transformation, relocation and interruption;
mapped by ephemeral monuments resembling the momentum power of change in the
growing city of Amman.

A temporary route connecting the transient terminals in the city of transit
urbanity charged by the constant flux of its people who forever shape and re-
shape it’s being.
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REGINA MAMOU

Seven Hills

Site-specific photographic installation; Vinyl, steel
Approximately 150 x 190 centimeters

Wednesday December 1st Airport Road

Abdali’s Plan

Site-specific installation, 4-sided photographic sculpture; Vinyl, steel
Approximately 190 x 150 x 150 centimeters

Wednesday December 1st Corner of Ahmad Bin Hanbal St and Prince Mohammad St

All of the work 1is from the series The Absence of What Has Passed By, an
Amman-based project, which records the city through residents’ narratives and
methods of navigation.

In A Field Guide to Getting Lost Rebecca Solnit describes the sensation of
getting lost as a “voluptuous surrender . . . with the implication that it
is a conscious choice, a chosen surrender, a psychic state achievable through
geography” (6).

In my practice I explore the physical awareness of space through issues of
geography and psychology, public and private, and the way that these markers effect
the body. The work presented in the exhibition is from “Mapping Collected Memory,”
an Amman-based project, which records the city through residents’ narratives
and methods of navigation. The 1images and installations address 1issues of
fragmentation, presented as formal and conceptual considerations in photog-
raphy, as the boundaries between public space and psychic reconstruction. The
project began as an investigation of markers and landmarks in the city, which
recently implemented street numbers and names. Through informal, guided city
tours, hand drawn maps, and getting lost, I learned how to navigate the city
using mnemonic ailds. These alids were “urban cairns,” public monuments, and
points of interest that were part of the lexicon of the city. In this sense,
memory functions by traversing the city in a newly reconfigured space, as a body
within a body, from corporeal presence to corporeal property.
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RAMI DARER

*with the Urban Design and Urban Regeneration at the German Jordanian Univer-
sity

Postcards, Stamps, and Steps, 2010
Series of twelve 2-sided billboards 180x120 cm
Bus Tour of locations, Friday December 3rd at 2pm

This urban art manifestation is about “simple” stuff, 1t 1s about politics
of place with a small “p,” it is about a dialogue about place and in
place; about people and for people. It offers another reading of the City
(Amman) that transcends temporal boundaries and oscillates between previous
and contemporary spatial and cultural transformations. The use of Postcards
is grounded in the need to narrate temporal depth of this City through urban
art where urban art becomes a narrator and the postcards become the media of
narration provoking a dialogue across generations 1in place and about place.
The use of the Stamps is grounded in the need to authenticate the messages
about a particular place from one generation to another. The use of the
Steps serves as spatial stitching of the City together. The various locations
where the postcards will be located and the steps represent another layer
of stitching the city together symbolically and physically.

This manifestation 1s supposed to provoke the inquisitive flaneur 1n soclety
to walk, explore, and understand the City beyond the familiar in time and
in place. This manifestation sends critical message to the one-
dimensional / non-oppositional society to provoke a different level of
consclousness about their City focusing on spatial and cultural transforma-
tions taking place through time.

Stamps: temporal depth and messages about a particular place from one generation
to another/stamps as a seal of authenticity for the messages from previous
generation / a dialogue in place and about place.

Postcards: narrating temporal depth of a particular place My City Amman
through urban art / urban art as narrator & postcards as media of narration
/ postcards (the media of narration) provoke a dialogue across generations

in place and about place.

Steps: Special Stitching of the city together / the various locations and
the steps represent another layer of stitching the city together / 1if the
dialogue across generation in place and about place would lead to a
symbolic Social stitching of the City together; then the selected locations
for the postcard would hopefully 1lead to a Physical stitching of the dif-
ferent parts of the city.

1. Political Salons and an Active Public Sphere

2. The City of Many Hats

3. Neighborhood of Mosaics (Tolerance and Co-existence)

4. The End of an Ordinary Street

5. Economy, Humility & Elegance of the Early Ammani Houses
6. Markers in the Landscape

7. Narratives of Modernity & Resistance

8. Philanthropy of an Early Ammani

9. Forgotten Ideologies “Rejecting Foreign Domination”

10. Spatial Displacement of Neo-liberalism I

11. Messages of Neoliberalism to the One-Dimensional Society
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DIALOGUE

Luis Berrios-Negrén’s *Immediate Archeologies III* was not shown in the exhibition. Given his thoughts
on the absence of public space, Luis wanted the work to be shown within his production spaces -
Makan, the Savage Studio, or not at all. Due to the nature of the exhibition, being of Public Art
and process, both Juliana and Luis agreednot to display the work then, but to present it as public
speech, in the form of images and the following discussion.The following is a dialogue edited from a
conversation with Luis Berrios-Negrén, Juliana Irene Smith, and Tom Bogaert dealing with differences
of opinion that arose when trying to exhibit this work, defining the curator/artist relationship, and
other related issues.

Tom Bogaert: My experience and academic background encompasses law, mathematics, philosophy and art.
I have not read initial invitations or curatorial statements. There is no parallel diplomacy going
on. I'm merely trying to establish conclusions by deduction from mutual chosen axioms and definitions.
That said, where does a curator find her/his artists? Why does an artist accept an invitation from a
curator? For me this is part of a demystification process. Simple questions that are about archeology,
unearthing things. Question for Juliana - you wrote that you are an artist first. Why did you want to
curate this show? Why did you invite Luis?

Juliana Irene Smith: Firstly, because I love Makan and everything it stands for. Founded by a group
of women who are interested in alternative approaches to what an art space 1is; yet being
approachable to their audiences in Amman. It is one of the few “off-spaces” in Jordan. The context
of how one curates and runs an art space in my opinion must also be considerate of the viewer,
especially in my case as an “outsider”.

When I found out that Ola, the founder of the space was going to do her Masters in San Francisco, my
birthplace and home, well it was exciting to talk about how we were trading places. Although I am
based in Ramallah I spend a decent amount of time in Amman and it was the first place I landed in the
Middle East. In fact Ola’s house was the first place and first night I spent in the Middle East. To
me there was a kind of kinship... the world is small. This is also seen in art practice, the world
getting smaller and smaller. So Ola and I began to discuss our viewpoints of each other’s cities, I began
to read books on Amman and opened my eyes a bit wider. I was surprised, yet then realized again, the
audience and where I was... I wanted to do a sculptural exhibition, and since my background is in
public art, I thought this would be the perfect challenge for myself. How can I make a contemporary,
mostly dimensional public art exhibition loaded in theory yet completely tangible approachable and
non-condescending to the public / audience. Failure is justified as long as there is energy and attempt.
Utopian Airport Lounge was an idea, a metaphor an artistic gesture and then I did my homework.

I met Luis in Berlin. Inviting him was personal. For me everything is personal. I was on his mailing
list and liked the theory and the structuralism of the works, the space and how it was used. I choose
artists for this show, except for Regina Mamou and Basim Magdy based on work that deals with sculpture
and architecture. Four of the artists have a background in architecture including Luis.

Tom: Question for Luis - why did you accept Juliana’s invitation to be part of the UAL show?

Luis Berrios-Negron: Knowing Juliana definitely made it a quick process as I knew her and a bit about
her work background (at the time, not her work in Palestine). But I believe I would have reacted
identically, as I have done before, would it had been an unknown person making the invitation; I mean
the initial intrigue of Amman, Makan, and in-situ framework. Personal factors did not play a role at
all, if anything made me skeptical, due to the complications working with friends often brings, and,
as I am not curious about the personal in art production. The invitation was enticing, going to Am-
man, which I had never been, knowing Jordan’s structural role in geopolitics, and that strengthened
by the title she had created for the exhibition, The Utopian Airport Lounge. As an architect and as
an artist, both my interests in the loaded notions of public space in the context of utopia and the
contemporary state symbol of ‘airport’ seemed definitely compelling. That was certainly intensified with
the notion of producing work in-situ as a short residency as I like working under such conditions,
the challenge, and the risk. Ultimately, and to all due credit to Juliana, both for that statement
and Makan; it all seemed the ideal context, and support structure.

Juliana: I think Luis and I really disagree about the personal in art production. I find the personal
a way of connecting, collaborating, instigating, whether it be with the artist and viewer, artists
amongst each other or artist and curator. I sometimes work with people I know and sometimes complete
strangers, but I enjoy the personal, although I know sometimes it works and sometimes it does not. I
too, like Luis, like intense residencies and working within restricted timeframes and in new situations.

Tom: Another question for Luis - What is your definition of the role of curator?



Luis: I am skeptical about the contemporary role of the curator. During our earlier emails, where
Juliana and I were very divided, I tried to explain my concerns specifically about that definition,
and in relationship to the artist, not just in a vacuum. And I say that because I firmly believe you
can’t talk about the curator in a vacuum, because to me the curator is by definition a mediator. And
to work with that definition, one must discuss the difference between exhibition and representation.
I feel that the niche that curators have been carving out is on one hand, terribly productive, and on
the other terribly misguided. The need to serve the capitalization of the art market has deformed the
mission of the curator into yet another power structure that in the end weakens the very resource they
work with which is the authorship, or more clearly, the compositional integrity of the work of art.
I think this skepticism is in the air, and is therefore I believe the reason why self-organization
in exhibition and collective practice are on the horizon, steadily.

Tom: another question for Juliana - you talked about ‘artistic gesture’ in the context of making an
exhibition. To what extent do you see your (Utopian Airport Lounge and maybe other) curatorial work
as an extension of your work as an artist?

[Just a thought: this image is stuck in my head. When I saw you installing the documentation part
of the show at Makan, you were in some kind of trance, nervous, excited what not - I think you
were painting with the material, sculpting maybe, collage’ing.. you were definitely making something,
producing art?]

Juliana: It’s funny that I always want to use the word “trust”... because it is so “intuitive” and not
“intellectual”.... but so perhaps it is intuitive and trust. I respect the artists enough to not ask
for a work that is already made (well, in this case)... I trust them enough to make a work using their

own method approach, yet appropriate to the context of the exhibition. I asked the artists in this
exhibition to make the work they wanted in the “public” space and then trust me to use their process
materials to install the exhibition. It is in some ways a gut intuition. I had an idea in my head of
how Makan would look and drew sketches. I did not measure things, but used my eyes and tried to make
it visually approachable. This exhibition was loaded with theory and layers, within the curatorial
statement as well as the individual works. And although “process” exhibitions are nothing new in the
Western context - it is still new here. There needed to be continuity and flow to the visual language
of the process because the content varied widely.

Tom: Luis you wrote in a recent essay - “I believe that the fundamental directive, and strength,
of a curator, is representation. By stating this, I am of course implying that curatorial action
itself is unavoidably representational. That is, that the authorship and pre-sensation of the work
belongs to the author of the work exhibited, an architect in this case, and that the curator deals
inevitably with translating a dialogue with the subject and his or her authorship, whether alive or
postmortem.”

Could one therefore state that it was Juliana’s curatorial concept to (merely) present the “public
space art work” (made by the artists in total freedom) in the public space and represent (model) the
process materials in an exhibition context at Makan?

Luis: When I speak of curatorship, I am speaking about a devoted exercise, where that person
understands that the artist is, as referenced by Anton Vidokle, ‘sovereign’. The compositional
integrity of an artwork is paramount and a curator must be skilled enough to be able to take that mat-
ter and situate it, not model it, in a manner that most accurately projects the intent of the artist,
of the artwork.

My definition of self-organization in regards to the curatorial is based more on Marion von Osten’s
position, where the distribution of all those processes rests on the shoulders of the participating
artists, without a singular curator, where someone or several, an initiator(s), director(s), or
producer (s) sets up an infrastructure that allows for that entire distribution to occur collectively,
as curatorship, canceling the possibility of interpretation, of overreach.

My work took a sculptural form that aimed at, yes, challenging that utopic, public aspect, the nature
of the proposed exhibition as far as the idea of architecture, public space, and public art were
concerned. A flying machine inspired by the private workspace provided by Makan, whose components were
built, produced, and or collected by local skilled workers and colleagues, in Amman, Madaba and the
Dead Sea. In the simplest terms, the visual aesthetic of the installation was deliberately disparate,
as a reflection of the desired heterogeneity. My proposed locations aimed to address my private spaces
of production as sites where the machine would medium a mental space as an amalgam of Auge’s ‘non-
place’, as an imaginary public space, like an airport, as a provocation to the quiet militarization
and neoliberalization of space in Amman.
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Street Beat by Lina Ejeilat

During 7iber’s residency at Makan Art Space, we became increasingly interested
in what art means to people outside of its regular circles. For over a year, the
website had been providing a regular comprehensive calendar of arts and culture
events in Amman, and encouraging people to submit their personal reviews and
reflections on such events.

During the debate that followed the “Utopian Airport Lounge” exhibition, one
of the questions asked was how many “new” people actually feel encouraged to
explore arts and culture events after finding out about them on the agenda.

It was then that I managed to articulate what was probably always on mind when
trying to give more exposure to arts and culture through media: that the idea
was not necessarily to immediately increase the audience of such events, but
to simply expose more people to what is going on in their city, to let this
knowledge slowly sink in and hopefully eventually change the way they view the
city.

When we did a “street beat” video asking people what public art means to them,
one of the common answers was “we don’t see it, it’s not part of our lives.”

The other thing we noticed while interviewing people for the video was that
the language we were using was somewhat alien and got interpreted differently
each time. When we translated “public art” into Arabic, some people understood
it to mean “general art”, so we had to explain again that it was “art in
public spaces”. Again, this meant different things to different people. Some
thought we were talking about street performances and dances, which they found
offensive to their religion. One man said he could barely handle seeing the way
women were dressed on the street, so public art was the last thing he needed.
Some took it to be public taste and things like beautiful buildings.

When we returned to Makan after that video tour downtown, it felt like returning
to a beautiful bubble at first. But then the more I thought about it, the more ques-
tions I found myself pondering: why does the word “bubble” come with negative
connotations? Would artists not be artists if they weren’t “crazy” or “living
in their own bubble”? How important is it to reach a broader audience and bring
art to “the public”? Should people recognize art when they see it? Does art have
a social responsibility? What role do we, as a citizen media platform, have to
play? And when we ask about “roles”, are we implying that there’s some kind of
righteous mission we’re out to achieve?

Perhaps the process of finding answers is more important than the answers them-
selves, in a way, like the Utopian Airport Lounge was more about the process
that the final output. Or perhaps the process is the output. Or... we’re over
intellectualizing and it’s really all much simpler than that.
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We want to ask you what you think of public art. Art in public spaces.
(Man behind juice stand) I have no business there.

Question: What does public art mean to you?

(Man on the street)Doesn’t mean anything to me

(Older man near Book kiosk) Public art is 1life

(worker) hesitates and searches for something to say)
Art? Means... I swear I don’t know what to say

(Older man near Book kiosk) Public art isn’t something you see. It’s public
taste.. when public taste is elevated public art is elevated.

(Young man on the street) For me, the noise of cars.. this is art to me. This
is what I get life from.. the sounds of car and people, when you travel abroad
the quietness kills you... at least that’s how it is for me.

Public art? What Does public art mean to us?

(Man in his sixties) I 1like classical art. I don’t believe in street art. I
don’t like it; public art. Theater, I care about Jordanian theater for example
because it’s close to my language. I am a fan of Egyptian theater. I like old
classical Arabic music (Tarab), new pop doesn’t interest me, art in public
spaces doesn’t interest me. I don’t like to listen to it.

(Why not?) Because it doesn’t suit my religion.

(Lady from Palestine:) Because where we live we don’t have it. We don’t have
this thing [art in public spaces]. We don’t have public art or anything. That’s
why we don’t know it. We like to go to see theater for example, but other than
that no.

(Older man) Here we don’t have it, honestly, it’s all just pulses but nothing
institutionalized.

(Woman in Ashrafiyyeh) It’s construction, development. Look at Abu Darwish
Mosque how 1t 1is.. whoever did it is an artist who did his job well. This 1is
considered art. Like pool [perhaps meant to say chess or dominos]

(Man at juice stand talking to his colleague): Nice? Nice for street guys like
you. What’s nice about it? (turns) Without public art we’re barely managing...
those women on the street. We’'re muslim people who do not accept this. On the
contrary, this is not progress, to me this 1is regression. People can’t put
bread on the table, you’'re asking about public art??

We’d like to ask you what you think of public art. Art in Public Space.

(Shakes his head) I have no business there
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Bios:

Curator:

Juliana Irene Smith (1977) is an artist and curator focusing on “human desperation”
and the “politics of belonging.” She has a BFA in Photography from Parsons School
of Design in New York and a Masters in Public Art from the University of Applied
Arts and Sciences in Lucerne, Switzerland. She did a semester during her Masters
at Witswatersrand University in Johannesburg. There she co-founded “Kazoo- it’s
a live art thing,” with Anthea Moys and had a premier event and exhibition at the
Premises Gallery. She also co-curated with Moys, the Armed Response exhibition for
the Goethe Institut in Johannesburg. Awards include, a residency at the Qattan
Foundation, Masters Grant in Arts and Design from IKEA, Language grant from the
Goethe Institute and a travel grant from Pro Helvetia. She has participated in three
Triangle Arts Workshops, Jordan, Lebanon and Palestine. She is fluent in German and
currently learning Arabic. She worked as the director’s assistant for Kunsthalle
Winterthur in Switzerland and was Salwa Mikdadi’s assistant for the Palestinian
collateral event for the 53rd Venice Biennale. She exhibited at the Central Swit-
zerland Annual Exhibition at the Museum of Art Lucerne, RIWAQ Biennale in Bir Zeit,
Palestine, Beneholz Space for Contemporary Art, Dienstgebaude Project Space, and K3
Project Space in Zurich and in the Young Swiss Artists exhibition, Why We Worry at
Gallery Supernova in Riga, Latvia. In 2010 she was selected to participate in the
Mobile Artistic Platform in India with Reloading Images. She will be participating in Art
Omi International Residency in 2011.She teaches photography and video at the UNRWA
vocational college in Ramallah and Curatorial Studies at Dar Annadwa in Bethlehem.

Artists:

Saba Innab is an artist and architect whose work 1is concerned with urbanism
and processes of space production and re-production in a critical discursive
understanding. The Palestinian- Jordanian artist was born in 1980 acquired a bachelor’s
degree in Architecture- Jordan University of Science and Technology in 2004. Her
architectural practice in Amman landed her recently in the Reconstruction project
of Nahr el Bared Camp in the North of Lebanon.

Basim Magdy was born in Assiut, Egypt in 1977 and currently lives and works as
an artist between Basel, Switzerland and Cairo. Magdy works with different media
including drawing, painting, animation, installation, sculpture, film, video,
sound and printed matter. He is particularly interested in exploring the space be-
tween fiction and reality and its contribution to the construction of historical
narratives and widely disseminated scientific knowledge. During the last 6 years he
has exhibited solo projects at such institutions as KOR, Kunsthalle Wien, Vienna;
Fondazione Teseco per 1’Arte, Pisa; Kunsthaus Baselland, Basel/Muttenz; Newman
Popiashvili Gallery, New York; Townhouse Gallery, Cairo; Okay Mountain, Austin and
Neue Kunsthalle St. Gallen, Switzerland among others. His work recently appeared
in biennials and group shows at Mass MOCA - Massachusetts Museum of Contemporary
Art, North Adams, MA; Institut Mathildenhohe, Darmstadt; 1st Biennial of Contemporary
Art D.O. ARK Underground, Sarajevo/Konjic, Bosnia and Herzegovina ; Kunsthalle
Wien, Vienna; Ateliers de Rennes Biennale d’art contemporain, Rennes; MUSAC -
Museo de Arte Contemporaneo de Castilla y Ledn; MARCO - Museo de Arte Contemporéneo,
Vigo; Centro Andaluz de Arte Contemporaneo (CAAC), Sevilla; Apexart, New York; Le
Fresnoy, Tourcoing; CaixaForum, Barcelona; Sala Rekalde, Bilbao; Zendai Museum of
Modern Art, Shanghail; Galerie SAW Gallery, Ottawa; and Art in General, New York.

Ben Washington is a London based Artist whose work is primarily concerned with the
understanding of 3 dimensional space. How we define the spaces we inhabit and how
the objects and architectures we use to accomplish this in turn define us. He is
currently represented by Galerie Dana Charkasi, based in Vienna, Austria. He has
shown work in numerous international exhibitions in countries including, Pakistan,
Palestine, Jordan, Cuba and America.



Luis Berrios-Negrdon (*1971, Puerto Rico) focuses on visual arts, material economies,
and mass customization, all through the lens of architecture. He holds a Master of
Architecture from the Massachusetts Institute of Technology, and Bachelor of Fine
Arts from the Parsons School of Design. While at Parsons and New York City, he was
teaching assistant to Jean Gardner, assistant editor/curator to Silvia Kolbowski,
and assistant to Larry Clark. While at MIT, he was teaching assistant to Joan
Jonas, Krzrystof Wodiczko, and Antoni Muntadas at the Visual Arts Program. He has
received various awards, including the Parsons-Kalil Award for Smart Design and
the MIT-Schnitzer Award for the VisualArts. Thereafter, he’s had solo and group
exhibitions, installations, residencies, workshops, awards, and architectural
design projects in over 10 countries. Luis lives in Berlin.

Dina Haddadin (1983) is an architect and a growing self-taught visual artist,
living and working in Jordan. Haddadin is a multidisciplinary artist working with
various techniques from traditional to experimental, multi-layered works conversing
the struggle over the right to the city and the right to be different in a land-
scape of transient urbanization, a study of places in transition and changing
geographies and its imagined places. Haddadin finished her B.A. in architecture
in 2006, and is practicing her profession at symbiosis designs 1td. In 2008 she
attended a number of courses at the School of Visual Arts in New York City, and
participated in a number of local and international exhibitions and workshops
since. She won international art awards at an early age from Egypt, China and
France. Her first solo exhibition ‘Transit’ was in March 2010. Haddadin’s works are
part of collections in Jordan, Dubai, Abu Dhabi, New York and London.

Regina Mamou 1is a Chicago-based visual artist working primarily 1in photography
and video. She received a 2009-2010 Fulbright Fellowship to Jordan, an MFA 1in
2007 from the School of the Art Institute of Chicago, and a BFA in 2005 from
Rhode Island School of Design. She has exhibited widely in the States and will be
featured 1in a 3-person video exhibition in Fall 2011. A recent curatorial project
includes an exhibition at Harvard’s Center for Government and International
Studies. Mamou’s latest body of work explores navigation and memory in urban en-
vironments set in the Middle East.

Rami Farouk Daher, Ph. D., M. Arch., B.Sc.born in Amman, Jordan on May 5, 1965,
is a practicing architect (heading his own firm: TURATH) and an academician
(currently working as an associate professor of Architecture at German Jordanian
University in Amman). Daher had also taught at the American University of Beirut’s
Department of Architecture & Design and at Jordan UN. of Science & Tech (hold-
ing position of Department Head between 2003-6). Daher is a heritage and urban
regeneration specialist interested in research related to politics and dynamics of
public space making and heritage conservation and urban regeneration. He holds
a Ph. D. in architecture (1995) from Texas A&M University, a Masters of archi-
tecture (1991) from the University of Minnesota, and a Bachelor of architecture
(1988) from the University of Jordan. Daher is also a recipient of a Certificate
in Historic Preservation (1995) from the College of Architecture at Texas A&M
University. Since 1999, Daher has been appointed as a faculty Fellow at the Center
for Heritage Conservation, College of Architecture, Texas A&M University. And
since 2002 Daher has been appointed as a Visiting Research Fellow at the Center
for Tourism and Cultural Change at Leeds Metropolitan University, UK. Daher was
awarded a Fulbright Visiting Scholar Fellowship. He served as a Research Associate
at the Center for Middle Eastern Studies at the University of California, Berkeley
(2001). 1In addition, Daher has been awarded (2002) an International Collaborative
Research Grant (ICRG) from the Program on the Middle East & North Africa (MENA)
of the Social Science Research Council (SSRC).
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Contributors:

Samah Hijawi is a cross-disciplinary visual artist working through video, performance,
and interventions, with a particular interest in participatory works in public
spaces. Some her latest works include ‘Narratives for Art History of Jordan’ 2010
‘Where Are the Arabs?’ 2009 ‘Arab Unity Chorale’2009 and ‘The Gas Car Project’2009.
Currently, her art practice focuses on art history in Jordan, particularly on the
influences of regional migration, as a result of war and occupation in Palestine
and Irag, on the development of art production in Jordan.

Raghda Butros: An urbanist, activist and community developer, Raghda Butros is
the founder of Hamzet Wasel, a diverse and inclusive community of Amman citizens
engaged in social activism and authentic relationship building across the city.

Lina Ejeilat 1s co-founder and editor-in-chief of 7iber.com. An electrical
engineer-turned-journalist, Lina got her MSc 1in Journalism and New Media from
Columbia University in New York City, and worked with different media outlets 1in
Amman, Jordan, where she grew up.

7iber is a Jordanian citizen media platform established in 2007 by a group of
bloggers, journalists, and community activists, with the aim of providing an
alternative space where people can share their stories and opinions and engage in
conversations around issues that matter to them. 7iber engages contributors and
readers online and offline, through storytelling meet ups that focus on writing,
photography, and other multimedia, and through street beats, public debates, and
workshops.

Tom Bogaert: Before dedicating his life to art, Belgian artist Tom Bogaert docu-
mented genocide and human rights abuses in Africa, Europe and Asia. He worked as
a lawyer for Amnesty International and the UN refugee agency. Bogaert stopped
practicing law in 2004 and participated in the Elizabeth Foundation Studio Center
in New York City. He had his first solo exhibition in NYC in 2008 with the legend-
ary Jack the Pelican Presents gallery and he has widely exhibited in Europe, the
Middle East and the US. Tom Bogaert’s work has been written about in publications
such as The New York Times, Al-Akhbar, JO-magazine, NY Arts Magazine, Baladna,
Artist for Artist and The Miami Herald. Tom Bogaert lives and works in Amman,
Jordan where he is working on ‘Impression, proche orient’ (IPO), an art project
referencing issues relevant to the contemporary Near East society including the
changes, politics, artistic identity and the new Arabs.

Rami Daher’s Urban Design Students: Adeen Ghaith, Aya Shaban, Ayah A. Fakhouri,
Balgis Al-Momani, Bara’ Al Assali, Farah Al-Atrash, Faten AlSarayrah, Faten Al
Twal, Hamza Zabalawi, Hamza Abu Hamdia, Haneen Almomani, Isra’ Aysarah, Lina Al
Salem, Manal Abu Shmais, Nafe Nafe, Nala Abu Taleb, Nizar Taha, Noor Al Faraj,
Nour E1 Qirem, Ramez Al Masannat, Rasha Aboodi, Rawan Haha, Razan Al- Hmoud, Rund
Hiyasat, Saif A. Haquz, Salma Abu Ghazaleh, Shadir Ottman, Wala’a Al-Qayam, and
Zeina Al Masri

SPECIAL THANKS

Ola Khalidi, Diala Khasawnih, Ahmad Ameen, Amin Musa, Muratbek Djumaliev, Rana
Muallem, Naheel AL-Mobaideen, Jamal Al Tabeah, Nuha Innab, Anees Maani, Eveline
Wuethrich, Magdy El-Gohary, Youmna Chlala, Rana Zeidan, Ibrahim Zaza and Orange
Red
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