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Lubaina Himid

Artist, curator and educator Lubaina Himid 
has carved a unique path in art by challenging 
the boundaries of painting and expanding its 
possibilities. Initially trained in theatre design and 
later in cultural history, Himid evinces a profound 
interest in the opera in her work and offers a fresh 
perspective on the historically male-dominated  
field of painting. Her work breathes life into 
imagined figures, animated in everyday objects 
such as carts, drawers and doors or in painted 
interiors and seascapes. These meticulously 
crafted scenes invite viewers into the hidden 
realms and existences of individuals overlooked by 
historical narratives. 

Himid’s work is widely considered a cornerstone  
of the British Black Movement. Spanning paintings, 
installations, exhibition making, sound and writing, 
her practice challenges the historical erasure of the 
African diaspora’s contributions. Her singular voice, 
a beacon in the British and international cultural 
landscape, posits new frames of artistic imagination.

Biography
-
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Magda Stawarska
For nearly two decades, the Polish-born UK-based 
artist Magda Stawarska has explored the threshold 
of memory, the sanctioned shape of history and 
the active experience of listening. Through sound 
and performance, moving image, photography, 
painting and printmaking, she unfolds overlooked 
and contested narratives of the past through her 
practice of ‘inner listening’. 

Stawarska’s distinct approach to artmaking often 
begins with explorations of cities. Traversing self-
directed routes, she has often been compared to a 
flâneur—moving freely through each site, cultivating 
a rhythmic score that reveals a densely layered 
urban topography. These situated scenes become 
the basis for a distinct form of language—one of 
conjured imaginaries. Stawarska and her carefully 
chosen collaborators unbuckle the seams of the 
aural landscape, using personal reflection and 
language to create installations that constellate 
active feelings.
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Introduction 
-
Plaited Time / Deep Water  
Omar Kholeif 

No person is your friend (or kin) who 
demands your silence or denies your right 
to grow.  
Alice Walker, In Search of Our Mothers’ Gardens

In the years of friendship, I see those I 
love in mosaic-like patterns, and me along 
with them. 
Bruce Boone, Century of Clouds 

To create today is to create dangerously. 
Any publication [or work of art] is an act, 
and that act exposes one to the passions of 
an age that forgives nothing. 
Albert Camus, Create Dangerously
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Two sets of images constantly occupy my 
imagination. The first is an animate representation 
of the sea—of waves, both calm and forceful, 
thrashing against land. The other is a conjured 
map that is annotated with the innumerable routes 
of fibre-optic cables. Placed on the ocean floor, 
these receptacles are now the primary vessels 
for human communication and connection. 
These two seemingly incongruent sets of mental 
imagery are linked by their tendency towards 
deception. The shimmer of blue created by light 
on the sea’s surface may appear soothing at first. 
In minutes, sometimes seconds, it may rapidly 
change shape and form, scooping one underfoot 
and into its depths. It is the riddle of the tide. In 
popular imagination, the ‘internet’ is perceived 
as being tethered to ‘the cloud’.  This is an act 
of linguistic seduction that obfuscates. Is it that 
the sky suggests a form of progress while the sea 
represents a form of antiquity? 

People have long used the trenchant waters that 
occupy more than 70 percent of the Earth to ship 
oil, automobiles, and livestock. The paths sketched 
out through the ocean have also served as the 
means to transport humans against their will— 
the enslaved, who for the most part of history have 
hailed from the African continent. Both human 
cruelty and development find their rejoinder in  
the sea. 

The exhibition, Plaited Time / Deep Water emerges 
from amalgamated questions and investigations 
related to the sea. Not just any sea, but the oceanic 
expanse that extends from Sharjah—from one gulf 
to another—across to Zanzibar and back again. 
The artists, Lubaina Himid and Magda Stawarska, 
have worked together on this exhibition for several 
years. They delineate passages—paths through 
pattern and textile, memory, and sound, negotiating 
representation and landscape in a place where 
the aesthetics of western modernity are but an 
errant footnote in the lives of its citizens. The 
exhibition’s title relates to the cumulative act of 
making, of creativity as a lived and necessary 
part of the human experience, one that demands 
intervals, frequent dialogue—both all-encompassing 
discussions and intimate tête-à-tête.

The discipline of collaboration in both practical and 
philosophical terms is seeded in trust. It is a faith of 
and by people in one another’s creative capacities, 
and the mutual belief that allows the other to 
bloom. With this spirit in mind, it is an extraordinary 
privilege to be presenting the first institutional solo 
exhibition of Lubaina Himid and Magda Stawarska’s 
collaborative practice. Their shared interest in each 
other’s work is the subject of nearly two decades 
of plaiting, weaving, and welding. Over the years of 
knowing them, I have come to bear witness to the 
ebb and flow of their thought forms, analysing how 
one’s theoretical concern can unravel and find new 
meaning in the hands of the other. Their artistic life 
is the subject of a synchronicity of feeling. Common 
projects do not emerge out of obligation, but rather 
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through incidental findings. Together they unspool 
stories through pictures and sounds, bringing to 
light residues that time often elides.  

Plaited Time / Deep Water unfolds in the galleries 
and courtyards of Al Mureijah Square much 
like a series of letters exchanged between two 
people, who, have generously invited us into their 
conversation. To pinpoint when the show was 
seeded is to traverse an expanse of innumerable 
convenings. It may have begun during a trans-
Atlantic Skype call with Lubaina Himid in 2017, a 
lunch of mezze in London circa 2020 or 2021, or 
perhaps during one of several studio visits when the 
artists were amidst the intense passion of making. 
Nevertheless, I am certain that the shape for this 
unique exhibition became clear to me on the 22nd 
of May 2021 at Yamamoto Keiko Rochaix gallery in 
East London. Himid had curated a new chapter in 
an ongoing exhibition, this time, entitled, Invisible 
Narratives!. Gavin Renshaw’s serene image of the 
sea on the catalogue’s cover served as a visual 
starting point for an abundant adventure. 

A painting by Stawarska, July Issue 1976, 2019, 
captivated me. Iron-clad doors offered portals 
into found pictures of a world that seemed 
simultaneously besieging, as it was inviting—
the tranquil sea making a casual appearance. 
Elsewhere in a darkened room, temporal order 
seemed to collapse. I was surrounded by things that 

felt like they didn’t quite belong—objects misplaced, 
displaced, replaced, and reified here, for a brief 
moment. Draped across beams were silkscreen 
print paintings by Stawarska.  Were these patterns 
of iron gates the embellished vestiges of objects 
to be used as shields for protection, as doors, as 
entry points? A large acrylic painting of a courtyard 
with abandoned chairs and a modest doorway 
beckoned. Lights flickered from the flash of iPhone 
cameras. I opened my eyes. There it was—the most 
beautiful, salvaged object that I had ever seen. 
Lost Door, 2021 by Lubaina Himid may have begun 
its life as a spatial divider in Himid’s home, but 
here, leaning tenderly against the wall, its intricate, 
recurring square-shaped pattern was both soothing 
and foxing to the eyes.

At the heart of this remnant is a fish, a very polite 
fish. One whose fins and gills are painted different 
colours. The fish’s expression is one of a calm 
weightlessness. Elsewhere on this door, a recurring 
motif appears—is it a flower, a jellyfish, a tentacular 
sun, a detail pulled from William Hogarth’s A Rake’s 
Progress 1732-34, or something else all-together? 
I studied each quadrant. I could hear birdsong, as 
one does in the morning while sitting next to an 
open window. I fixated on the edges, the traces of 
a vessel unbolted from its seams. The mental snap 
of the painted speed camera offered a realisation. 
This door was not entirely lost. Rather, it now 
served as a container of imagined worlds. Like 
many of the works within the exhibition, it comes 
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alive through the act of constant movement. From 
one home to another, across land and sea, north 
and south, east, and west, always leaning, never to 
become bolted or hemmed in again. 

Our conversations following this event were 
supported by a newfound understanding and 
a direction. The exhibition would become 
a collaboration that unfolds as a singular 
performance. Plaited Time / Deep Water is a 
dramatic work that is presented in three acts. 
Where it begins and ends, will at times be a 
decision that the visitor may choose. Flags usher 
one into an interior scenography of myriad an 
object, scent, and sound. The first act begins to 
reveal clues, an entry into the life or lives of our 
protagonists. The click of slide carousels pierces 
through scenes of Lubaina Himid’s journeys to and 
from Zanzibar, drawing one into Magda Stawarska’s 
distinctive practice of ‘inner listening’. The latter is 
a process of capturing aural topographies that are 
animated through the morphology of ‘felt’ language 
and memory. Like many of the works here, it is 
a psycho-geography developed from a particular 
person’s conjured feelings. 

Act two continues with Himid’s Feast Wagons 
(2015) that both ground and move us between 
interior and exterior spaces. Are we invited to play? 
Further afield we are summoned by a reconstituted 
readymade—a life-size boat: is this a relic from 

a shipwreck, or a living, breathing vessel for 
transport? Painted poems in English and Arabic 
appear and disappear in eyeshot through windows. 
From here one is led to the sea. In the L-shaped 
halls of Gallery 3, a salon-hang of Lubaina Himid’s 
paintings of boats comes to life. A limitless interplay 
of architecture and maritime motifs is revealed in 
dozens of paintings, many of which have rarely, if 
ever been seen. The final scene finds us resting 
across sloping benches inspired by ones found in 
English church yards. A carefully chosen grouping of 
Himid’s Plan B and Pool series paintings, created 
in St. Ives in the late 1990s are re-imagined in a 
collaboration with Stawarska—the libretto. 

Words of loss, exile, and possible freedom 
translated from Himid’s Plan B paintings become 
the starting point for an act of vocal expression. 
Text by Himid has been interpreted into the 
vernacular Egyptian Arabic common to the city of 
Alexandria—a language, like the city’s coastline 
that has been subject to constant appearance and 
disappearance. These words are voiced as per 
Himid’s paintings, as a two-hander in an 11-minute 
relay, where the timbre of the male voices finds 
new form in the translation. Each performer’s 
speech has taken a different shape, their voices 
differing from their usual tessitura. The comfort 
and discomfort of moving across one’s vocal range 
willingly or not, offers these performers new skins, 
which serves as one of the metaphors that arises 
from this meticulously crafted choreography. 



12 13

I hope that the result of this, our collective 
endeavour, flourishes into the world, leaving visitors 
with a sense of abundance. The privilege of working 
closely with Himid and Stawarska is the continuous 
walk towards new paths of discovery. The journey 
towards Plaited Time / Deep Water mirrors the flow 
of the exhibition. It was ushered through spaces 
and processes of discovery and newly rendered 
ways of experiencing the world. It all began with 
a piece of correspondence that led to enveloping 
encounters with the artists. In this passage of time, 
I have learned of many new things. I have come to 
re-consider how the epistolary form can become a 
seed for art, performance, music, and more. I have 
seen the colour wheels of the artists’ imaginations. 
Paints unfolded on tables long and wide, short, and 
low in pigments that were completely unfamiliar—
now I cannot imagine a life without them. Curiosity 
became all-consuming an obsession when 
presented with the viscosity of heavy-bodied paint. 
At the route of this investigation of paint, ink, and 
material forms has been the specificity of colour 
and its possibilities for fashioning new seats of 
visual culture—figures and abstractions becoming 
feelings of lives lived, lost, and recovered. 

In Summer 2023, I entered a print studio for the 
first time in a decade. Here, Magda Stawarska, the 
master printer, revealed the unrelenting physicality 
that cleaves paint and pattern to paper. In this 
expansive, looping time, we survived a pandemic, 
the loss of loved ones, and together discussed 

memories of a world past, and of dreams for a 
present that had yet to arrive. Together, we shared 
and read poetry—in private spaces and on stages. 
Audre Lorde, Ocean Vuong and Essex Hemphill’s 
words accompanied us. The three of us attended 
ceremonies, visited museums, each event was 
annotated offering context of the ways in which 
the duo look, listen, and look again. Visiting the 
Freud Museum in London with Magda Stawarska 
was particularly poignant, as we reflected on our 
collective status as individuals living diasporic 
lives. England—its countryside, its multiple coasts, 
its weather, its smells, even its concept of fine 
dining were to become topics of discussion. William 
Hogarth and Amy Sillman linger. Our affective 
synchrony, I sincerely hope has seeded and sown 
a new approach to collaboration that is shared 
here: A site of thinking together through multiple 
constellations of life in flux. 

Lubaina Himid and Magda Stawarska’s first major 
institutional show of their collaborative practice 
has been conceived in dialogue with the Sharjah’s 
changing light, architecture, and climate in mind. 
Plaited Time / Deep Water can be regarded as 
an assembly of etchings that build into an epic 
history painting. A congregation of collaborators 
who find confluence in movement, travel, and the 
prospective possibility of starting again. Like a 
treasured book of poetry, it is an exhibition to be 
experienced very slowly, then quickly, and slowly 
again. It is our gift to be savoured, to return to, or 
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to invoke Himid’s musical drawers exhibited in the 
first gallery. It is a performance that will fill the cup 
of silence with audible pops and skips. What more 
could one ask for. 

Plaited Time / Deep Water: An Itinerary by Dr 
Omar Kholeif 

Lubaina Himid, How Do You Spell Change? 2018 

Language has always played a fundamental part in 
Lubaina Himid’s art. After all, the very beginning of 
her professional career in the early 80s involved a 
fight for the British establishment to bear witness 
to Black women’s art, which resulted in exhibitions 
curated by Himid such as Black Woman Time Now 
in 1983 at Battersea Arts Centre and The Thin 
Black Line at the ICA in 1985, both in London. 
Himid was one of several women who helped 
nurture a language of and for looking. In her own 
art, words take on myriad form and meaning. They 
can be found in exhibition catalogues as letters to 
curators and friends, sometimes real, or are they 
imagined? In installations, such as Naming the 
Money (2004), words give voice to humans forced 
through passages via the triangular slave trade, 
having to code-switch for survival. In How Do You 
Spell Change? a series of painted poems have 
been re-imagined and installed to the scale and 
likeness of flags. Several of them rouse questions, 
many quickly become provocations. 

These flags are composed of detailed designs 
by Himid that emerge from 9 of her Kanga series 
works, which were realized in 2018. Kangas are an 
interwoven fabric of things—ideas, feelings, motifs 
that are often associated with textiles worn by East 
African women. As a point of entry for the exhibition, 
these situate us amidst a constellation of several 
imaginations. MaShulan, Himid’s grandmother joins 
us in our proceedings. The artist observes that 
MaShulan would relish each new patterned kanga 
dress bought for special communal celebrations. 
In Sharjah’s courtyard, we thus find ourselves 
in-conversation with MaShulan, as well as with 
Lubaina’s late mother, a former textile designer 
who was one of the artist’s greatest influences. 
The patterns here speak of many things—of the 
intertwining symbolism associated with specific 
locations, with race and class; of the illusion of 
simplicity and the complex construction of its 
patterning; of the cheerful and the celebratory. How 
Do You Spell Change? is an invitation. Across the 
expanse, another series of words beckon, but that’s 
for later. You can wait, can’t you? 

Lubaina Himid, Secret Study, 2023 

I remember the first time I made my way up the 
steps to Lubaina’s home studio. I was taken by a 
wondrous salon hang—an arrangement of things 
that was distinctly, well, Lubaina Himid. Prodding 
a little deeper, I came to realise that many objects 
in this study—paintings at times, were as small as 
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a matchbox. There were also notebooks, playing 
cards, newspaper clippings, to name but a few 
things, not necessarily created by Himid, but their 
configuration formed part of the artist’s inner world. 
The artist professed these things, which had rarely, 
if ever, left her home, to be akin to talismans that 
offer her comfort and creative inspiration. The 
personal archive before me evoked the stories 
found in house museums, perhaps a stark contrast 
to the British stately homes that inspired much of 
Himid’s early forays with her now iconic cut-outs. 
For this reason, and many more, I have asked the 
artist to recreate a part of it here. The privilege 
to live with these things is now ours, for a short 
time. Or is the prospect of being a part of another 
person’s inner world ever truly possible? 

Lubaina Himid and Magda Stawarska, Zanzibar, 
1999-2023 

In 1997, Lubaina Himid journeyed to Zanzibar 
where she was born. In 1998, the artist produced 
what would become nine paintings, each a diptych, 
reflecting a different aspect of her experience—
of conjured memory, and the ripple found in its 
echoes. One painting forms a tessellating pattern 
undone by the sea. Another marks rainfall—
streaming, a metaphor that links to another 
painting subtitled, ‘women’s tears that fill the 
ocean’. The subject here might be Himid’s own 
mother, who grieved the death of her husband, 
who died suddenly in Zanzibar in 1954. In this 

presentation, the 9 double-paintings are presented 
together in a multi-sensory installation conceived 
by one of Himid’s closest collaborators, Magda 
Stawarska. As you enter this scenography, rainfall 
fills one’s ears. Inch a little further inward, here, the 
smell of rosewater and cloves begin to meet the 
ebb and flow of the sea. We are standing amidst a 
palimpsest of feelings. Layer upon layer of sound 
unfolds, situating the spectator amidst an operatic 
score composed by Stawarska. In-between each 
breath, we come a little closer to bearing witness, 
of Lubaina Himid’s life. As time flows—the drama of 
life begins to bear semblance and to take hold of 
us. How long will you linger? 

Magda Stawarska, Lost and Found, 2023

Ida—the central character of Gertrude Stein’s novel 
of the same name, is restless and capacious. 
She is a traveller, a flaneuse, but also someone 
who enjoys the privilege of rest. The first third 
of this novel has been the subject of a previous 
collaboration between Stawarska and Himid. Here, 
Stawarska used this previous work as inspiration 
for a journey through Sharjah—traveling, wandering, 
and ‘getting lost’ as Ida herself would do. The city’s 
streets wrapped in fabric, its boats, its sea, its 
movements can barely keep pace with the artist’s 
moving body. Using a binaural microphone and 
a Go Pro Camera—a picture of a place appears. 
Deploying her signature process of ‘inner listening’, 
Stawarska invited local residents to examine her 
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soundscape without context or clue as to what 
they were hearing. They were invited to make 
annotations and responses. These evocations 
are looped into three interwoven projections of 
Sharjah’s urban tapestry. The gallery is silent, but 
for the click of the slide carousels, which stand in 
for Ida’s perpetual movement—constantly lost but 
found. The work is projected onto suspended rolls 
of silkscreen-printed Japanese paper—Patterns of 
Al-Andalus (2023). Can you hear the passing of 
time, yet?

Magda Stawarska, Patterns of Al-Andalus, 2023

Sharjah’s urban topography presents multiple forms 
of pattern. Fabric shops line the streets. Complex 
and familiar designs can often be found stretched 
out onto the walls of buildings and wrapped around 
city stalls by vendors. This multitude of references 
served as a starting point for Stawarska’s research 
in Sharjah. Here, she sought to trace the roots and 
routes of these various designs, found in textiles 
and on wallpaper. In these three-epic silkscreen-
printed works, Stawarska has overlaid dozens of 
patterns by hand onto Japanese paper. Draped 
across the gallery’s ceilings and walls, these 
prints evoke the historic tradition of Al-Andalus (or 
Andalucía) in southern Spain. Renowned for its 
confluence of aesthetic and architectural styles, 
from its patterned tiles, its arched buildings and 
historic mosques, Al-Andalus becomes a metaphor, 
one that binds together a popular imaginary—a 
shared Arab and European history, as well as the 

interleaving of countless cultural forms. Does Al-
Andalus summon memories for you?

Magda Stawarska, Found Boat, Lost Memory, 
2023

Found Boat, Lost Memory consists of three 
paintings based upon a series of photographs of 
a boat found by the artist in Sharjah. Shorn, but 
fractured; once dispossessed, it is ‘found’ in the 
aperture of Stawarska’s camera lens and again 
in its re-animation. So vast a ship, it took three 
constituent images to reveal its scope and scale—
or could it be that this is a composition of three 
different vessels? Found Boat, Lost Memory speaks 
to the unrelenting intensity of the sea. Specifically, 
nature’s force upon the human-made object: What 
are the traces, the remnants that it leaves behind? 
The archive of this relic may serve to temporarily 
solder the ruin of the past, but can the memories 
that it once encapsulated ever be recovered? 

Lubaina Himid, Our Kisses are Petals, 
(2018-2023)

These words speak to a love. The kind of love that is 
impossible to manifest because of extreme poverty. 
Drawn from the writing of the late Essex Hemphill 
and painted in Himid’s signature font—’Thorne 
Shaded’, Our Kisses are Petals serves as a rousing 
cry for words that can no longer be found in print. 
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How do we resuscitate them and the stories that 
they tell? Across the path, in Gallery 3, the words 
re-appear in Arabic. Can any translation do justice? 
Or do words live in the foil of our own imagination? 

Lubaina Himid, Feast Wagons (2015)

Across the coral walls and floor of Gallery 2 are 
Lubaina Himid’s Feast Wagons. The hand painted 
mobile vessels find their route in one of Himid’s 
collaborations with the artist Susan Walsh. The 
‘feast wagon’ series emerged around questions of 
mobility, urbanism, and circulation. These wagons 
have served as containers for the movement of 
goods such as vegetables and produce. Himid and 
Walsh were principally concerned with the back-
and-forth movement of personal belongings by 
itinerant groups such as the Roma people and the 
homeless. The wagons are equally linked to the 
visual history of women and Black slave servitude. 
Many of these were first presented in a group show 
at The Tetley gallery in Leeds. Are you daydreaming, 
or nightdreaming or moving through on a wagon of 
your own?

Lubaina Himid, Sharjah Carts (2023)

Continuing to evolve the exhibition’s relationship 
between the interior and exterior spaces of art, 
the presence of Sharjah Carts — barrows found on 
Himid’s initial site visit to Sharjah are combined 

with a cart reproduced from salvaged wood. They 
exist here as readymade invitations for audiences to 
engage in one of a series of workshops, where they 
may choose to paint, push, or wield these moving 
organs as they see fit. Will you take part?

Magda Stawarska, Lost Memory, Found Boat 
(2023)

In Lost Memory, Found Boat, Stawarska re-imagines 
her hand-painted triptych, Found Boat, Lost Memory 
into an epic, life-sized scale. Hovering from the edge 
of the building that flanks the courtyard between 
the galleries of Al Murejah Square’s Art Spaces, 
this image at once invokes the readymade as much 
as it subverts it. Each of Stawarska’s initial images 
take on different meaning as they are left hanging in 
the balance—suspended between the past and the 
present, flailing in the wind. Precarious and subject 
to the contortion of the elements, questions arise 
regarding the boat’s origin, and its onward direction. 
Lost Memory, Found Boat paves the way for the 
continuing journey of the exhibition as one enters 
Gallery 3. Will you, we, they, choose to enter? 

Lubaina Himid, Boat Paintings and Studies for 
Distance No Object (2001-2005)

Throughout her life, Himid has painted boats—of 
every formal and aesthetic configuration and 
description imaginable. One could assume this 
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to be a daily routine—whether that realisation 
is produced by hand or in the intimate crevices 
of the imagination. The rationale for this may 
be autobiographical, but you’ll have to return to 
Zanzibar to discern the answers for yourself. Himid 
has unearthed her personal archive, presenting 
paintings of boats in every contour and size, leading 
visitors on a journey across a sea that seduces the 
eye despite the likely danger ahead. Do you fear 
the sea? 

Lubaina Himid, Distance No Object (1998-2005)

Painted juxtapositions of buildings stand for 
what Himid has asserted to be an evocation of 
the ‘zones of safety and danger, of stillness and 
movement and of the living and the dead. They join 
together to mix memory with strategy.’ The unfolding 
pictures in this series mark Lubaina Himid’s own 
epic journey through time and memory, drawing 
corollaries through myriad references, from Noah’s 
Ark to the practice of museology. Stand back, what 
exists in the interstices of the image, what minor 
detail do you see? It isn’t so minor, after all, is it? 

Lubaina Himid, Dream Boats (2022/2023)

Commissioned for the 15th Sharjah Biennial, these 
backlit street signs were displayed atop various 
storefronts throughout the Emirate of Sharjah for 
the duration of 30th anniversary edition of the 
event. Some of these signs lived above heavily 

trafficked stores, selling nuts and soft drinks—one’s 
daily sustenance, others above the humdrum of 
textile workshops and the quiet of a bookshop. 
Three lived above abandoned storefronts, 
waiting for their new owners to arrive and take 
up residence. Moving between the expanse of 
the city—Himid’s signs would disappear and re-
appear within the urban fabric as lyrical proverbs 
for collective dreaming. What becomes of a dream 
when it moves across places?  

Lubaina Himid, Plan B (1999), Pool Series: Blue 
(1999), and Pool Series: Red (1999)

In 1997, Lubaina Himid began work on a series 
of paintings that were to be exhibited in Tate St. 
Ives. Initially, Himid worked out of a lifeguard’s 
hut, one that offered an untainted view of the 
spectral qualities of the sea, as well as the ‘roar 
of the waves and the wind’. This body of work finds 
partial root in Himid’s 1995 series Beach Huts. In 
the exhibition’s catalogue, Himid notes that during 
World War One, the sea of St. Ives could no longer 
be painted by its community of artists. The threat 
of looming danger, of potential planes overhead, 
turned these individuals to look inwards. A new 
genre of landscape painting was born. The four 
diptychs presented here from Plan B and the two 
paintings from the artist’s Pool series explore the 
relationship between proximity and distance and 
the potential threat that underscores each scene. 
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These empty rooms—architectures abandoned, or 
in waiting? These buildings become stages, which 
speak to an imposing threat that we cannot see. 
The possibility of reprieve is offered in Himid’s 
windows and nets—her robustly built design, and 
the possibility of turning inwards. In her Plan B 
paintings, hand painted text plays a crucial role. 
These words evoke personal and communal 
experiences of escape and exile, of conflict, and 
the possibility of salvation. Is this room a space  
of safety, or peril, how do you distinguish between 
the two? 

Magda Stawarska and Lubaina Himid, 
Plan B: A Libretto (2023)

Magda Stawarska and Lubaina Himid have invited 
a suite of collaborators to vision a libretto for Plan 
B. This newly commissioned 4-channel sound 

installation responds to Himid’s Plan B painting 
series in a purpose-built scenography and adapts 
Himid’s texts from four of her paintings into a 
vocalised form. Presented as a melodic two-hander, 
interspersed with the sounds of the thrashing 
sea from St. Ives, a new script takes form. Here, 
each painting has been translated and voiced 
into the Egyptian vernacular Arabic of the coastal 
city of Alexandria. Echoing the paintings’ sense of 
displacement, this once widely used dialect—much 
like Alexandria’s coastline—has been subject to 
multiple forms of appearance and disappearance. 
Here, one is invited to breath in and out with the 
ebb and flow of speech and water, to convene with 
the oceans that move at their own pace and tempo. 
Where will you travel next?
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Interview 
- 
Omar Kholeif, Lubaina Himid and Magda Stawarska
5 June 2023
5:46 pm 

Omar Kholeif: It is a beautiful sunny day; we are 
amidst the trees in Lubaina’s garden. 

Thank you for having me here. I know it’s a busy 
period. I’ve been inundating you with questions and 
notes. We will come back to my questions, existential 
in nature, but first, maybe we should start with when 
you met each other. Was it at UCLan [University of 
Central Lancashire]?

Magda Stawarska: Yes. It was. 

[Laughter].
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Lubaina Himid: Yes, it was. It was quite a long time ago. 
I can never remember when, because I was on another 
sort of plane. 

MS:  No. We met before. 

Oh.

MS: Well, I finished my BA in 2000. And probably the 
first time we really met was when I started working as a 
technician at the Fine Art department at UCLan. 

LH: Yeah. I’d say so. 

MS: So, early 2000s.

You were a technician, working with sound?

MS:  Well, I only started working with sound when 
I started my MA. I did my BA, started working as a 
technician at UCLan, and did my masters at Manchester. 

And your BA was in?

MS: Fine Art.

Was there an immediate sense of kinship? 

MS: Lubaina wanted to really support the print room. 
The first time we had a full conversation was when [she] 
invited me for a coffee and [she was] informing me about 
a planned strategy.

LH: I already had a plan... a strategic plan for keeping 
the print room open and making sure no one could ever 
close it. 

MS: So, we opened this print room as a lab for people 
from  
outside to come in, and lots of different things started  
happening. But also, Lubaina came and wanted to learn  
printmaking. We did our first print together—a shopping 
list, which was…

LH: 2005. The pink one. 

MS: And that continued. I also asked if I could put the 
work in your archive [Making Histories Visible], which at 
the time was in this small, terraced house opposite the 
city library. And it became a little exhibition space where 
people could experiment with work. I later asked, while 
pursuing my MA, if I could explore a work which was 
about language… how people feel depending on which 
language they use. The first time I did this, you came 
and said, ‘Well.’ [placing her hands on her waist]. I set it 
up over a weekend, and then my tutor, Mary Oliver, was 
coming to see you. You listened to it and said, ‘Actually, 
I just would like to say it’s quite interesting what you’re 
doing. Maybe we should have a conversation sometime.’ 
And we started talking about work. 

Lubaina, you were head of department at that point? 

LH: I was Head of Research. I was luckily never head of  
department. I would not have been very good at it. But 
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I was trying to get the whole Fine Art team to a place 
where we could deliver a respectable REF [Research 
Excellence Framework] output, because the rest of 
the university thought that artists/designers couldn’t 
possibly do that. So I was given the fantastic job of 
proving that we could. It took many years to get it to a 
good place. That was my job, really, to talk to members of 
staff daily, get together about 30 people and help them 
with their research projects. 

You came to UCLan before it was formally considered 
a university?

LH: Yeah. Preston Poly, I think it was then. 

What brought you to Preston Poly? And indeed, 
the northwest of England in the late 1980s? Was 
it the energy around what was being shown in the 
northwest at the time? 

LH: I came north because Jill Morgan had presented 
my show New Robes for MaShulan at the Rochdale Art 
Gallery, and I couldn’t find any work, except waitressing, 
in London. But I knew I could make shows of other 
people’s work and was convinced at that point that I 
was making great work myself. Jill asked me whether I 
would want to work with her at the gallery. So in 1988 
I came north, moved to Hebden Bridge, lived there for 
maybe two years and worked for her—I put on the Donald 
Rodney show, the Claudette Johnson show, a couple 
of other things. Then, because she knew lots of artists 
in the region, one of the artists she knew, David Alker, 
asked: did I want to teach? There was a place coming up 

to teach part-time,  
pre-degree students.

MS:  Foundation.

LH:  Foundation students, I suppose you called them in 
those days. I accepted. I was interested in that because 
curating meant I made less work of my own. I liked 
teaching because it was one day here and one day there. 
I thought I could see a student from the beginning of 
their time to the end of their experience and watch them 
develop. I left Rochdale Art Gallery, came to Preston, 
while still living in Hebden Bridge, but then eventually, 
after about six months, there was too much snow on the 
train line, and I moved here, 500 metres from the front 
door of the art school. It was convenient for being able 
to make work and teach at the same time because you 
didn’t have any commuting to do. 

But I didn’t come here because I thought the work up 
here was interesting, or what was going on up here was 
interesting. The places up here, like the Cornerhouse, 
were quite challenging, you know?  Bev Bytheway was 
running it. That whole Manchester scene is really hard 
work. Liverpool… I don’t think I knew so much [about] 
what was happening there, except at the Bluecoat. But 
with teaching, I realised I could talk to artists every day, 
young artists who didn’t even know they were artists, 
artists who were teachers, and make work at the same 
time. Every day was different. And I thought, ‘Yeah, I  
like this.’ 
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Throughout your career you maintained the practice 
of teaching. But also, throughout, the spirit of 
collaboration has been a core tenant—from working 
with Maud Sulter, Susan Walsh, and of course, 
Magda. You both bonded over the process of print. 
What was it about that process of printmaking that 
enabled each of you to find a common language? 

LH: I’ve always been obsessed with posters. I just love 
what they can do. My thinking about print was never 
the fine art print. It was much more the poster. I was 
defending the print room. But I’m famous in that print 
room for not knowing very much about print, so was 
having to defer to the experts when we were actually 
talking about it. I found somebody who was a silkscreen 
printer and Polish. Of course, in my mind, was the history 
of posters and the Polish print. I thought I could try to 
make that kind of work, this bold shape… At first, I didn’t 
understand the process at all. Magda had to explain. It 
was all harder than I [thought]. [Laughs.] 

What was your kind of a!nity from a disciplinary 
sense?

MS: What was interesting was to explore the different  
possibilities of making a print versus a painting. It is 
really fascinating how the painter approaches the print. 
At the time, I was making quite rigid, very graphic art 
prints. It was a very fine line in language, something 
which had to be really controlled. Working with Lubaina, 
I was encouraged to consider what it would mean to 
let the material do what it wants. I remember when you 
came with the design, and I said, ‘Well, now I’m giving 

you this transparency and you have to draw it again in 
the scale which you’re going to execute.’ And you were 
like, ‘Really? You want me to do it again?’. [Laughs.] We 
were doing the prints together, but at the same time, had 
lots of conversations about the work. Not necessarily 
about what we were making. Those conversations took 
us through to different genres—film, music and theatre. 

You are both multidisciplinary artists. You tackle 
an idea from multiple angles, but also using myriad 
references that don’t necessarily fit strictly within 
the so-called history of sanctioned art. Can you speak 
to that sense of urgency to work with forms that you 
did not perhaps originally practice? So, for instance, 
Lubaina, we are aware that you began with pursuing 
your love of theatre with a degree in theatre design. 

LH: I suppose I never fell out of love with the theatre. 
I never had quite the relationship with it that I 
thought I was going to have—me and British theatrical 
performance. But I never lost the desire to make 
work that was animated by people. Either by people 
experiencing it or people actually being in it. Like being 
in a theatre set or in a falsely constructed situation. To 
return to the poster, for instance, the poster is doing 
something. It’s not there to be admired. It’s not, ‘Oh, 
look at that lovely poster.’ It’s, ‘Oh, that’s on at such and 
such theatre. Shall we go?’ I am interested in that kind of 
action. I think that’s at the heart of everything.

Including the cut-outs?

LH: The very first time I came across the cut-out was in 
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a stately home, but also on the streets and in the cafés 
of Tangier where there were cut-outs outside of a café 
with a menu board on, displaying what tea or what meals 
are available. The first cut-outs that I really understood 
are those ones outside cafés. I made several for the 
outside of Tuttons, a famous restaurant in Covent 
Garden. They didn’t really stand up very well, in that they 
didn’t last very long. But that is how I became aware 
of the interaction between the thing you make and the 
people you’re talking to. I’m still very happy to look at 
other art or objects that are not doing that, but it’s that 
you look at the thing and then you go do something. So, 
you look at the poster, you go to the play. You look at the 
cut-out, you buy the egg and chips. That is the key to 
why I think collaboration is possible, and why multi- or 
interdisciplinary art is possible, because the essential 
aim is not simply the making of a piece or a beautiful 
thing to look at. 

Both of you collaborated on a show inspired by 
a figure who’s been of interest to Lubaina for a 
significant period—artist and satirist William Hogarth. 
You created a series of hand-painted prints of details. 
I’d like to know about the impulse behind this. 

MS: We talk a lot about painting. We talk about print. 
This project was the result of an increasing confidence 
that involved stretching both mediums. We wanted to 
make a set of prints which would entail a conversation 
between print and painting. Lubaina created a set 
of works on paper where some of the paintings were 
written words and others were patterns. And then we 
selected fragments of Hogarth. We were both intrigued 

by how that drawing, engraving, transfers onto paper, 
generating a three-dimensional situation even though 
the line in the printer is very sensitive. We examined how 
Hogarth had drawn on the printing plate and queried, 
what happens when you select a fragment and then 
enlarge the scale? Pushing that further, we wanted to 
explore how the fragments unfolded—different opacities 
forming on the painting. Things could disappear, or be 
obscured by painting, other details would emerge more 
prominently. We were so excited every time we printed. 
And throughout, we would not stop talking. The thrill of 
working with etching ink, through a screen is not too 
dissimilar to work in ceramics, you open the kiln, and 
there is always an element of surprise. 

The sensibility of the thrill, of chance, seems to be an 
intuitive part of your working process together, which 
has been ongoing for several years. And one of the 
things, Magda, that is become distinctively attributed 
to your work is the process of what you have dubbed 
‘inner listening’, which details your approach to 
sound. I’d like to talk about this in relation to a work 
we will be exhibiting in Sharjah called Zanzibar. But, 
maybe first you could give us a little bit of a brief 
preview of your concept of inner listening? 

MS: When I started recording sound, they were chiefly 
interviews for my research. When I began editing those 
responses, I found pleasure listening and working with 
different accents, different speech patterns. When 
recording environmental sounds, especially situations 
within the cities, I became interested [in] listening back 
and imagining the feelings, senses and places that the 
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sound evoked. When it’s taken out of context, it’s very 
different. Like a sea can sound like traffic and traffic can 
sound like the sea. If we’re putting ourselves into that 
sort of moment of deep listening, we can also project 
and hear things from our inner selves. During those early 
experiments, I asked people to listen to sounds which I’d 
recorded and edited and invited them to write  
a response. One early piece which Lubaina listened to 
was a recording from Manchester and then Istanbul. 

LH: Manchester first, yes.

MS: I give each person a tape or sound file and a little 
notebook, and they would handwrite things in it. When 
Lubaina engaged with the sounds of Istanbul for 
instance, she was reflecting on Blackpool, Zanzibar—
Istanbul being a city where she’d never been before. It 
is a process where you begin listening to yourself in a 
different way. 

And how is that process for you, Lubaina? 

LH: I think it’s incredibly significant, really, because the 
first recording, the Manchester one, she didn’t tell me [it] 
was Manchester. As I am listening to it, I can see it’s a 
city. I can see in my mind London and Euston Road and 
all sorts of different places in London that I knew. But it 
annoyed me; the sound annoyed me. It was irritating me. 
There were all sorts of mechanical beeping sounds. But 
also, coffee-clattering sounds that were just irritating and 
horrid. But I was making a place that wasn’t that place. I 
was making a whole other place, in my mind, of the place 
that I knew. When I was listening to the composition 

from the soundscapes of Istanbul, which I’d never been 
to, I couldn’t talk/conjure words about the heat or the 
streets or the colours of it. I know I could have looked 
up a guidebook and made it up, but I did what I was 
being asked to do. I listened to it incredibly intently and 
these other places were just there. And those, in a way, 
felt quite, not traumatic, but sort of very, very important 
places. You know, Blackpool is incredibly important. It’s 
a place of safety, a family place. And Zanzibar, which is a 
place of danger, a family place… were combined through 
listening to Istanbul. Of course, I was listening to what 
was happening on the streets because that’s where the 
recordings mostly were coming from. When I’m listening, 
all the time I am listening out for women. I can’t hear any. 
I know when they are there, but I can never hear them. A 
constant presence of men shouting troubled me. And the 
irksome sound of…

MS: The ferries? 

LH: Yeah. But the—

MS: The ticket checking, you know, with Istanbul cars.  
Beep-beep. Beep-beep.

LH: Yeah.

MS: But also, there was beeping from just crossing 
the road. And lots of announcements. I mean, it’s just 
sounds, once you get within the fabric of the city.

LH: I was always kind of agitated by these soundscape  
compositions that she would give me, because of where 
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they took me. They always took me to places I clearly 
hadn’t quite resolved my relationship with. I’m just 
absolutely astonished at how those compositions could 
do that.

That brings us to one of your most recent 
collaborations, Zanzibar. Here, there are nine 
diptychs that Lubaina created, starting in 1998 
after a trip to Zanzibar in 1997—paintings that the 
untrained eye or someone without context might 
think are tiles and geometries, and they are, but they 
really are motifs and references to a place, to a home 
that is not your home. That’s the place of danger 
that you refer to. They were shown independently 
for several years, but now they come to life in a 
new architectural form, situated in a kind of opera-
documentary; with eight-channel sound that runs for 
just over 37 minutes. It is a deeply personal work, but 
if I may suggest, it is also deeply personal to Magda 
in that not only were you generating a score of and 
from the inner life and world of someone you knew 
very well, but it was also produced during a period of 
grief in your own life. I would like you both to reflect 
on this work.

LH: One thing I need to say is that some of the texts 
that I was reading was a piece I had written many years 
ago, in 1998. But as Magda was thinking about how to 
develop this commission, she said to me, ‘I want more 
text on the shelves. I want more text on the clothes. I 
want more text on the rosewater.’ So, I wrote a lot of that 
text for this piece. And I think there are thoughts and 
words I never would have got written if she hadn’t turned 

around and said, ‘I need some more.’ 

There’s an ability Magda has to pull things out of you 
like no one else.

LH: She was just teasing it out of me. She said, ‘Well, you 
can start with, you know, what’s sort of there already. 
Then, you know, there’s more to this.’ 

MS: Because not every object in the paintings had 
accompanying text. And I felt they could be animated 
perhaps.

Looking at the work and being in it, one doesn’t 
necessarily know which object you’re looking at at 
any given time. Excuse the melancholic metaphor, 
but it’s a work that you can really drown in. Magda, 
how did you arrive at the  
composition as it were?

MS: This piece is the result of many, many conversations 
about various topics. Observing how Lubaina works in 
the studio, and having conversations [about] how she 
works in the studio. There are different sides to the 
process; there are the objects [represented opaquely 
in the paintings]. They elicit a memory of a place. Here, 
I was interested in how Lubaina’s memory of a place 
could be passed from one person to another in an 
object because those referenced objects belonged to 
Lubaina’s mum. The time was also essential. There are 
different time capsules in the work, presented either 
through archival radio music, through the travel book of 
Zanzibar, which takes us back to [the] 1950s to consider 
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how the place is described, and what has changed. 
Then the central consideration is how the piece flows. It 
[manifests in] how I think Lubaina is in the studio. Here, 
I’m referring to what she and her mother were listening 
to growing up and the things she told me. She talked 
about radio programmes that she remembered hearing 
growing up, and so we identified exactly which ones. 
But then, there is also the music and how all that sound 
in the studio has this special role of distracting and 
focusing the person. I have observed this over years, 
having a studio next to Lubaina. 

I think you’re discussing what it means to 
choreograph in space and time; to synchronise the 
tempo of how a person is embodied somehow. 

MS: I want for the person who goes into the space of 
the work to feel really privileged to enter a space, the 
headspace of somebody, a person; to consider how a 
person’s memories flow in and out of time; to consider 
what those memories represent. It was great fun 
doing this, especially selecting the archival material. 
We went to the British Sound Library and requested 
several programmes to listen to. What is the title of the 
programme? 

LH: It’s Saturday Review, and then the section within it is 
called Building a Library.  

MS: Yes. Lubaina had a particular memory of listening to 
this show, and how it used to make her cross. Somehow, 
a programme which makes you cross, you’ll listen to. It 
tells you something about a person.

[Laughter].

It also locates you.  When that radio presenter’s voice 
comes in, at times he can seem so pompous, but also 
so mean! 

MS: Yes. He’s extremely critical. This programme 
has changed quite dramatically. One notices that the 
presenter can be sarcastic and cynical, potentially 
prejudicial, but also incredibly creative with language. 
This made it quite humorous, especially with the bits 
that we picked out. And of course, there are a few 
moments of sadness. We have few moments with, ‘This 
is really funny,’ and then we enter, Rosenkavalier, one of 
Lubaina’s favourite operas. 

LH: Yes.

MS: The humour—although it’s not in the foreground— 
I suppose, is a coping strategy. 

LH: Yes. 

Lubaina, speaking of opera, in the past, you’ve 
intimated that there is something about the 
hyperbolic feeling, that heightened sense of emotion, 
that’s true to all of us, that it reflects a kind of life, 
and it’s only in spaces like in opera that we bear 
witness to that. You once told me that your art is 
concerned with what exists between a question and 
an answer. In a way, the stage becomes set for the  
spectator, whether it’s a single piece or whether 
it’s a work in a choreographed experience, to allow 
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that single person or people to become actors in the 
show. Would that be fair to say? 

LH: Yes. I think it would. What is quite particular and  
astonishing is that if we’re talking about this work, 
Zanzibar, then what Magda has composed is the staging. 
You get the stage. You even get the clothes. There’s 
talk about clothes, many kinds of clothes are discussed 
throughout. We hear of what the singers are wearing or 
what you should wear on a warm day or a warm evening 
or a wet afternoon or whatever it is in Zanzibar. So, 
there’s costume. These offer signals. There are signals, 
for instance, between what you have decided to put 
on this morning to come to see us, what we decided 
to put on to relate to each other and what we decide 
to put on because you were coming to see us. There’s 
place, because, of course, we’re talking about the 
place, Zanzibar, here in England, but also the place of 
yesterday, the place of today,the place inside, the  
place outside. 

There is a lot that can only happen in the opera—things  
happening at the same time. The opera allows the 
protagonist to say several different things at once. And 
the orchestra is also doing it, saying it and thinking it and 
feeling it. You’re doing it. In an opera, you’re speaking 
what you feel, whereas, in a play, you can’t speak what 
you feel, especially when the person you feel about is in 
the room. You can’t do it. That’s what that sound work 
does for me. It does the best things an opera does. It’s 
about being able to walk through it, be in it. It’s not about 
sitting in a seat, watching it or having it fed to you. You 
have to go and cook it, you know? You’re in it. 

It’s like a reconstitution of the very beginning of your  
career and your background in set design. Your 
practice is collaborative. Naming the Money, one 
of your most significant works from 2004, has 100 
cut-outs of individuals who came to Britain due to 
the triangular slave trade. As I understand, this work 
changed due to Magda’s intervention several  
years later?  

LH: There are two things that I want to say. The first is 
about Zanzibar, which is that this feels like the first [time] 
ever that anyone’s listening to me. Actually listening to 
how I felt. 

In your life?

LH: Yes. No one’s ever really listened in that way. It is the 
result of a practice of listening. One can tell that actual 
listening has occurred because of the juxtapositions 
and the composition of it. If one were merely recording a 
documentary, then it would just be linear. But because of 
Magda’s juxtapositions, one is invited to feel how I felt. 

You and Magda have collaborated closely for some 
time. At the New Museum, you collaborated on Old 
Boat, New Money; for the Government Art Collection 
on Old Boat, New Weather; or on a re-visioning of 
Hogarth in Alla Prima/Cross Hatch, shown at Cristea 
Roberts Gallery. It’s particularly unique how you both 
come alive when working in the same room together.  

LH: We’re back to a conversation about Hogarth. 
I start every brightly coloured painting thinking what I 
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really want is to do this in subtle shades of northern 
European grey. In Alla Prima/Cross Hatch, I was able 
to bear witness to somebody who understands all that 
tonality, opacity and viscosity of colour, which I don’t. 
It’s too complicated for me. I wanted to layer. The same 
is true with Magda’s intervention in Naming the Money. 
I had made the work in a clunky way in 2004—the only 
way I knew. From 2005, I had begun to understand how 
Magda made work and what it did. So, it wasn’t just a 
question of remastering the sound component of the 
2004 installation. Here was somebody who understood 
what it is I was trying to achieve with that piece. The 
words accompanying the cut-outs were one thing, the 
libretto. And all these other people’s music was the 
score. I wanted to integrate the libretto into the score, 
but I didn’t know how to do that. 

MS: I said, ‘You need to read the texts again!’

LH: 100 texts.

MS: 100 texts.

LH: All over again. 

LH: I’m like, ‘You’re kidding. You are absolutely kidding. 
No. I can’t do it.’ It wasn’t good enough. I thought, there 
is no way I’m doing this more than once. So, I read 
every single one of those 100 texts. Then, what you did 
was take the music that was there and re-record, but 
this time, because of where Magda chose to place the 
phrasing of what I was saying, she managed to get it  
so that it was embedded in the song or embedded in  
the music. 

MS: Agreed.

Magda, layering is such a big part of your practice. 
As a master printmaker, a photographer, a maker 
of pattern, as a sound and video artist, your work is 
very much about convening around a palimpsest-like 
object. In the context of this exhibition, you’ve both 
chosen different approaches.

LH: I’m trying to do something that’s probably not 
possible, which is to see whether people who have 
always lived here and people who came from somewhere 
else, to see whether being in that inner life in Sharjah 
changes the experiences of being in outer Sharjah. So, 
much of the place and space of the show is also a very 
much inside/outside space… walking through the streets 
of Zanzibar as well as standing on the shore of Zanzibar 
or having it in your heart. Magda can talk about the 
piece I did…looking at the sea from the Sharjah corniche. 
And then the carts are a kind of outside thing for carrying 
goods from A to B, but also for inner lives, either people’s 
work or people’s most precious possessions. Boats 
have this other temporality. Whether they go out on the 
ocean or you’re inside this vessel, that’s an inner and 
an outer world. Then, the Plan B paintings are about 
not being able to tell the difference between safety and 
danger. I want this show to keep doing that to you. So, 
you’re inside your head, inside your heart, outside this 
building, inside this building. And, of course, the galleries 
themselves are very maze-like. You’re in a building and 
then you’re out in the courtyard, then you’re inhabiting 
inner buildings, like courtyards and homes and houses. 
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MS:  My experience was to begin to allow myself to 
get lost in the place. I was doing two different things 
throughout my residency in Sharjah. I was recording 
sounds, often in places that were busier in the evening, 
and I was capturing images when places were empty, to 
try to avoid being…

Disruptive, or disrupted.

MS: Disruptive, yes. That let me focus a bit more on the 
structure of the place and architecture. But also, it was  
interesting to see the traces of the activities taking place 
in the city. An example being in the market when it was 
closed. All the different objects in the stalls are wrapped 
with fabrics and ropes. The place is empty but there 
is that sort of fabulous thing of covering something. 
But at the same time the traces of the activities which 
reveal the role of the place. It can be read in completely 
different ways, at different times of day—how different 
resources can be used. Could it be that these fabrics 
had maybe lost their original purpose, were they perhaps 
unsold fabrics, or carpets which were not used as 
carpets anymore? 

You also experienced it in this very unusual time. 

MS: Yes.

You first came in amidst a flurry of international 
visitors, right? 

MS: Mm.

And then you came again at a moment of incredible  
business because it was like the last day of 
Ramadan.

MS: Yeah.

And everyone was out in the streets. And then gone,  
disappeared, because it’s Eid. And then back in the  
streets again. 

MS: I noticed that on Friday morning, there was a 
moment of anticipation. We’re going to open soon. We’re 
not opening yet. Everything’s shut. Everything is waiting. 
And, I don’t think I have experienced that before. I’m 
interested being from ‘somewhere else’ [in] how a place 
is read by people from somewhere else as well. And 
that is why the artwork with the three-slide carousel 
projectors is accompanied by text authored by someone 
who lives in Sharjah but who is from somewhere else too. 
This allows one to engage the different subtleties of a 
place or a city, compared to somebody who lives all their 
life in one place. 

When I first invited you both to engage with the 
context of Sharjah, you were working on the Blue Grid 
Test. Can you mention how that work came about? 
It felt entirely collaborative, and I wanted to capture 
some of that energy here. 

LH: Well, it absolutely is. I mean, that is the most 
collaborative collaboration of all of them because it was 
developed simultaneously. It was nothing and then it 
was something, once we invented it. WIELS in Brussels 
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wanted something to be in a show called Risquons-Tout. 
And I wanted us to do something together. It started with 
a conversation about what each of us understood about 
music. We tried to find out from each other what we each 
understood about the language of music. And we found, 
as we often do when we’re talking about plants, that we 
know quite a lot, but either we don’t know the terms or 
we don’t know them in the formal way. 

MS: But feel it more intuitively because of that fact. 

But how did it get from music to the colour blue?

MS: I knew I wanted a blue line. I am not sure if [Edward] 
Krasiński (1925–2004) was any inspiration.

LH: Could be.

MS: Subconsciously.

LH: Yes.  

MS: You know, the Polish artist. He did the blue line in 
the studio.

LH: Tape.

MS: Yeah. Sort of like the length of Scotch tape.

LH: We spent time in his studio.

MS: We went to see his studio in Warsaw, [we were] 
taken there by one of the curators and—

LH: So, it was there, but it wasn’t at the front of my brain.

MS: Lubaina said, ‘Well, I would like a pattern.’ Paint 
patterns which would relate to different music from 
different places and patterns maybe. Patterns from all 
over the world. 

LH: Japanese patterns.

MS: We sought to think about patterns and different 
music.  
We also tried to be quite analytical about it. It became so  
complicated. We had to stop ourselves. 

How did you choose the objects? 

LH: We agreed it would be 25 metres long. And I would 
paint on zinc, as I did with the metal handkerchiefs 
series. Then, two things happened. The ordering of the 
zinc, not by me but by the technical head, took a long 
time, and also we were on the verge of a pandemic and 
there was no getting ahold of it.  

MS: We were in lockdown when we started working on 
it in earnest. So then I thought, ‘If I don’t get this thing, 
then I will just start painting on the things which I have.’ 
And then I went, ‘Lubaina, this is a really great idea. Of 
course, you should paint on things that you have. I think 
it will be much better than painting on the zinc.’

LH: I’m like, ‘Oh, really?’

MS: The whole thing was about the memory of the 
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colour.  We’re talking about different patterns, but there 
is the music, da-da-da. But it’s about [the] associations 
of the colour blue. 

LH: It’s the colour of my auntie’s kitchen. 

MS: Baby blue. And then Doris Day. The baby blue is  
specifically related to Aunt Betty’s—retro flavours 
for modern life. We settled on blue as it can be very 
soothing, calming. 

But also, melancholic?

MS: There is sadness in melancholy, but there is 
something calm. You know, it’s not anger. 

Melancholy is about peaceful sadness, a resolve, but 
it can also be a depression.

MS: Yes.

It is interesting because a lot of the material that you 
play with can be dichotomous. It can soothe as it can 
cause discomfort. 

MS: Agreed.

LH: Yes. 

Now for the quickfire round. What is your favourite 
work of art?

LH: Oh, just so many.

LH: I think it’s that Bridget Riley, Early Morning from 
1968. I think looking at that I understood that paint 
could pull you in and push you out simultaneously. I know 
it’s not what one might expect.

MS: I’ll say The Double Life of Veronique by Kieślowski 
(1990/1991).

Name one exhibition anywhere in the world that 
affected you intimately or deeply because it did 
something unusual to you. 

MS: I’m going to say it first because it would be 
Lubaina’s [eponymous] exhibition at Tate [2021–2022]. 

LH: Do you know, I think—and this is quite annoying—they 
merge slightly because there’s one in New Zealand, one 
in New York, but I think actually it was a Matisse show at 
the Hayward, maybe the first show at the Hayward ever. 

The one in 1968?

LH: There was something about it that was moving. It has  
probably a lot to do with the Hayward itself and how it’s  
configured. I’m not sure if I’d ever been in gallery like that 
because I don’t know when it was, but I was a teenager. 
It was just the place to experience those paintings.  

Because what year would that have been? 

LH: It was when my stepfather was alive, so 
before 1976. 
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This is the first time you’ve mentioned your stepfather 
to me, do you know that? I had to read about it, you 
had a stepfather who was Austrian.

 LH: Yeah. Jewish and Austrian. 

I have a question for Lubaina. While you were a 
director of the Elbow Room and teaching at what is 
now UCLan, you were also pursuing a doctoral thesis 
at the University of East Anglia. What happened to 
the PhD? 

LH: Ah, well, it was about Betye Saar.

[Gasps]. That’s why you went to see her in Los 
Angeles?

LH: Yeah. I cannot remember the date. What did you say 
it was? 1980 something? 

Between 1986 and 1990.

LH: And I was doing it with Jane Beckett at East Anglia. 
What I now understand is that I didn’t want to pursue 
a PhD, because I couldn’t just write about Betye Saar, 
which is what I thought I could do. She had to explain to 
me that if I mentioned quilts, I had to write about quilts. 
And if I mentioned Watts Towers, where she got much of 
her inspiration from, I had to write about Watts Towers. 
I did that for a while. I’ve written a lot about quilts and 
about the secret language in quilts and the use of them 
and who made them, African American quilts that is, 
and about Watts Towers. I went to LA, and I spent days 

there and photographed it, thought about it, but I was 
too impatient. But I have 40,000 words. I’ve got all the 
material that I ever wrote.

Why do we make things by hand when we could 
go digital?

MS: I am often asked: Why are you screenprinting? Go 
digital. I think what people forget is the specificity of the 
paint and the ink. Specifically, the colour in the pigment 
and how it sits on the surface of the material. 

LH:  My relationship to paint is, well, you can do anything 
with it. Anything. It’s magic, because you can make 
places with it, you can make clothes with it. I can do 
anything I want with it. That’s why I love it.
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List of Works
Artwork Checklist  
and Credits

Lubaina Himid
Audible Pops and Skips
2023
Acrylic on wood
19 x 45.5 x 89 cm
Courtesy of the artist 
and Hollybush Gardens, 
London 
Lubaina Himid
Fill the Cup of Silence 
2023
Acrylic on wood
21 x 44.5 x 89 cm
Courtesy of the artist 
and Hollybush Gardens, 
London 

Lubaina Himid 
Secret Study
2023 
Mixed-media installation
Dimensions variable
Courtesy of the artist 
and Hollybush Gardens, 
London 

Lubaina Himid
Sharjah Carts
2023
Mixed media
Various dimensions
Produced by Sharjah Art 
Foundation
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Our Kisses are Petals
2018–2023
Text painting
Dimensions variable
Courtesy of the artist 
and Hollybush Gardens, 
London 

Lubaina Himid  
 /.&-نا ه) (ت&ت ال"ب
2023
Text painting 
Dimensions variable
Credit: Marwan Kaabour 
(Arabic typography)
Courtesy of the artist 
and Hollybush Gardens, 
London
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Lubaina Himid
Dream Boats
2022
Storefront signage with 
original text and image
Dimensions variable
Commissioned by Sharjah 
Art Foundation
Sharjah Art Foundation 
Collection

Lubaina Himid
Winter Boats 1–6
2022
6 drawings, acrylic and 
pencil on paper
56 x 76 cm each (framed)
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Dreaming Has a Share  
in History 
2021/2022
Acrylic on paper
194.5 x 80 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
In Your Dreams
2021/2022
Acrylic on paper
194.5 x 80 cm
Courtesy of the artist 

and Hollybush Gardens, 
London

Lubaina Himid
So Many Dreams 
2021/2022
Acrylic on paper
194.5 x 80 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
So Many Dreams 
2021/2022
Acrylic on paper
194.5 x 80 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
So Many Dreams
2021/2022
Acrylic on paper
194.5 x 80 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Lost Door 
2021
Acrylic on wood
194 x 80x 15cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
How Do You Spell Change? 
2018
7 double-sided prints on 
Decorlite flags
175 x 243 cm (each)
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
British Fish 
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
160 x 220 x 100 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Burying Beetle 
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
120 x 69 x 121 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Chased Whip Scorpion 
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
140 x 95 x 145 cm
Courtesy of the artist 

and Hollybush Gardens, 
London

Lubaina Himid
Chlaenius Vestitus 
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
126 x 78 x 124 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Edible Frog and Mite 
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
40.50 x 26 x 23 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Money Beetle Cart 
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
41.50 x 53.50 x 34 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Spider Dog Cart 
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
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133 x 83 x 137 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Tegu Lizard 
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
19 x 60 x 27.50 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Untitled 
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
49 x 34 x 89 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Untitled 
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
185 x 48 x 73 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Untitled
2015
From ‘Feast Wagon’, 2015
Acrylic on wood
25 x 53 x 19 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Distance No Object I
2005
Acrylic on canvas
184.5 x 38.5 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Distance No Object II
2005
Acrylic on canvas
184.5 x 38.5 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Distance No Object III
2005
Acrylic on canvas
184.5 x 38.5 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
A Great Centre for 
Education for This District
2004–2005
Acrylic on canvas
152 x 152 cm
Courtesy of the artist 
and Hollybush Gardens, 
London 

Lubaina Himid
Distant Gondola
2004–2005
Acrylic on canvas
152 x 152 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Those Which Are Higher 
and Raise Men's Minds
2004–2005
Acrylic on canvas
152 x 152 cm
Courtesy of the artist 
and Hollybush Gardens, 
London 

Lubaina Himid
Which Give Them 
Employment When Other 
Employments Cease
2004–2005
Acrylic on canvas
152 x 152 cm
Courtesy of the artist 

and Hollybush Gardens, 
London 

Lubaina Himid
Studies for Distance No 
Object  
1998–2004
41 paintings and collages 
on paper
Various dimensions
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Our Entire Food Supply 
1999
From ‘Plan B’, 1999
Acrylic on canvas
122 x 244 cm
Courtesy of the artist 
and Hollybush Gardens, 
London 

Lubaina Himid
The Glare of the Sun 
1999
From ‘Plan B’, 1999
Acrylic on canvas
122 x 244 cm
Courtesy of the artist 
and Hollybush Gardens, 
London
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Lubaina Himid
Havana Nightschool 
1999
From ‘Plan B’, 1999
Acrylic on canvas
122 x 244 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
The Sharp Undergrowth 
1999
From ‘Plan B’, 1999
Acrylic on canvas
122 x 244 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Pool Series: Blue
1999
Acrylic on canvas
275 x 122 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Lubaina Himid
Pool Series: Red
1999
Acrylic on canvas
275 x 122 cm
Courtesy of the artist 
and Hollybush Gardens, 
London

Magda Stawarska
Found Boat, Lost Memory 
2023 
Photo print on frontlit PVC 
banner
900 x 200 cm
Commissioned by Sharjah 
Art Foundation
Courtesy of the artist and 
Yamamoto Keiko Rochaix 
Gallery, London 

Magda Stawarska
Found Boat, Lost Memory 
2023 
3 silkscreen prints on 
Somerset Tub Sized 
Satin 410 gsm paper, 
handprinted with acrylic 
paint 
90 x 146 cm
Commissioned by Sharjah 
Art Foundation
Courtesy of the artist and 
Yamamoto Keiko Rochaix 
Gallery, London

Magda Stawarska 
Lost and Found
2023 
240 slide projections on 
three carousels 
Duration variable
Credit: T.K. (Collaborator)
Commissioned by Sharjah 
Art Foundation

Courtesy of the artist and 
Yamamoto Keiko Rochaix 
Gallery, London 

Magda Stawarska 
Patterns of Al-Andalus
2023 
3 screenprints on 
unbleached Mulberry 70 
gsm paper 
Dimensions variable 
Commissioned by Sharjah 
Art Foundation
Courtesy of the artist and 
Yamamoto Keiko Rochaix 
Gallery, London

Magda Stawarska
Plan B: A Libretto
2023
4-channel sound 
installation
11 minutes
Credits: Blake Karim 
Mitchell and John Labib 
(performers), Moe 
Choucair (contributing 
producer and sound 
engineer)
Commissioned by Sharjah 
Art Foundation
Courtesy of Keiko Rochaix 
Gallery, London, and 
Hollybush Gardens, 
London

Lubaina Himid and Magda 
Stawarska 
Zanzibar
1999–2023 
9 diptychs, acrylic on 
canvas, 8-channel 
multisensory installation
101 x 304 cm each, 38 
minutes
Courtesy of the artist 
and Hollybush Gardens, 
London
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Lubaina Himid, So Many Dreams, 
2021/2022. Image courtesy of the artist and 
Hollybush Gardens, London.  
Photo: Andy Keate

Lubaina Himid, In Your Dreams, 2021/2022. 
Image courtesy of the artist and Hollybush 
Gardens, London. Photo: Andy Keate
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Lubaina Himid, So Many Dreams, 
2021/2022. Courtesy of the artist and 
Hollybush Gardens, London.  
Photo: Andy Keate

Lubaina Himid, Dreaming Has a Share in 
History, 2021/2022. Image courtesy of the 
artist and Hollybush Gardens, London.  
Photo: Andy Keate
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Lubaina Himid, So Many Dreams, 
2021/2022. Image courtesy of the artist and 
Hollybush Gardens, London. 
Photo: Andy Keate

94 82022/2021 ال4567 01231  )(ينة حمي"! أح&م كث;:
ABك D29 لن2ن8 ال4567: آنI6.Bق ه6لKنان وح2اMال N1
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Lubaina Himid, So Many Dreams, 2018. 
From 'How Do You Spell Change?', 2018. 
Image courtesy of the artist and Hollybush 
Gardens, London. Photo: Gavin Renshaw
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Lubaina Himid, We Were Always Saying 
Goodbye, 2018. From 'How Do You Spell 
Change?', 2018. Image courtesy of the artist 
and Hollybush Gardens, London.  
Photo: Gavin Renshaw

Lubaina Himid, Tenderness Only We 
Can Bear, 2018. From 'How Do You Spell 
Change?', 2018.  Image courtesy of the artist 
and Hollybush Gardens, London.  
Photo: Gavin Renshaw

94 82022/2021 ال4567 01231  )(ينة حمي"! أح&م كث;:
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94 82022/2021 ال4567 01231  )(ينة حمي"! أح&م كث;:
ABك D29 لن2ن8 ال4567: آنI6.Bق ه6لKنان وح2اMال N1
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Lubaina Himid, There Could Be an Endless 
Ocean, 2018. From 'How Do You Spell 
Change?', 2018. Image courtesy of the artist 
and Hollybush Gardens, London.  
Photo: Gavin Renshaw

Lubaina Himid, Why Are You Looking…, 2018. 
From 'How Do You Spell Change?', 2018. 
Image courtesy of the artist and Hollybush 
Gardens, London. Photo: Gavin Renshaw
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Lubaina Himid, Much Silence Has a Mighty 
Noise, 2018. From 'How Do You Spell 
Change?', 2018. Image courtesy of the artist 
and Hollybush Gardens, London.  
Photo: Gavin Renshaw

Lubaina Himid, How Do You Spell Change?, 
2018. From 'How Do You Spell Change?', 
2018. Image courtesy of the artist and 
Hollybush Gardens, London.  
Photo: Gavin Renshaw
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Lubaina Himid, How Do You Spell Change?, 
2018. Installation views: Our Kisses are 
Petals, BALTIC Centre for Contemporary Art, 
Gateshead, UK, 2018. Image courtesy of the 
artist and Hollybush Gardens, London.  
Photo: Colin Davison

: التا5يخ9 2022/2021.  ST بB7ينة حمي"! لل"لم ن)(
الN1 01231 4567 الMنان وح2اKق ه6ل9I6.B لن2ن8 

ABك D2ال4567: آن
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Lubaina Himid, Burying Beetle, 2015. From 
'Feast Wagon', 2015. Image courtesy of the 
artist and Hollybush Gardens, London.  
Photo: Andy Keate

Lubaina Himid, Spider Dog Cart, 2015. From 
'Feast Wagon', 2015. Image courtesy of the 
artist and Hollybush Gardens, London.  
Photo: Andy Keate
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Lubaina Himid, Chlaenius Vestitus, 2015. 
From 'Feast Wagon', 2015. Image courtesy 
of the artist and Hollybush Gardens, London. 
Photo: Andy Keate

Lubaina Himid, Untitled, 2015. From 'Feast 
Wagon', 2015. Image courtesy of the artist 
and Hollybush Gardens, London.  
Photo: Andy Keate
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Lubaina Himid, Untitled, 2015. From 'Feast 
Wagon', 2015. Image courtesy of the artist 
and Hollybush Gardens, London.  
Photo: Andy Keate

Lubaina Himid, Money Beetle Cart, 2015. 
From 'Feast Wagon', 2015. Image courtesy 
of the artist and Hollybush Gardens, London. 
Photo: Andy Keate
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Lubaina Himid, Tegu Lizard, 2015. From 
'Feast Wagon', 2015. Image courtesy of the 
artist and Hollybush Gardens, London.  
Photo: Andy Keate 

Lubaina Himid, Edible Frog and Mite, 2015. 
From 'Feast Wagon', 2015. Image courtesy 
of the artist and Hollybush Gardens, London. 
Photo: Andy Keate
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Lubaina Himid, Untitled, 2015. From 'Feast 
Wagon', 2015. Image courtesy of the artist  
and Hollybush Gardens, London.  
Photo: Gavin Renshaw

Lubaina Himid, Untitled, 2015. From 'Feast 
Wagon', 2015. Image courtesy of the artist 
and Hollybush Gardens, London.  
Photo: Andy Keate
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Lubaina Himid, British Fish, 2015. From 
'Feast Wagon', 2015. Image courtesy of the 
artist and Hollybush Gardens, London. 
Photo: Andy Keate

Lubaina Himid, Sharjah Carts, 2023. 
Produced by Sharjah Art Foundation. Courtesy 
of the artist and Hollybush Gardens, London
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Lubaina Himid, Distance No Object I, 2005. 
Image courtesy of the artist and Hollybush 
Gardens, London. Photo: Andy Keate

Lubaina Himid, Distance No Object II, 2005. 
Image courtesy of the artist and Hollybush 
Gardens, London. Photo: Andy Keate
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Lubaina Himid, Distance No Object III, 2005. 
Image courtesy of the artist and Hollybush 
Gardens, London. Photo: Andy Keate
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Lubaina Himid, A Great Centre for Education 
for This District, 2004–2005. Image courtesy 
of the artist and Hollybush Gardens, London. 
Photo: Andy Keate

Lubaina Himid, Which Give Them 
Employment When Other Employments Cease, 
2004–2005. Image courtesy of the artist and 
Hollybush Gardens, London. Photo: Andy Keate
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Lubaina Himid, Those Which Are Higher and 
Raise Men's Minds, 2004–2005. Image 
courtesy of the artist and Hollybush Gardens, 
London. Photo: Andy Keate

Lubaina Himid, Distant Gondola, 
2004–2005. Image courtesy of the artist and 
Hollybush Gardens, London. 
Photo: Andy Keate
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Lubaina Himid, Winter Boats 1–6, 2022. 
Courtesy of the artist and Hollybush Gardens, 
London
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Lubaina Himid, The Glare of the Sun, 1999. 
From 'Plan B', 1999. Image courtesy of the 
artist and Hollybush Gardens, London. 
Photo: Andy Keate

Lubaina Himid, Havana Nightschool, 1999. 
From 'Plan B', 1999. Image courtesy of the 
artist and Hollybush Gardens, London.  
Photo: Andy Keate
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Lubaina Himid, Our Entire Food Supply, 
1999. From 'Plan B', 1999. Image courtesy of 
the artist and Hollybush Gardens, London.  
Photo: Andy Keate

Lubaina Himid, The Sharp Undergrowth, 
1999. From 'Plan B', 1999. Image courtesy of 
the artist and Hollybush Gardens, London. 
Photo: Andy Keate
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Lubaina Himid, Pool Series: Blue, 1999. 
Image courtesy of the artist and Hollybush 
Gardens, London. Photo: Andy Keate

Lubaina Himid, Pool Series: Red, 1999. 
Image courtesy of the artist and Hollybush 
Gardens, London. Photo: Andy Keate
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Lubaina Himid, Cloves Numbing Harming 
Soothing, 1999. From ‘Zanzibar’, 1999. Image 
courtesy of the artist and Hollybush Gardens, 
London. Photo: Andy Keate

Lubaina Himid, Nets For Night and Day, 
1999. From ‘Zanzibar’, 1999. Image courtesy 
of the artist and Hollybush Gardens, London.  
Photo: Andy Keate
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Lubaina Himid, Nets For Night and Day, 
1999. From ‘Zanzibar’, 1999. Image courtesy 
of the artist and Hollybush Gardens, London.  
Photo: Andy Keate

Lubaina Himid, Never Harm A Clever Man, 
1999. From ‘Zanzibar’, 1999. Image courtesy 
of the artist and Hollybush Gardens, London. 
Photo: Andy Keate
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Lubaina Himid, Rain Cannot Wash Away 
Memories, 1999. From ‘Zanzibar’, 1999. 
Image courtesy of the artist and Hollybush 
Gardens, London. Photo: Andy Keate

Lubaina Himid, Sea Wave Goodbye Say Hello, 
1999. From ‘Zanzibar’, 1999. Image courtesy 
of the artist and Hollybush Gardens, London. 
Photo: Andy Keate

Lubaina Himid, Shutters Only Hide the Sun, 
1999. From ‘Zanzibar’, 1999. Image courtesy 
of the artist and Hollybush Gardens, London.  
Photo: Andy Keate
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Lubaina Himid, Sprinkled Rosewater is Always 
Pink, 1999. From ‘Zanzibar’, 1999. Image 
courtesy of the artist and Hollybush Gardens, 
London. Photo: Andy Keate

Lubaina Himid, Women's Tears Fill the Ocean, 
1999. From ‘Zanzibar’, 1999. Image courtesy 
of the artist and Hollybush Gardens, London. 
Photo: Andy Keate
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Lubaina Himid, 2023 , ا ه) (ت&ت الحب,-&./. 
Credit: Marwan Kaabour (Arabic typography).  
Courtesy of the artist and Hollybush Gardens, 
London

Lubaina Himid, Our Kisses Are Petals, 
2018–2023. Image courtesy of the artist and 
Hollybush Gardens, London. Photo: Andy Keate
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Lubaina Himid, Studies for Distance No 
Object, 1998–2004. Image courtesy of the 
artist and Hollybush Gardens, London. 
Photo: Andy Keate
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Lubaina Himid, Dream Boats, 2022. 
Commissioned by Sharjah Art Foundation. 
Sharjah Art Foundation Collection. Installation 
view: Sharjah Biennial 15, Al Mureijah Art 
Spaces, Sharjah, 2023. Image courtesy 
of Sharjah Art Foundation.  
Photo: Danko Stjepanovic

 N1 فBح&م9 82022 (تكلYZوبينا حمي"! /6ا5ب ا(
1ؤسس0 الشا0/5 للMن6ن8 1ج6aع0 1ؤسس0 الشا0/5 
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Lubaina Himid, Secret Study, 2023. Image 
courtesy of the artist and Hollybush Gardens, 
London. Photo: Magda Stawarska

 N1 01231 4567ي90 82023 الk 05اسj !"وبينا حمي(
 الMنان0 وح2اKق ه6ل9I6.B لن2ن8

ال4567: 1اج42 ست6ا5سكا
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Lubaina Himid, Audible Pops and Skips, 
2023. Courtesy of the artist and Hollybush 
Gardens, London. Photo: Andy Keate

Lubaina Himid, Fill the Cup of Silence, 2023. 
Courtesy of the artist and Hollybush Gardens, 
London. Photo: Andy Keate
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Lubaina Himid, Lost Door, 2021. Courtesy 
of the artist and Hollybush Gardens, London. 
Photo: Andy Keate

Magda Stawarska, Lost and Found 
(detail), 2023. Credit: T.K. (Collaborator). 
Commissioned by Sharjah Art Foundation. 
Courtesy of the artist and Yamamoto Keiko 
Rochaix Gallery, London
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Magda Stawarska, Patterns of Al-Andalus 
(detail), 2023. Commissioned by Sharjah 
Art Foundation. Courtesy of the artist and 
Yamamoto Keiko Rochaix Gallery, London

Magda Stawarska, Found Boat, Lost 
Memory, 2023. Commissioned by Sharjah 
Art Foundation. Courtesy of the artist and 
Yamamoto Keiko Rochaix Gallery, London



الأعمال
ا+شاركة



150 151

 012  3456789 ا;: ا;<م78ك45  اللُحف  أي  ص,عها3  2م0  استخدمها  2م0  للُحف 
«أ(8اج 2ا-س». ذه.تُ إU لوس أنجلس3 2/ض5تُ أ7اماً ه,اك 2الت6طتُ صوراً 
[لم34  ألف  لدي 40  [ان  ح5]   3 _̀ للص ا9ت86تُ   b cd,لك ا;<م38   b cf 92ك8ت  لها3 

b كت.تها. hd2لديّ [ل المواد ال

< 0)عمل 0)ي"وي بينما 9م8ن7 360خ"40 0)23نيا1 0)/قمية؟  )ماذ0 تفضل@?

استخدم)  الح47878؟  الط.ا41   c bmمارس- لماذا  دائماً:  ال,اس   b cd7سأل ماجدة: 
 t12  3 _̀ 2الح الط&ء  خصوص45  7,سون  ال,اس  أن  أ1ت6د  ال8/م45.  الت5,6ات 
b ا;<ص.اغ 2ك5ف45 -موضعها t1 سطح المادة. cf 2جه التحد7د3 اللون الموجود

ء م0 خ&له3 2أي  b b (الط&ء -تمحور حوُ ال6درة t1 9عل [ل ~{ hd/&1 :ل.5,ا
 b cd,ص,خ ا;<ماك30 2ص,خ الم&(س3 7مك b cd,ء3 إنه ألُ.ه (السح38 ح5] 7مك b }~

أن أ9عل ما أر7د (ه3 2لهسا الس.ب أح.ه. 

م0 اً.5ع4 ها7وارد  b̀ م0 الح8ك34 2ر(ما 7كون ا;<م8 نا(عاً  ل.5,ا: [ان 59ه الكر
نفسها 2ك5ف45 -كو7,ها. لست متأكدة مما إذا ك,تُ /د ذه.ت إU مع8تُ موا(ه 
b المطان  cf ُحدض ذلك. ك,تُ م8اه46 2/تها3 2ك,ت hdأ81س م ; b cdم0 /.ل3 ;<ن

الم,اسب لمواهدة -لك اللوحات.

? أقيم فيها؟  JK(0 بس(ب 0)سنة

ل.5,ا: [ان ذلك 1,دما [ان ن2ج أم) t1 /5د الح5اة3 أي /.ل 1اج 1976. 

< ذ)7؟  ? تذك/9ن فيها زوج و0)"ت7 أمامي! هل تعلم@? JK(0 VوWX0 هذه 0)م/ة
ّ أن أق/أ عن ذ)7! كان زوج أم7 نمساو9اً. ?bتوجّب ع

ل.5,ا: صح5ح. نمسا72اً 72هود7اً. 

 > وت"ر6@? رو4»!  «إ)(و  ي  ?f(غا( م"9/ة  كنتِ  بينما  )ل(ينا.  6ؤ0ل  )"يّ 
أط/وحة   > تكمل@? أ9ضاً  كنتِ  0)م/كز9ة!  Xنكشا9/  بجامعة  rX0ن  9ع/ف  فيما 

? جامعة إ9ست أنجليا. ماذ0 ح"ث )ل"ك3ور0ه؟ >u 0)"ك3ور0ه

b سار.  hd5) ُل.5,ا: حس,ا3ً [انت ا;<ا28ًح4 حو

? )وس أنجلس؟  >u أ)هذ0 ذه(تِ )/ؤ39ها

b -سك8 التار7س. مhd /لتي [ان ذلك؟ 1980؟  cd,ل.5,ا: صح5ح. ; 7مك

< 1986 و1990؟  ب@?

b إ7ست أنجل5ا. ما أ9همه ا;أن  cf 5ك5ت) c bmل.5,ا: ك,تُ أكتب ا;<ا28ًح4 مخ ج
 01 الكتا(4  أستطخ  له   b cdن>; الدكتورالى3  درج4  متا(ع4   b cf أرإب  له   b cdأن هو 
 bU ذ  }.- أن  اضط8جت  (ه.  ال56اج  أستط5خ   b cdأن ا1ت6دت  ما  2هو  سار3   b hd5)
حها. 2إذا ذك8ت م,حو-4 «أ(8اج 2ا-س»3  b إذا ذك8ت اللُحف3 7جب أن أم{ cdأن
ّ أن أستف5ك (الحد7] 01 الم,حو-4.  bt1 ح5] استمدت معنه إلهامها3  [ان
ال.47  اللث4   012 اللُحف   01  b̀ الكر 2كت.تُ  الو/ت3  م0  ة  h̀ لف ذلك  9علتُ 
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ماجدة: صح5ح. 

0ن!  ?fتأث )ها  تس3خ"مانها   ? JK(0 0)مو0د  من   ?f0)8ث WXن  ){ه3ما4   ?fمث هذ0 
حيين 9مكن أن تكون مه"ئة أو تس(ب ع"4 0)/0حة.

ماجدة: أ-فح. 

ل.5,ا: صح5ح. 

? 0)مفضل )"9كما؟  >K6للة 0)م9عة. ما هو 0)عمل 0)فWX0 Vنن23ل إ

b̀ ح4ً656.  ل.5,ا: الكر

b أ9هه  cdالص.اذ ال.اك8» م0 1968. أ1ت6د أن» bt7ل.5,ا: أ1ت6د 1مل (78ج5ت را
b رن3 2أ1له أن  cf سح.ك إل5ه 2د9عك 1,ه t1 العمل أنه /ادر U1,د ال,ن8 إ

هسا ل5س متو/عاً. 

 bك5ولو9سبر لك78ستوس  2ن5ك»  b̀ لف المعد2ج4  «الح5اة   bU (ال,س.4  ماجدة: 
 (1990-1991)

? 0)عا)م أث/ عليكما عمي2اً WXن� جاأ بفك/ة  >u أي متيان ? >u ً0"0ذك/0 مع/ساً و0ح
م(3ك/ة با)نس(ة )كما.

 b cf اسمها  حمل  السي  ل.5,ا  مع8تُ  ستكون   b hd)إجا ;<ن  أ2;ً  سأج5ب  ماجدة: 
متحف الت5ت [2021-2022] 

c ;<ن  bmم,6سم4 ;ص,ت b hd)ل.5,ا: أ-عله؟ أ1ت6د - 2هسا أم8 مع1ي للثا47 – أن إجا
ي  c̀ b أ1ت6د أنه [ان 81ضاً له cd,ن5و7ورك3 لك b cf 8ن5ون7ل,دا 2رخ b cf ًه,اك مع8ضا

b ها7وارد3 ر(ما أ2ُ 81تُ 7ستض5فه ها7وارد t1 ا;:اً&ص.  cf ما-5س

0)ذي أقيم عا4 1968؟ 

أنفس,ا  م,خ  1ل5,ا  2-وجّب  التع56د3  (ال�  9أص.ح  جوان.ه3  (جم5خ  الموضوني 
b التحل5ل.  cf 89اك م0 ا;:

تما 0)مو0د؟  Jfكيه 0ب

 t1 3العنك t1 ا3ً 2أن أرسه h̀ ل.5,ا: ا-ف6,ا t1 أن 7كون اًوُ العمل 25 م
إ8ار ما 9علته (سلسل4 الم,اد7ل المعدن45. صه حدض أم8ان. ح5] استث8ص 
 t1 2ك,ا   3 b cdالف ال6سه  رئ5س  م0  (ل   b cdم ل5س  اًو7&3ً  2/تاً  العنك  اًلب 

أ1تافي الجائح4 2له نستطخ الحصوُ 1ل5ه. 

له  «إن  9ك8ت:  12,دها  إ&ص3  ا;: ة  h̀ 9 خ&ُ  (جد47  العمل  (دأنا  ماجدة: 
b أملكها3 صه خااً.تُ ل.5,ا:  hdا;<ل5ُاء ال t1 العنك3 سأ(دأ ال8سه t1 أحصل
b -ملك5,ها.  hdا;<ل5ُاء ال t1 ال8سه b «هسلى 9ك8ة 1ن5م4 (الفعل. 7جب أن -.دك<

أ1ت6د أن ذلك أ9ضل م0 ال8سه t1 العنك». 

: «ح6ا؟ً»  bUل.5,ا: خط8 (.ا

صه  ا;<نماك3  مختلف   01 2-حدص,ا  اللون3  ذاك8ة  حوُ  ا;<م8  -محور  ماجدة: 
ء م8-.طاً (اللون ا;<نرص.  b جاءت الموس65� دا دا دا3 2[ان [ل ~{

 . b hdل.5,ا: إنه لون مط.س 1م

2جه   t1 الفا-ح  ا;<نرص  اللون  87-.د  داك0.  أنرص  صه  9ا-ح3  أنرص  ماجدة: 
اللون  نا  h̀ اخ ل6د  العل47.  للح5اة  ال6د7م4   b hd5) العم4  (,كهات  التحد7د 

ا;<نرص ;<نه مهدّّ 2م78ح. 

و)8ن� كليب أ9ضا؟ً 

ء م,ا/ك للثضب.  b ء هاد3ّ ~{ b b الط؟(34 2لك0 صم4 ~{ cf ماجدة: صم4 حعن

? 0)تيجبة 0)مزن 0)هادي! و)8نها ق" تكون 0ك3لاباً.  >Kتع
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و)كن كيه تمول 0)عمل من 0)مو6ي2ن إV 0)لون WX0زرز؟ 

م0  جاء  /د  لهاج  ا;: [ان  إن  أ1له   ;2 أنرص3  لوناً  أردتُ   b cdأن 1لمتُ  ماجدة: 
 .[1925-2004] bإد2ارد ك8اس5,سبر

ل.5,ا: هسا ممك0. 

ماجدة: د2ن /صد أ2 12). 

ل.5,ا: صح5ح 

b ا;ستود7و.  cf رسه الخد ا;<نرص Uماجدة: 1مد الف,ان ال.ول,دي إ

7د ;صح.  ل.5,ا: t1 لُطل م{

7د ;صح م0 نوني سكو-«.  ماجدة: صح5ح3 م{

b ا;ستود7و الخاين (ه.  cf ل.5,ا: /ض5,ا (عك الو/ت

.....2 3 c bm2ارسو3 ح5] اصطح.,ا أحد ال56م b cf ماجدة: ذه.,ا ل8د47 ا;ستود7و

b له أنت.ه إل5ه t1 الفور.  cd,7د موجوداً ه,اك3 2لك ل.5,ا: [ان ال.{

ماجدة: /الت ل.5,ا: «حس,ا3ً أ2د أن نعمل t1 نمد محدد». ر(ما -كون أنماك 
م0  أنماك  مختلف4.  2أنماك  أماك0  م0  مختلف4  (موس65�  -تعلح   b hdال الط&ء 

جم5خ أنحاء العاله. 

ل.5,ا: ا;<نماك ال5ا(ان45. 

هسا  نحلل  أن  أ7ضاً  2حا2ل,ا  2الموس65�3  ا;<نماك  (مختلف  9ك8نا  ماجدة: 

ماجدة: صح5ح. 

0)فض/  عي"  حلول  بس(ب  و0ب3فو0!  ثم  0)شو0رك!  9م3لون  0)ناس  كان 
0)سعي"! ثم عادو0 إV 0)شو0رك مج"د0ً. 

 > _d,- لحن4  الجمع34  7وج  ص.اذ   b cf -8/ب  لحن4  2جود  ;حنتُ  ماجدة: 
b خضتُ  cdا9تتاذ السوص /78.ا3ً ل5س ا;أن ح5] المتاج8 مثل346 2; أ1ت6د أن)
b م0 مطان رخ38 2ك5ف (:مطان ال,اس  cج8(4 مماصل4 م0 /.ل. استمتعتُ (كوك-
b المكون م0 أجهعة  cd8اءة أي مطان م0 م,نور رخ38 2لهسا 87ا9ح العمل الف/
b الوار/34 2لك,ه 7,حدر  cf »5ألفّها لُخئ 7ع ائح نصوصاً  81تُ ص&ص45 ال.{
م0 مطان رخ8 أ7ضاً. 7ت5ح هسا ا;<م8 للم8ء التماه) مخ الم&مح المختلف4 ;<ي 

b مطان 2احد.  cf مطان أ2 مد34,7 م6ارن4 (وخئ 1اأ [ل ح5ا-ه

 bع تعم{ن  كن3ما  0)شارقة!  6ياز   ? >u )لخوف  م/ة  أول  دعوتكما  عن"ما 
وك «0ب3(ار 0)ش(كة 0)زرقاأ». هل بذمتيانكما 0)م"9ين عن دو0فت إن3اج  مملى
هذه  من  36X0فادة  وأرد1أ  كاً!  Jfمش تعاوناً  WX0م/  ب"0  ف2"  0)عمل؟  ذ)7 

وك.  ? هذ0 0)مملى >u 0)ضاقة

c جم5خ  bm) ًعا2نا- }̀ ك b أنه العمل ا;< cd1ل.5,ا: حس,ا3ً ل6د [ان -وارك5اً (امت5ان. أ
b الو/ت ذا-ه3 [ان العمل مج8د 9ك8ة صه -حوُ  cf ا;<1ماُ ا;<خ8س (س.ب إنتاجه
b (28كسل إ/ام4 مع8تُ  cf ء ملموس (مج8د ا(تطارنا له. أراد م8كع 72لع b }~ Uإ
ء معاً. (دأ ا;<م8  b }~ t1 ء»3 2أردتُ أن نعمل b (اسه «د1ونا نخاا8ً (طل ~{
 01 الجان.ان  7ع98ه  ما  اكتواس  حا2ل,ا  ح5]  للموس65�3  9هم,ا  حوُ  (حوار 
t1 3 إ8ار ما 7حدض 1,دما نتحدض  b̀ لث4 الموس65�3 22جدنا أن,ا نع8س الكر
الطلمات  نع8س   ; أ2  الم,اس.4  المصطلحات  نع8س   ; لك,,ا  ال,.ا-ات3   01

b هسا الس5اص.  cf 4ال8سم45 المستخدم

ماجدة: 2لك,,ا نوع8 (ها (ا;1تماد t1 الحدس نت5ج4ً لتلك الح4656. 
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الس&م4 2الخط38 2أر7د أن 7كون هسا المع8تُ /ادراً t1 مدّك (هسا الوعور3 
3 2داخل هسا  cd.الم /ل.ك3 2خارج هسا  أنت داخل ذه,ك3 2داخل  9تص.ح 
-جد  9تارة  المتاه34  7و.ه  (وطل  نفسها  ا;<ر4/2  -تمتخ  2(الط.خ3   . cd.الم
 t1 345الداخل b cالف,اء -ارة أخ8س3 9تسك0 الم.اك b cf 3 صه cd.نفسك داخل م

إ8ار الساحات 2الم,انُ 2ال.5وت. 

ا-فح.  ك5فما  المطان   b cf (التجواُ   bل,فة (السماذ   b hd)8ج- (دأت  ماجدة: 
b الوار/34 ح5] ك,ت أسجل  cf b hdة إ/ام h̀ c اًواُ 9 bmمختلف c bmا1تدتُ 9عل ل5ُج
ألت6د  المساء3 2ك,تُ   b cf اندحاماً   }̀ أك -كون   b hdال ا;<ماك0   b cf إال.اً  ا;<صوات3 

......; hdالصور 1,دما -كون ا;<ماك0 9ارإ34 ح

< )ل3شو9لأ؟  < عb 0)نةا4 أ4 ت3ع/س@? تشوه@?

̀{ t1 (,45 المطان  c أك b̀ ك h̀ b لل cdال,ناج نعه3 مما د9ع t1 ماجدة: ألُوأ
ا;<نوط4  رصار  رد47  الممتخ  م0  [ان  أخ8س3  ناح45  2م0  المعماري.  2-صم5مه 
إ&ص3  ا;: سا1ات   b cf السوص   Uإ السهافي  ذلك  2مراُ  المد34,7   b cf الحاصل4 
المطان  2الح.اُ.  (ال6ماأ  ملفو49  ا;<كواك   b cf ال.ضائخ  جم5خ  -كون  ح5] 
b الو/ت نفسه رصار  cf2 3ثط45 ا;<ل5ُاء- b cf جمال45 789دة t1 9ارغ 2لك,ه 7,طوي
b 7مك0 /8اء-ها (ط8ص مختلف4 (الطامل3  hdكوف د2ر المطان3 2ال- b hdا;<نوط4 ال
هل  الموارد.  استخداج  أسال5ب   b cf الت.ا07  2حسب  الو/ت3  اخت&س  حسب 
3 هل ر(ما [انت أ/مو4  bt7مك0 أن -كون هسلى ا;</مو4 /د 69دت د2رها ا;<ص

[اسدة3 أ2 (سُطاً له -عد -ستخدج كسجاد؟ 

? هذ0 0)وقت .f? 0)مع3اد.  >u 2" بضتِ هذه 0)3ج/بة(

ماجدة: نعه 

! أ)يس كذ)7؟  > أتيتِ WXول م/ة سمن مجموعة من 0)زو0ر 0)"و)ي@?

 t) :ماجدة

? 0)يوWX0 4بf? من هه/ رمضان.  >u ة مزدحمة بام3ياز Jfف ? >u ً0ثم ع"1ِ مج"د

ل.5,ا: 100 نئ. 

ماجدة: 100 نئ. 

ل.5,ا: م0 ال.دا47 إU ال,ها47. 

 b cd,ك&3 ; 7مك . c bm3 ; (د أنك -معح c bmأنت -معح» : ل.5,ا: خط8 (.اbU أن أ/وُ
b ل0 أ/وج (سلك  cdال56اج (سلك». له 7ك0 العمل ج5داً (ما 7كف). 92ك8تُ أن
الم6ااًخ  أخستلى  صه  المج34  ال,صوين  /8أتُ  لسلك3  حصل.  مهما  أخ8س  م8ة 
الموس4565 2أ1دتلى -سج5لها3 2لك0 هسلى الم8ة 2(س.ب اخت5ار ماجدة لمطان 

b الموس65�.  cf 2ا;<إ,45 أ b cf الع.ارة السي ك,ت أ/ولها3 استطا1ت دمجها

ماجدة: أ-فح معك. 

من  رئيسياً  جزأ0ً  ط(2ا1   Vإ 0)23سيم  9مثل  ماج"ة!   7( موجّ�  ك{مي 
وWX0نماً  و0)فوتو./0ف  0)ض(اعة  رو0د  من  بونف7  0)فنية.  ممار736 
أ 9ش(�  ? و0)كو1 و0)في"9و! 39ممور عمل7 حول تجميت 0)عمل حول نلى
هذ0  6ياز   ? >u  > مخ3لف3@?  > م2ارب3@? تما  Jf0ب  ?Vوبا)3ا م38وبة.  مخضوطة 

0)مع/ف. 

[ان  إذا  ما  مع498  2هو  مستح5&3ً  7كون  ر(ما  ء  b (ة{ ال56اج  أحا2ُ  ل.5,ا: 
أخ8س3  أماك0  م0  أ-وا  أنهه  أ2  ح5ا-هه3  ا5ًل4  ه,ا  1الُوا  /د  ا;<لُخاين 
خارجها.  الع5«  -جارفي   b̀ 7ث الوار/4  /لب   b cf الع5«  [ان  إذا  ما  لمع498 
داخل5اً/ مطاناً  المع8تُ   b cf الموجود  2الفضاء  المطان  معنه  7ص.ح   3 bU2(التا
-سك0  أ2  لُوااًجها3   t1 -6ف  أ2  ننج.ار3  لُوارني   b cf -تجوُ  2[أنك  خارج5ا3ً 
/ل.ك 2أحاس5سك. -ستط5خ ماجدة الحد7] 01 العمل السي نفسّ-ه3 (ال,ن8 
إU ال.ح8 م0 كورن5« الوار/4. 2(التاbU -ص.ح الع8(ات 1,لاً خارج5اً لحمل 
̀_ 01 الح5اة الداخل45 لعمل  ال.ضائخ م0 م,ط46 إU أخ8س3 2لك,ها كسلك -ع
ال6وارفي   t1 المء/ت4  الط.5ع4  هسلى  -,ط.ح  7ملكون.  ما   tأإ أ2  ا;<لُخاين 
b المح5د أ2 الجلوس  cf 2خارج)3 إما (سها(ها btداخ c bmأ7ضا3ً 9ه,اك صم4 1الم
 c bm) 3 -تمحور لوحات «الخط4 في» حوُ العجع 01 التف78ح bUداخلها. 2(التا)
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. 72,صت 9ع&ً إU ما ألُع8 (ه.  ّ bU7ستمخ 59ها أحد إ b hdال U2>;ا

? حيات7؟ >u

نت5ج4  9ه)  الط34678  (هسلى   ّ bUإ ما  لُخئ  استمخ  أن  7س.ح  له  نعه.  ل.5,ا: 
نصات. /د 7ت.ادر إU ذه0 الم8ء أن ا;ستماني الفعbt /د حصل  لممارس4 ا;:
2صائ6)3  59له  (تسج5ل  69د  67وج  الم8ء  [ان  إذا  2-كو7,ه.  -جا2را-ه  (س.ب 
9س5كون مج8د -سج5ل متا(خ ل&<حداض3 2لك0 (س.ب -جا2رات ماجدة3 7ص.ح 

الوخئ /ادراً t1 ا;:حساس (ما لُع8تُ (ه. 

? 0)م3مه  >u م"0ر 6نو10! وتعاون3ما bتعاونتِ مت ماج"ة بكورة وثي2ة ع
0)فنية  0)م32نيا1  )كا)ع  ج"9"»  مال  ق"9م!  «قارذ  عمل   ? >u 0)ج"9" 
إعادة   bع أو  ج"9"»!  ط2س  ق"9م!  «قارذ  مجموعة  سمن  0)مكومية 
 ? >u و0)مع/وف  هاتلأ»!  ب/9ما/ك/وس   Xأ» عمل   ? >u «هو.ارث»  تخيل 
0)غ/فة   ? >u 0)عمل  عن"  تن3ابكما   ? JK(0 0)ميو9ة  إن  روب/تس.  ك/9س3ا  ي  ?f(ا.

ة )ّ{عجاذ.  ?fنفسها ف/9"ة ومث

ل.5,ا: 1دنا للحد7] 01 هوإارض. أ9ك8 1,د (دء [ل لوح4 -حتوي ألواناً ناه45 
(أن ما أر7د 9عله ح6اً هو استخداج درجات خف5ف4 م0 ال8مادي السي 7س5ط8 
. 9ف) 1مل «أ; (78ما/ك28س ها-«»3 لُاهدتُ لُخصاً  b t1 الوماُ ا;<2ر2ك_
b 2هسلى العتام4 2اللع2جt1 34 1كةb أنا3 ;<نها (الث4  c7فهه هسا ال,سح اللوك
-دخل   t1 7,ط.ح  2هسا  اً.6ات.   Uإ -6س5مه  9أردتُ   3 bU (ال,س.4  التع56د 
b 1مل «-سم45 الماُ»3 2السي نفس-هُ (ط4678 خ8/اء3 9ه) الط4678  cf ماجدة
2مدس  ماجدة  1مل  ا4678ً  أ9هه  (دأتُ  2م,س 32005  أ981ها.   b hdال الوح5دة 
 b _d5ك h̀ b للعمل ال hها. لسلك له -ك0 المسأل4 مج8د -,س5ح المكون الصوك b̀ -أص
b أردتُ إ7صالها م0  hd9هه ال8سال4 ال t1 ً1اج 32004 (ل 2جدتُ لُخصاً /ادرا
أ2(8ال5ا3ً  2راء هسا العمل. أما الطلمات الم8ا469 لل6صاصات 69د [انت نصاً 
2[انت الموس65� الصادرة 01 ا;أخ078 ه) التون7خ الموس65)3 2أردت (د2ري 

b له أ81س ك5ف أ9عل ذلك.  cd,دمي ال,ئ (الموس65�3 لك

ماجدة: /لتُ: «7جب 1ل5ك /8اءة ال,صوين مجدداً». 

? 9نضوي عb تج/بة م3نا26ة!  >Kقضعة و0ح"ة أو عمل ف ? >u 0)مشاه"! 6و0أ
0)ع/ف!   ? >u )لمشاركة  WX0هخاليّ  هؤXأ  أو  0)شخه  )هذ0  0)سماجّ  به"ف 

هل من 0)منكه قول ذ)7؟ 

c 1مل ننج.ار هو العمل السي أدّ-ه ماجدة م0  b̀ ل.5,ا: نعه3 أ1ت6د ذلك. ما 7م
c الع8تُ م0 جم5خ ال,واح)t1 3 إ8ار الم&(س3  b̀ لى t1 1مل45 -جه c b̀ ح5] -8ك
حوُ  نسمخ  العمل.  اًواُ  حولها  2ال,6اأ  الم&(س   01 الحد7]   }̀ ك ح5] 
ة  b̀ < أ2 أمس45 دا9ج4 أ2 خه cf7وج دا b cf ما 87-د7ه المثّ,ون أ2 ما 7,.ث) ار-دادلى
b ننج.ار. 2(التاbU ه,اك أن7اء3 2ه) -مرل إلُارات  cf ممط8ة أ2 مهما [ان الجو
/8رنا  2ما  -6ا(ل,ا3  أن  /.ل  الص.اذ  هسا  ار-داءلى  /8رت  ما   c bm) ما3  ء  b }~  Uإ
ار-داءلى 59ما (5,,ا3 2ما /8رنا ار-داءلى م0 أجل م6ا(لتك. ه,ا نتحدض 01 مطان 
3 2مطان  b cا3 2لك0 أ7ضاً مطان /ادج م0 الماح h̀ b إنجل cf محدد3 ننج.ار3 أ2 ه,ا

3 مطان م0 الداخل3 2مطان م0 الخارج.  c01 الحاض _̀ 7ع

b الو/ت  cf ا;<2(8ا3 2أل5ُاء -حدض b cf ;حدض إ- ; b hdم0 ا;<مور ال b̀ ه,اك الكر
ا لها  h̀ b 2/ت 2احد. 2ا;<2ركس cf 4أل5ُاء مختلف /وُ  ا;<2(8ا لل.طل  -ت5ح  ذا-ه. 
ا;<2(8ا3  9ف)  2الفعل.  2ا;:حساس   b̀ 2التفك ال6وُ  خ&ُ  م0  نفسه3  الد2ر 
b الم.ح345 ; -ستط5خ /وُ ما -وع8  cf 7مك,ك التحدض 01 موا81ك3 (5,ما
b الث3498 9ه,ا  cf ه3 ; س5ما 1,دما 7كون الوخئ السي -وع8 -جاهه موجود)
 t1 3 9هو /ادر b hه العمل الصوك) b c7مك,ك ال56اج (سلك. 2هسا ما 7وع8ك ;
b ا;<م8 هو ال6درة t1 م8اجعته3 2الموارك4  cf 9عل [ل ما -فعله ا;<2(8ا3 2[ل ما
b م6عد3 2مواهد-ه أ2 ا;ستماني إل5ه3 (ل 7جب  cf 59ه. 2ل5س مج8د الجلوس

لى3 9أنت جعء م,ه.  c b̀ b لتجه cf1ل5ك (سُ الجهد الطا

ت7 0)فنية ومع/ف73 با)3كميم. ممار736  ?f9ش(� ذ)7 360ذكار ب"90ة مس
ت2و4 عb 0)3عاون! حيين 39ضمن عمل7 «تسمية 0)مال»! وهو أح" أهم 
أعما)7 من عا4 2004! 100 قكانة WXهخاليّ جاؤو0 إV ب/9ضانيا جّ/0أ 
تجارة 0)ع(ي". بمسب فهمي! تغf? هذ0 0)عمل بس(ب ت"بل ماج"ة بع" 

ع"ة 6نو10. 

b ألُع8 (أنها [انت الم8ة  cdه,ا. ا;<2ُ حوُ ننج.ار3 ;<ن c bmل.5,ا: أ2د /وُ ل5ُج 
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نامي؟  _̀ امي ل&ستماني إل5ها. ما [ان 1,وان ال _̀ ال

ل.5,ا: [ان 1,وانه «سا-8داي ر7ف5و»3 صه الف86ة ضم,ه اسمها «(,اء مكت.4». 

إن  أإض.ها.  2ك5ف  نامي3  _̀ ال هسا   Uإ ا;ستماني  ل.5,ا  -تسك8  نعه3  ماجدة: 
ك ل5ُجاً  _̀ لى (داخلك 7خ b̀ نامي t1 ال8إه م0 الثضب السي 7ر _̀ ا;ستماني إU ال

نسان.  ما 01 لُخص45 ا;:

[7ضحكون] 

? بعر  >u بسماك نو1 0)مذ9ت! 9("و > وكذ)7 9م"د موقف7. عن"ما ت("ئ@?
? أحيان أب/إ!  >u 7(حيان فخماً! و)8ن� مزعير كذWX0

نامي إU حد (ع5د3 ح5]  _̀ b̀ هسا ال ماجدة: نعه3 صو-ه لُد7د ا;نت6اد. -ث
7&حف الم8ء أن المس7خ /د 7ص.ح -هكم5اً 2ساخ8ا3ً 2ر(ما مجحفا3ً 2لك,ه م.دني 
 b hdال الم6ااًخ  س5ما   ; 9طاه5ا3ً  نامي  _̀ ال جعل  مما  الطلمات3  (استخداج  جداً 
ح5]  الحعن3  لحنات  (عك  م0  ا;<م8  7خلو   ; ذلك3   01 9ض&ً  ناها.  h̀ اخ
 b̀ 7ت.ادر إU ذه,,ا أن «هسا الم6طخ مضحك» صه ندخل إU أ2(8ا ر2ننطا9ال

b -ح.ها ل.5,ا.  hdال

ل.5,ا: هسا صح5ح 

أنها  إ;  الم6دم34   01 إ5ا(ها  م0  ال8إه   t12 الفطاه34  أن  أ1ت6د  ماجدة: 
ا-5ج45 للتك5ف 2التأ/له.  h̀ اس

ل.5,ا: نعه. 

هناغ  أن   Vإ 0)سابِ   ? >u  1ِ أتِلى WX0وب/0!  عن  با)م"9ين  )ل(ينا!  موج�  ك{مي 
با)عاطفة!   "90 > Jf0)م 0)شعور  ذ)7  فيها!  0)م(ا)ك  با)مشاع/  39علِ  أ  ? نلى
وهذ0 9نض(ِ علينا جميعاً! WXن� 9عكس 0)مياة نوعاً ما! و)8ن� موجود ف2ل 
ت3ممور  0)فنية  أعما)7  أن  م/ة  ذ10   ? >Kت أبfؤ نشاه"ه.  حس(ما  WX0وب/0   ? >u
< 0)سؤ0ل و0)جو0ذ! بميين 9ك(ع 0)وست م{ئماً )مشاركة  حول ما 9وج" ب@?

ورة  با)«< 0)م/أ  9ع/ف   X ق"  مع�!  و0)3ماهي  0)عمل   Vإ 0)نة/  ب{ل  من 
0)8نا9ة  تعذر0  أن  وأرجو   . > مع@? وقت  أي   ? >u إ)ي�  9نة/  0)ذي  أ  ? 0)طلى ما 
0)ناف/  إ./0ز   bع قادر0ً  عم{ً  9مثل  و)8ن�  6أ36خ"مها!   ? JK(0 0)سود0و9ة 

؟  ?Vهذ0 0)3كو9ن بشتيل� 0)ما Vماج"ةك كيه تونلتِ إ( ?V0إ)ي�. 6ؤ

b̀ م0 الحوارات حوُ مواض5خ مختلف34  ماجدة: جاء هسا العمل نت5ج4 للكر
ا4678ً  حوُ  دارت   b hdال 2الحوارات  ا;ستود7و3   b cf 1ملها  أص,اء  ل.5,ا  2م8ا/.4 
b ا;ستود7و. أذك8 ه,ا جوانب مختلف4 لط4678 العمل3 2ه,اك أ7ضاً  cf 1ملها
ما.  ذاك8ة   c b̀ -حف  b cf 2د2رها  اللوحات3   b cf معتم4  (صورة  المع28ض4  ا;<ل5ُاء 
;أخ8  لُخئ  م0  ما  مطان   01 ل.5,ا  ذاك8ة  ل,6ل  (ط4678  ه,ا  انوثلتُ  ح5] 
ء أ2 إ8ت3ُ ;<ن هسلى ا;<ل5ُاء الموار إل5ها -عود إU 2الد-ها.  b (استخداج ~{
م0  العد7د  العمل  7تضم0  ح5]  حاسما3ً  1ام&ً  العم0  [ان  ذلك3   01 9ض&ً 
الك.سو;ت العم,45 المع28ض4 سواء 01 ا78ًح موس65� المس7اني ا;<رل5ُف345 أ2 
م0 خ&ُ كتافي السف8 الخاين (عنج.ار3 2السي 7ع5دنا (د2رلى إU الخمس5,5ات 
 b̀ b (عد ذلك التفك h59ه. صه 7أك b̀ b ك5ف45 2صف المطان3 2ما السي -ث cf b̀ للتفك
 b cf ذلك م0 خ&ُ -صوري لح8ك4 ل.5,ا tانس5افي العمل كطل3 ح5] 7تج b cf
نوأ-ها  أص,اء  2الد-ها  مخ  إل5ه  ا;ستماني  ا1تادت  ما   Uإ  b̀ ألُ 2ه,ا  ا;ستود7و3 
b 1,ها. -حدصيت 01 (8امي إذا451 -سك8ت ا;ستمتاني إل5ها3  cd- _̀ b أخ hd2ا;<ل5ُاء ال
 t1 ب- h̀ b الموس65� 2ما 7 cf حد7دها -ماما3ً 2لك0 1,دها 9ك8نا- t1 9عمل,ا
لى. ل6د  c b̀ b ا;ستود7و م0 -وت5ت انت.الى الوخئ 2-8ك cf 2جود [ل هسا ا;<صوات

;حنتُ ذلك t1 مدار س,وات3 ح5] [ان لدي استود7و (جوار ل.5,ا.

و0)متيان!  )لزمان  با)نس(ة  0)كور9غ/0فيا  تعني�  ما   > تناقش@? أن7  أع23" 
? 0)3جسي" و0)3فاعل.  >u 29اك مت ط/29ة 0)/0قهXّ0 مز0منة bو0)عمل ع

ماجدة: أ2د م0 الوخئ السي 7سهب إU مطان 81تُ العمل أن 67دّر دخوله 
2-أمل  العمان3  م8   t1 ذك78ا-ه   b cf  b̀ 2التفك ما3  لُخئ  61ل   Uإ المطان3   Uإ
ما -ع,5ه هسلى السك78ات. ل6د [ان هسا العمل ممتعا3ً ; س5ما اخت5ار المواد 
م0  العد7د  2اًل.,ا  7طان45  _̀ ال المكت.4  أصوات   Uإ ذه.,ا  ح5]  ا;<رل5ُف345 
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b [انت  hdحد ما م0 هسلى الم6طو1ات الصو-45 ال U1ج4 إ c c̀ ل.5,ا: ل6د ك,ت م
b دائماً إU أماك0 م0  cd-إل5ها. ل6د أخس b cd-أخس b hd3 (س.ب ا;<ماك0 ال bU 6دمها-
b (ها -ماماً. أنا م,دهو4 -ماماً م0 /درة  hd/&1 له أ-مك0 م0 حل b cdالواضح أن

هسلى الم6طو1ات t1 9عل ذلك. 

كة «زنج(ار»! حيين ن/إ تسعة  Jfأح" أعما)كما 0)مش V29ودنا هذ0 0)ك{4 إ
زنج(ار   Vإ رحل3ها  بع"   1998 عا4  من  ب"أ0ً  )(ينا  أن3ج3ها  مزدوجة  أ)و0جّ 
9ف23/  هخه  أو  عادي  )شخه  ت("و  )وحا1  هتيل   bع  !1997 عا4 
وإهار10  موتيفا1  عن  ع(ارة  و)8نها  هن"6ية!  وأهتيال  ك({طا1  )لسياز 
/ست  9ن إ)ي�. عأ ?fموطن )يس موطن7. وإنما متيان بض/ تش( ! > )متيان مع@?
 bع ج"9"!   ? Wبناز بشتيل  فه/1  و)8نها  ع"9"ة!  )سنو10  مس23لة  بكورة 
قنو10   ? ثماز<  bع وتنضوي  بأب/إ!  أو  بض/29ة  WXوب/0  وثائ2ي  فيلم  هتيل 
نوتية تس3م/ )م"ة 37 دقي2ة. هذ0 0)عمل هخش? بام3ياز! و)كن إن جاز 
V? 0)2ول! فهي هخكية أ9ضاً با)نس(ة )ماج"ة! حيين أنها )م تأ1ِ ن3يجة 
ة  Jfلمياة 0)شخكية )شخه ع/ف3� عن ق/ذ فمسب! بل أن3أجت ب{ل ف(

? حيات7 0)خانة. أود منكما 0)3م"ث عن هذ0 0)عمل.  >u حز9نة

نئ   01 1.ارة  [انت  أ/8دها  ك,تُ   b hdال ال,صوين  (عك  إن  ال6وُ  أ2دّ  ل.5,ا: 
نتاج  b ا4678ً ;: cf 8كت.ته /.ل 1دة س,وات 1اج 1998. 12,دما [انت ماجدة -فك
 Uال98وس3 2إ Uأر7د إضا49 المع7د م0 ال,صوين إ» : bU هسا التطل5ف3 /الت
ه,اك  أن  2أ1ت6د  ال,ئ3  ذلك   b cf أسه.تُ  لسلك  الورد».  ماء   U2إ الم&(س3 
«أر7د  ماجدة:   bU -6ل  له  لو  ا;اً&ص   t1 ;<كت.ها  أك0  له  2[لمات  أ9طاراً 

المع7د». 

إذن! تم3ل7 ماج"ة 0)2"رة عb دفع7 )فعل 0)مز9" بكورة X مثيل )ها. 

«حس,ا3ً   : ال6وُ ا1تادت  69د  (سلك3  لل56اج  ي  c b̀ -حف  Uإ ت  1مدي ل6د  ل.5,ا: 
c ا;:ضا49 إل5ه 2-طو87لى».  bm7مك,ك ال.دء (ما هو موجود 9ع&3ً صه كما -علم

b اللوحات ; -حتوي t1 نئ م8ا9ح3  cf ماجدة: ;<ن (عك ا;<جعاء الموجودة
2لُع8تُ أن,ا /ادر-ان t1 إح5ائها ر(ما. 

وكيه كانت 0)عملية با)نس(ة إ)ي7 )(ينا؟

-سج5ل   3 ا;<2ُ التسج5ل   b cf  b cك _̀ -خ له  ;<نها  جدا3ً  مهم4  أنها  أ1ت6د  ل.5,ا: 
3 12,دما ك,تُ أستمخ إU التسج5ل3 استطعت  h̀ 3 أنها مد4,7 مانوس h̀ مانوس
 . bUخ5ا  b cf 981تها   b hdال المختلف4  ا;<ماك0  2جم5خ  7وستون  2لُارني  ل,دن  رد47 
 b̀ b̀ م0 أصوات الصف . [انت ه,اك الكر b cd3 الصوت أن1ج b cd2لك0 ا;<م8 أن1ج
الم5طان5ك345 2كسلك أصوات /ع6ع4 ال6هوة المع1ج4 2ال.ث5ض34 أما أنا 69د 
3 01 مطان رخ8 أ981ه. 1,دما ك,تُ  bUخ5ا b cf الطامل) مختلفاً  ك,تُ أرسه مطاناً 
b له أنرها م0 /.ل3 له أستطخ  hdالم6طو41 الخاص4 (:سط,.وُ ال Uاستمخ إ
نطح/استحضار الطلمات حوُ الح8ارة أ2 الووارني أ2 ا;<لوان. [ان (م6د2ري 
b 9عله. ل6د استمعت  cd9علتُ ما اًلُب م b cd,كت5ب 2ص,ا1تها3 لك b cf [ال.ح
هسلى  أما  ه,اك.  موجودة  ا;<خ8س  ا;<ماك0  هسلى  2[انت   3 b̀ ك. (اهتماج  إل5ها 
مهم4  أماك0  [انت  2لك,ها  صدم34  أ2  ذاك8ة  م0  نا(ع4  -ك0  9له  ا;<صوات3 
جداً. كما -علمون3 (&ك.وُ مهم4 للثا347 9ه) مطان رم0 للعائل34 أما ننج.ار3 
. (الط.خ3  مطان خط8 للعائل34 لك,ها دُمجت م0 خ&ُ ا;ستماني إU اسط,.وُ
b م,ه.  hالووارني3 ;<ن معنه التسج5&ت [انت -أك b cf ما 7حدض Uك,ت أستمخ إ
b ; أستط5خ سماني أصوا-ه30  cd,12,دما أستمخ3 أسمخ نساءً اًواُ الو/ت3 لك
b الوجود المستم8  cd1اجعة 01 سما1ه0. أن1ج b cd,7ك0ّ ه,اك3 لك hd9812تُ م

لل8جاُ 2هه 7لخون. 2الصوت المع1ي لك. ....

ماجدة: العّ.ارات؟ 

ل.5,ا: نعه3 2لك0 ..............

3 (5ب  b إسط,.وُ cf 3 -ساك8 الس5ارات c bmماجدة: صوت 9حئ التساك8 كما -علم
(5ب 2هكسا. 

ل.5,ا: نعه. 

الوارني3  -جا2ن  (مج8د  مع1ج4  أصوات  ه,اك  [انت  ذلك3   01 9ض&ً  ماجدة: 
b نس5ي المد4,7.  cf ة (مج8د دخولك b̀ b أصوات كر cd11&نات3 أ b̀ م0 ا;: 2الكر
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 b cf الحماس  7حد2نا  [ان  أ2ضح.  (صورة  أخ8س  -فاص5ل  -ت.دس  2/د  اللوح34 
[ل م8ة 1مل,ا 59ها t1 مط.و341 2له نتو/ف 01 الحد7] اًواُ العمل45. إن 
اً  b̀ ̀_ الط.ا1)3 م0 خ&ُ الوال34ُ ; -ختلف كر متع4 العمل (استخداج الح

b [ل م8ة -فتح 59ها الف8ن.  cf 01 العمل (الخعس3 ح5] -,تن8ك مفاجأة

و0)مس3م/  معاً!  عملكما  من  ب"9هياً  جزأ0ً  0)ك"فة  أو  0)م3عة  إدر0غ  9("و 
ما  هي  عمل7   Vإ تأنسب  أن(مت   ? JK(0 WX0هياأ  ومن  ع"9"ة.  6نو10  منذ 
أود  )لكو1.  م2ارب73  تفكّل   ? JK(0و  !« ?b0)"0ب «Xّ0نكا1  علي�  أطل2تِ 
0)شارقة   ? >u تع/سين�  0)ذي  با)عمل  39علِ  فيما  WX0م/  هذ0  عن  0)م"9ين 
? 0)("90ة عb مفهوم7 عن Xّ0نكا1  >u بعنو0ن «زنج(ار». و)كن ربما تضلعينا

 . ?b0)"0ب

م0  م6ا(&ت   01 1.ارة  [انت  ا;<صوات3  -سج5ل  (دأتُ  1,دما  ماجدة:   
هسلى  -ح878   t1 العمل  1,د  إل5ها  (ا;ستماني  استمتعت   b cd,لك  3 b أ(حاك{ أجل 
-سج5ل  1,د  الحد7].  2أنماك  اللك,ات  اخت&س  (س.ب  س5ما   ; ا;:جا(ات3 
ا;<صوات ال6ادم4 م0 ال.5ج34 2(ا;<خئ ما 7كون ضم0 المدن3 ناد اهتمام) 
-حفعها   b hdال 2ا;<ماك0  2ا;<حاس5س  الموا81  2-خ5ل  مجدداً  إل5ها  (ا;ستماني 
ال.ح8  9صوت  س5ا/ها3  م0  إخ8اجها  1,د  [ل5اً  -ختلف  ;<نها  ا;<صوات3  هسلى 
/د 7.د2 كصوت ح8ك4 الم28ر 2العكس (العكس. إن استطع,ا 2ضخ أنفس,ا 
b لحن4 إنصات 1م3465 7مك,,ا رد47 ا;<ل5ُاء 2استع8اضها م0 داخل ذ2ا-,ا.  cf
/متُ  أصوات   Uإ ا;ستماني  ال,اس  م0  اًل.تُ  ا;<2ل345  التجارفي  هسلى  خ&ُ 
استمعت   b hdال  U2>;ا الم6ااًخ  م0  رد2دهه.  كتا(4  صه  2-عد7لها  (تسج5لها 

 . h̀ صه إسط,.وُ إل5ها ل.5,ا [انت -سج5&ً صو-5اً م0 مانوس

h̀ أ2;ً  ل.5,ا: نعه3 مانوس

ا3ً 2اًل.تُ م,هه  b̀ اً صث h̀ 7طاً أ2 ملفاً صو-5اً 2د9 ماجدة: أ1ط5تُ [ل لُخئ م{
 t1 ُأصوات إسط,.و Uكتا(4 ا;<ل5ُاء الموجودة 59ها. 1,دما استمعت ل.5,ا إ
3 ننج.ار3 ;<نها له -عر إسط,.وُ م0 /.ل.  س.5ل المرا3ُ [انت -تأمل (&ك.وُ

9ه,ا -.دأ 1مل45 ا;ستماني إU نفسك (ط4678 مختلف4. 

? ذ)7 0)2كانا1؟  >u بما

2داخل  الووارني   b cf كسلك  2لك0  9خه3   ُ c c̀ م  b cf م8ة   2ُ>; ال6صاصات  رأ7تُ 
م6اه) مد4,7 اً,ج34 ح5] [انت موجودة خارج م6ه� 12ل5ها /ائم4 اًعاج 
b استو1.تها  hd2(ات 2المأكو;ت المتو89ة. إن أ2ائل ال6صاصات ال لع8تُ الم.{
«-و-ونع»3  خارج  م,ها   b̀ الكر 9ص,عتُ  الم6اه)3  خارج  الموجودة  -لك  ه) 
ة ح6ا3ً 2(التاbU له  c b̀ b م8كع «كو9,ت إاردن». له -ك0 مم cf b̀ 2هو مطعه لُه
 c bm)2 ص,خ- c ما  bm) التفا1ل45  الع&/4  خ&لها  م0  -علمتُ   b cd,دج اًو7&3ً لك-
ال,اس الس07 -تحدض إل5هه. ما نلتُ أ89ذ (ال,ن8 إU 9,ون أ2 أإ8اتُ أخ8س 
ء ما (مج8د ال,ن8  b ; -ءدي هسا الث8ت3ُ 2لك,ها /ادرة t1 د9عك لل56اج (ة{
b 7عل0 1,ها3  hdالم.ح45 ال Uالملصح3 -سهب إ Uإل5ها. 12ل5ه3 1,دما -,ن8 إ
ي ال.5ك 2ال8/ائح. 2ه,ا 7كم0 ال. السي  h̀ 12,دما -,ن8 إU ال6صاص4ك3 -و
 t1 ا41 -ام4 (:مطان45 التعا2ن3 2الس.ب 2راء إمطان45 العمل,/ t1 b cd7جعل
1دة -خصصات 345,9 ;<ن الهدس ال8ئ5ةb ; 7تمحور (.ساا4ً حوُ ص,ا41 

ء جم5ل لل,ن8 إل5ه.  b }~

)(ينا  باه3ما4  حةيت  هخكية  من  مس3وحن  ع/ف  Xّقامة  تعاون3ما   "2(
ة طو9لة! وهنا أتم"ث عن 0)فنان و0)/6ا4 0)ساب/ و9ليا4 هو./1!  Jfف(
مع/فة  أود  تفكيلية.  9"و9ة  مض(وعا1  من  6لسلة  بذنجاز  قم3ما  حينها 

0)"0فت ور0أ ذ)7 0)عمل. 

2ني  الم.{ هسا  جاء  المط.و1ات.  2حوُ  ال8سه3  حوُ  اً  b̀ كر نتحدض  ماجدة: 
. أردنا إنتاج مجمو41  c bmوس5خ نطاص هس07 الوس5ط- b cf ا7دة c h̀ نت5ج4 للر46 الم
ل.5,ا  أنتجت  2اللوح4.  المط.و41   c bm) حوار47   > -,ة{ /د   b hdال المط.و1ات  م0 
مجمو41 م0 ا;<1ماُ t1 2رص3 ح5] [انت (عك اللوحات 1.ارة 01 [لمات 
نا أجعاءً م0 أ1ماُ هوإ8ت3 2ك,ا  h̀ مكتو(34 2(عضها ا;أخ8 مج8د أنماك. صه اخ
b -,ت6ل 59ها ال8سومات 2ال,6وأ إU الورص3 م,تج4 حال4  hdمهتمتان (الط4678 ال
b الطا(ع4 لُد7د الحساس45. ج8ّ(,ا ك5ف  cf 2إن [ان الخد hdص&ص45 ا;<(عاد3 ح
اً  b̀ نا جعءاً صث h̀ رسه هوإ8ت t1 لوذ الط.ا341 9تساءل,ا 1ما س5حدض لو اخ
 t1 359ها هسلى ا;<جعاء tتج- b hd2ندنا حجمه3 صه أردنا استكواس الط4678 ال
لُطل 1تامات مختلف4 -توطل t1 اللوح4. /د -ختف) أل5ُاء3 أ2 -ت&~{ (س.ب 
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؟  ? >K0)ض(اعة ك3خكه ف Vما 0)ذي جذب7 إ

 b cf مطان5ات المت,و41 لص,ا41 المط.و1ات ماجدة: [ان م0 الممتخ استكواس ا;:
b 67ارفي 59ها الطّ.اني ;<1ماله ه) (الفعل  hdم6ا(ل إنتاج اللوحات. 9الط4678 ال
صارم4   45,9 إ8ا59ك  مط.و1ات  ص,ا41   t1 أ1مل  ك,تُ  رنساك3  مدهو4. 
b هسلى اللث34 خد ر59خ 7جب الس5ط8ة  cf وطل 2اضح3 2[ان صم4 خد ر59خ)
-8ك   b cf  b̀ التفك  t1 -ج8أتُ  ل.5,ا3  مخ  العمل  خ&ُ  2م0  (ه.  2التحكه  1ل5ه 
69لتُ: «حس,ا3ً  التصم5ه3  (سلك  أ-5تلى  1,دما  أ-سك8  -78د.  ما  -فعل  المادة 
(الحجه  مجدداً  رسمها  1ل5ك  72جب  الوفا49  الصورة  هسلى  أ1ط5ك  ا;أن 
: «ح6ا؟3ً -78د07 إ1اد-ها م0 جد7د؟»  b -,ف5سلى»3 12,دما /لتلى cf c bm.السي -8إ
b̀ م0  b الو/ت ذا-ه (الكر cf [-ضحك]. ك,ا ن,فس المط.و1ات معا3ً 2لك,,ا خض,ا
(ه.  ن6وج  ك,ا  ما  حوُ  2رة  cالل) 2ل5س  العمل3  حوُ  2ال,6الُات  الحوارات 

/اد-,ا هسلى الحوارات إU أنواني 45,9 أخ8س [ا;<9&ج 2الموس65� 2الم.ذ. 

زو90ا!  ع"ة  من  ما  فك/ة  وت3ناوXن  0)3خككا1!  م3ع"دة  فنانة  ك{كما 
سمن  ورة  با)«< تن"رج   X  ? JK(0 0)م/0جت  من  0)ع"9"  تس3خ"مان  و)8نكما 
0)شعور  هذ0  عن  0)م"9ين  9م8نكما  هل   . > 0)م2@< 0)فن  تار9ج  9سمن  ما 
? WX0نل؟ فعb 6(يل  >u ربما )م تمار6نها ? JK(0 ماجّ )لعمل مت 0)نماذج(Xّبا
? 0)ممجّ 0نض{قاً من ح(7 )�  >u 0)مثال! )(ينا! نمن ن"رغ أن7 ب"أ1 0)عمل

? 0)3كميم 0)ممحي.  >u ههادة bبا)مكول ع

b للم.ذ مطل6ا3ً 2له -ك0 لدي الع&/4  _dله أ-خلئ م0 ح b cdتُ أن h̀ ل.5,ا: أ9
أ69د  له   b cd,لك  . b c7طاك _̀ ال الم.ح)  ا;<داء  مخ  سأنوجها   b cdأن ا1ت6دت   b hdال
b إنتاج 1مل 7ح55ه ال,اس3 سواء م0 خ&ُ -ج8(ته أ2 ا;:ضا49 إل5ه.  cf 4.ال8إ
 U2ضخ مم.ذ نائف. (العودة إ b cf 2أجواء م.ح45 أ b cf إ8ار الجلوس t1
ء  b (ة{ لل56اج  الد1وة  حوُ  الملصح  7تمحور  المرا3ُ  س.5ل   t1 الملص6ات 
ما3 9هو ل5س موجوداً للحصوُ t1 ا;ستحسان م0 /.5ل «انن28ا إU ذلك 
b ذلك الم.ذ3 هّ& نسهب  cf الملصح الجم5ل» (ل م0 /.5ل «هسا ما 7حدض
محور  هو  هسا  أن  2أ1ت6د  التلس3  م0  ال,وني  (هسا  مهتم4  أنا   » لحضورلى؟ 

ء.  b [ل ~{

72وج  ه,ا  59وج  الت,6ل3  ة  }̀ ك (س.ب  التدر7س  أح..تُ  ا;<1ماُ.  إنتاج   t1
نها7تها   Uإ -ج8(ته  (دا47  م0  الطالب  رد47  أستط5خ   b cdأن 2ا1ت6دتُ  ه,اك3 
(78ستون3   Uإ 2أ-5ت  للف,ون3  ر2-ود7ل  ي  b̀ إال إادرت  -طورلى.  2مواهدة 
ست4   bUحوا م28ر  (عد  2لك0  (78دج»3  b «ه5.د07  cf أ51«  أناُ  ما  ك,ت  (5,ما 
 h̀ ألُه38 أإُل6ت سك4 الحد7د (فعل الرلوج3 9انت6لت إU ه,اt1 3 (عد 500 م
t1 العمل  م0 ال.افي ا;<مام) لطل45 الف,ون. [ان م0 الم&ئه أن -كون /ادراً 
 Uإ الحاج4  12دج  المسا49  /8في  (س.ب  2ذلك  نفسه3  الو/ت   b cf 2التدر7س 

الت,6ل. 

b له رت ;1ت6ادي أن العمل ه,ا ممتخ3 أ2 أن ما 7ج8ي ه,ا ممتخ3 ذلك  cd,لك
ي «كورن8 ها2س» صع.4 (الفعل. [انت  b̀ أن ا;<ماك0 ه,ا [انت t1 إ8ار إال
صع.اً  [ان   h̀ مانوس  b cf العاج  الموهد  لك0  ي3  b̀ للثال مد87ة  (ا7رواي  (5ف 
7حدض  (ما  ح45656  درا47   t1 ك,ت   b cdأن أ1ت6د  9له   3 ل5ف8(وُ أما  للثا47. 
 c bm89ص4 التحدض مخ 9,ان b cd59ها3 (استر,اء «(لوكوت»3 2لك0 التدر7س م,ح
 3 c bmمدرس  c bm92,ان  3 hdح 9,انون  أنهه  7ع98وا  له  لُ.افي   c bm9,ان 7وج3  [ل 
 01 مختلفاً   b c«7م 7وج  [ل  2[ان  ا;<1ماُ.  إنجان  ذا-ه  الو/ت   b cf 2استطعتُ 

b أحب هسا.  cd3 نعه3 7.د2 أن b cdذه Uسوالى3 2-.ادر إ

كانت  أب/إ!  ناحية  ومن  0)مهنية.  ت7  ?fمس طو0ل  0)3"ر9س   ? >u 360م/9تِ 
و6وز0ن   ! ?f3(6و ماود  مت  با)عمل  6و0أ  أ6ا6ية!  6مة  0)3عاون  روجّ 
و0)لأ! ومت ماج"ة با)ض(ت. ك{كما هغوفآ با)ض(اعة. ما هو 0)جانب 0)ذي 

كة بينكما؟  Jfتنضوي علي� عملية 0)ض(اعة! و0)ذي هتّيل )غة مش

أن  7مك0  السي   b̀ التأص أحبّ   b cdن>; (الملص6ات3  مهتم4  ك,تُ  لطالما  ل.5,ا: 
الجم5ل34  الف,ون  اً.ا41   t1 م,ص.اً  الط.ا41  حوُ  ي  b̀ -فك 7ك0  له  -حدصه. 
2لك,ه [ان حوُ الملص6ات (ط4678 أ2 (أخ8س. ك,تُ أدا9خ 01 إ498 الط.ا341 
 bU2(التا الط.ا341  حوُ   b̀ الكر أ81س   ;  b cdأن) الث498  -لك   b cf الُته8تُ   b cd,لك
1,ها.  أحاد7ر,ا  أص,اء  67ولونه  [انوا  ما  لمع498  اء  _̀ الخ  Uإ ال8جوني   ّ bt1 -وجّب 
-ع9ّ8ت t1 لُخئ (ول,دي متخصئ (الط.ا41 الح347878 2[ان 7مرل (ال,س.4 
b ال.دء (هسا  hd1ار7س الملص6ات 2المط.و1ات ال.ول,د47. 9ك8تُّ أن (استطا- bU
b له أستو1ب العملt1 45 ا;:اً&ص3 9اضط8ت ماجدة  cd,الوطل الج8يء3 لك

b̀ مما خ,,تُ [-ضحك].  3 ل6د [ان ا;<م8 أصعب (كر bU حها ل.{
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? ذ)7 0)وقت؟  >u (ينا! هل كنتِ رئيسة 0)2سم(

الحف3  لحس0  ال6سه  أ-8أس  له   b cd,لك ا;<(حاض3  /سه  رئ5س4  ك,تُ  ل.5,ا: 
الف,ون  789ح  /5ادة  حا2لت   b cd,لك الم,صب3  هسا   b cf ;<نجح  أك0  له   b cdن>;
انط&/اً   3 b }dال.ح  c b̀ التم إاًار   b cf مع6ول4  نتائي  -ح56ح  نحو  (الطامل  الجم5ل4 
c ; 7ستط5عون ال56اج  bmالمصمم/ c bmالجامع4 أن الف,ان b cf م0 الفك8ة السائدة
(سلك3  ال56اج   t1 /در-,ا  لتأك5د  رائع4  89ص4   t1 حصلتُ   3 bU2(التا (سلك. 
التحدض  حوُ  2/تها   bt1م -محور  اًو7ل4.  س,وات  لسلك  1داد  ا;: 2استث8ص 
مخ أ89اد الف78ح 7وم5ا3ً 2مسا1دة 30 لُخصاً t1 -,ف5س موار7عهه ال.حر45. 

هل 0نضممت إV 0)جامعة ق(ل 0ع3(ارها جامعة ر6مية؟ 

ل.5,ا: أ1ت6د أنها [انت مءسس4 (78ستون للعلوج التط.4565 2/تها. 

0)شمال   Vإ باWXح/إ  أو  ب/9س3ون؟  مؤ6سة   Vإ )ل2"و4  دفع7  0)ذي  ما 
0)شمال   ? >u 9أع/ف  ما  د0فع7  كان  هل  0)ثمانينيا1؟  أو0ب/   ? >u ي  > ?fنجلXّ0

? ذ)7 0)وقت؟  >u ? 0)غ/زؤ

b «الجل.افي الجد7د  cالوماُ ;<ن ج5ل مورإان /دّمت مع8ح Uل.5,ا: أ-5تُ إ
ل,دن   b cf 2خ5ف4  إ7جاد  أستطخ  2له  للف,ون3  ر2لُد7ل  ي  b̀ إال  b cf لمالُو;ن» 
b /ادرة t1 إ/ام4 معارتُ ;<1ماُ  cd981تُ أن b cd,استر,اء العمل ك,ادل4. 2لك)
b ج5ل إن ك,تُ أرإب  cdذلك. سألت b cf ال,جاذ t1 b hرخ078 2رم,ت (6درك c bm9,ان
ي3 9انت6لت 1اج 1988 لُما;ً إU «ه5.د07 (78دج»3  b̀ b الثال cf العمل معها b cf
م0   c bmلف,ان معارتُ  1دة  -,ن5ه   t1 لصالحها  12ملت   c bm1ام 59ها  12وتُ 
-ع8س  لكونها  2نن8اً  هه.  b̀ 2إ جونسون»  2»ك&2د7ت   « b cر2دك أمراُ «د2نالد 
b̀ إن ك,ت أ2دّ  b أحدهه 2هو د7ف5د ألك cdالم,ط346 سأل b cf c bmالعد7د م0 الف,ان

b مطان رخ8.  cf b -در7س الط&في (د2اج جعك<

b المءسس4.  cf :ماجدة

ذلك   b cf ا;سه  هسا  1ل5هه  أاًل6ته  أنكه  أ1ت6د  المءسس34  اً&في  ل.5,ا: 
 b hالت6ل5ل م0 /درك b cdالع8تُ ;<ن ا;نوثاُ (الت556ه 7ع t1 ُالو/ت. 2ا69ت

? 0)(تيا)ور9وس؟ >u 7ما هو تخكك

ماجدة: الف,ون الجم5ل4. 

هل نشأ بينكما هعور فوري با)23ارذ؟

b نج8ي 59ها  hdال U2>;ماجدة: أرادت ل.5,ا د1ه إ498 الط.ا341 2[انت الم8ة ا
المخطد  ا-5ج45  h̀ (ا;س  b cd2أ(لثت ال6هوة  لت,ا2ُ   b cdد1ت 1,دما  [امل4  محادص4 

لها. 

الط.ا41  إ498   t1 (6اء  ل&: ا-5ج45  h̀ اس خط4  مس.346  خط4  لدي  [انت  ل.5,ا: 
2التأكد م0 1دج إنهاء 1ملها t1 ا;:اً&ص. 

̀_ 7مك0 لل,اس م0 خارج الجامع4  ماجدة: لسلك3 ا9تتح,ا إ498 الط.ا41 كمخت
b -عله  cf اخت&9ها. جاءت ل.5,ا ل8إ.تها t1 ا;ستفادة م,ه3 صه -تالت ا;<مور
2[ان  -سوص3  /ائم4   01 1.ارة  2ه)  معا3ً  مط.و41  أ2ُ  9أنتج,ا  الط.ا341 

ذلك.....

ل.5,ا: 1اج 2005. -لك ال6ائم4 الورد47. 

b أرل5ُفك  cf ماجدة: 2-واصل العمل. سألتك 2/تها 01 إمطان45 2ضخ العمل
لك  c c̀ م  b cf 2/تها  [ان  2السي   3[ م8ئ5اً التار7س  ا(ل/جعل  c b̀ 9 ه5ستوري  [م5ك,� 
اّس م6ا(ل مكت.4 المد34,7 2-حوُ (عدها إU مساح4 81تُ  h̀ b̀ ذي ال الصث
3 سألتك  b̀ ة 7مك0 لل,اس 59ها التج78ب 2العمل. 2أص,اء دراس4 الماجست b̀ صث
01 إمطان45 استكواس 1مل جد7د 7تمحور حوُ اللث4: 2ك5ف -تكون موا81 
b 9علتُ 59ها هسا3 /لتلى  hdال U2>;الم8ة ا b cf .7,ط6ون (ها b hdال,اس -.عاً للث4 ال
نها47  1طل4  خ&ُ  2ني  الم.{ جهّعت  خلك].   t1 7د7ك  [2اضع4  حس,اً   : bU
b ماري أ2ل5ف8 ال6د2ج ل8د7تك3 9استمعتلى لها صه  hdا;<س.وني3 صه أرادت معلم
b̀ ل&هتماج  c (ه مر bmح4656 ا;<م38 أ2د ال6وُ إن العمل السي -6وم b cf : /لتلى
2(دأنا  ذلك».  ل,ا   cd7تس 1,دما  حوله  نتحا2ر  أن  ا;<9ضل  م0  2ر(ما  9ع&3ً 

الحد7] 01 العمل. 
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 ? >u WX0هجار  و6ل  جا)سون  نمن  وجميل!  مشمس  9و4  إن�  بليهك  عم/ 
ح"29ة )(ينا. 

ة!  Jf0)ف هذه   ? >u مشغو)3ان  أنكما  أعلم  هنا.   ? JK360ضاف  bع أهك/كما 
? ذ10  JKأ6لل V6للة و0)م{حةا1. 6نعود إWX0 من ?fفل2" أ./ق3كما با)8ث
? أرإ أن ن("أ أوXً من 0)متيان 0)ذي 0)23ي3ما في�!  >K0)ض(يعة 0)وجود9ة! و)8ن

? جامعة Xنكشا9/ 0)م/كز9ة؟  >u 7(هل كان ذ
ماجدة: نعه هسا صح5ح 

[-ضحك] 

 t1 8التسك b cd,ذلك3 2; 7مك t1 ل.5,ا: نعه هسا صح5ح. ل6د م8ّ 2/ت اًو7ل
b ك,تُ أخوتُ -ج8(4 مثا87ة.  cd2جه الد/34 ;<ن

ماجدة: ;3 ل6د الت56,ا /.ل ذلك. 

أوه. 
ا;<رجح   t12 1اج 32000  الف,ون  (طالور7وس  دراس4  أنه5تُ  حس,ا3ً  ماجدة: 
b [ل45 الف,ون الجم5ل4  cf 45,6- 41,دما (دأتُ العمل كموخف U2>;الت56,ا للم8ة ا

b جامع4 ;نكوا87 الم8كع47.  cf

ل.5,ا: نعه3 هسا صح5ح t1 ا;<رجح. 

ماجدة: (دا47 ا;<لف5,5ات إذن. 

? مجال 0)كو1؟  >u عملتِ ك23نية

 . b̀ الماجست دراس4  (دأتُ  1,دما  الصوت  مجاُ   b cf العمل  (دأتُ  ماجدة: 
الف,ون  [ل45   b cf صوت  كت45,6  العمل  2(دأت  ال.طالور7وس3   t1 حصلت 

 . h̀ b مانوس cf b̀ b جامع4 ;نكوا87 الم8كع347 2درست الماجست cf 4الجم5ل
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X تن3ة/ WX0رهيه رقم 3 
 2012

 9 : Smو d;nلo فBp5أ N1 Aن d;ن qZا r;ع s)
PAD.MA

(Pذن t N1ا1ب 

0ئل) ر0د9ا – 0)فك{ن 1 و2  9ل (تِلى تِلى
 2011

(Pذن t N1ا1ب 

الw7M 91 ال3َسَم هaساً
 0BاعلM- 0BM-ها jوj5 ت6ب 1عn1 6نا5يBس

 0"M69 ص

الp 92 w7Mعا5ات 1هaه0 
نص وص6ت 1سجN1 w ها-ف2Bh 9ي6 

عاc: ال0/2 
 03B/j 54

? ){Wح"0ث >u0/.0)مسار 0)فوتو
2019

/7اصات 6h-6غeا0Bh أ0BMBp5 ع{ 
أكeيلBأ 

 ( :cاaجqZ3900 سم (ا
(Pذن t N1ا1ب 

0)/فيِ ق(ل 0)ض/9ِ 
 2020

 :c2ي6 عاBh 9اتpان: الشاaلم تBh
ال90/2 ص6ت B"1ش)581  

 03B/j 85
(Pذن t N1ا1ب

كيان  ?fب
2006

ات e1ا/.eiB1 90و6hنات9  -لMاقt 9ا1;:
 jje- 2ي96 1ع2ئBMع الBنا1و لت3شe)
 D56"1 w.ا945 كpo wي96 61صjاeال

7 حل3ات9 6 1عeوف0 
ات 1ت.اين0  d;h

5سم ج2اD5 لنظام و4 ل3شات نا(ت0 
 waأنناذ الع

(Pذن t N1ا1ب

10 م/0ق(ة 0ج3ماعيةك عيادة  ?fكام
غ 0)عانمة  ?f60)زكا4 و

 2008
/نا-ان 1ن7Mلتان (ج4j6 عاjي0 و2Bhي6 

ا e1ا/.0  tا1;:
ات 1ت.اين0  d;h

(Pذن t N1ا1ب 

0)جار ق(ل 0)"0ر 
2011 - 2009

ات e1ا/.0 (ج4j6 عاjي0 2Bhيt 6ا1;:
1ع ص6ت e1اhق 

ي0  S نجل;: qZا co 0aجe- ي0 1ع S نجل;: qZ0 واB)eالع)
 03B/j 60

(Pذن t N1ا1ب 

موم(اي تميل ){6Wفل 
2021

4K 0/2) اتpا/.0 س.اع) الشاe1 62يBh
j 7/اKق 

(Pذن t N1ا1ب 
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ر0د9و 0)ميناأ
2009

ال.s ع{ o 10083خ oم ع{ إ6ئ 
5صBف B1ناذ jاو9 ت56 الشا0/5

(e (-6نBق o s) 92022خ oم 71�ي
(Pذن t N1ا1ب

ب{د 0)(م/
2015-2022

1ش.6ع0 سBان6-ايب 1عeف0 للشaي ع{ 
: Sو /شفيBنس

770 ك 230 سم
(Pذن t N1ا1ب

من بليير إV بليير إV بليير 
2009-2013

-نس3Bات 2Bhي2Bh :6ي6 عاc: ال90/2 
c: و2Bhي6  S S;1 2وBh2ي6 1ن63ئ9 وBhو

ائ وص6ت  ها-ف ن3ي
03B/j 38

: 1ؤسس0  ST نتاي qZنا1و اe) N1 فBتكل)
الشا0/5 للMن6ن وjوكB16Bنتا (13) 

(Pذن N1 1ؤسس0 الشا0/5 للMن6ن وtا1ب

رنيه 0)ميناأ 
2009

2202 : ST 2ت إ.اعتمBأع

0"M220 ص
1نش56ات 1ؤسس0 الشا0/5 للMن6ن

مع/ف ".وجار10 و0)(م/" 
2011

o 21إا5اً لل567 ال6M-6غeا0Bh والن67ل 
-"A الفجاي

(Pذن t N1ا1ب

ب{د 0)عميان وقكه أب/إ
2011

2Bhي6 عاc: الN1 0/2 ت&ئ -لس6iبك 
 r;0 1ع حBال تeيش0 أ1;:

j03ك أ(عاB/j 60
(Pذن t N1ا1ب

9و ?f36 ? >u ِ9رجال 9عملون مت نناد
2015

 2Bhي6 أحاDj ال3نا4 عاc: ال0/2
: dm6ب صBكe- 1ع

03B/j 20
Nان52يa90 الBالكانت6ن

(Pذن t N1ا1ب

مات/9كس 0)3ف/9ك
2012

4 /ن6ات 2Bhي6 عاc: ال0/2
j 10/اKق

(Pذن t N1ا1ب

قائمة الأعمال
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-D5ك6ي9 وسا5ا w0 1ثBنMؤسسات الaال N1 j2جانب ع co 9م&hYZا اBأنش6ل6ج
 ABلZ 0Baيjاtن6ن9 وأMا5 للjان نا e1كف 5jاس0 -ن0Ba الaجتaعات9 و1ت"ف ك;:

: نj6Bله)9 و1ت"ف ال2كت56 (هاو jاج)  ST sال"2ي NMلل : Sأ ال6إفيeعaوال Zاt
 Do9 و S S;ت"ف الج2ي92 و1ت"ف ك6يa9 والsال"2ي NM9 و1ت"ف الD161.ا : ST jZ
: لن2ن9  ST وغاقوو5كي S يهات k(نتلأ: : ن6Bي56ب9 و-5j61 ABن9 وغال;: ST ل6كيh

 : ST sال"2ي NM9 و1ت"ف ال S S;Bكا9 ولBون d;nB9 وآ5ش ال S : (eللأ: ST ات العالمhن3ا AB)و
 8Aقي :;) : ST : SفيBلسشMت"ف الaوت9 وال :;) : ST كائ أل6انpوا5س96 وأ

ح7لA الaج6aع0 ع{ جاKفe1 4كف نام ج6ن (ايأ للMن6ن9 سBؤوئ (2020)8

ها8 الشا0/5 و5ام س (2017)ك و(Bناc: غ6انج6 (2016) وغ;:

tا1ب
ب d;ي6 1شj6است

D161.ا : ST  2007 Aسسس-
D161.ا : ST waم و-عB3-

: 161.اD عام 92007  ST 6ك16ا5انp 6بpاينا أنان2 وأp N1 ؤwt 06عaجaأسي ال
ون0B وأpكائ  d;nل qZ2يا اBaم وال&hYZ2ي6 واBMال : ST 0BسBKeا الaالهaت أعeوأعه

 S 4 الaاف90B 21ن الت3ا5ب العBaق (لأ: الNM العام ت&ئ السن6ات الآaي عجم
 N1 42ات و-جا5ب ج2يMاي 61اصe9 أنناذ استآ : SفيMال wوالشك : Sيب الت3فيeالتج

ال6aاj وال"Bا4 الaعالي84 

 Aسسس- : dالفي pad.ma 0Bون d;nل qZف اBp5YZ0 1ن07 اhاسترا : ST 06عaجaو-شا5ب ال
 : ST اaنBس eعام 92013 و-2ي Aسسس- : dالفي indiancine.ma 07عام 2008 و1ن

اله6اذ الشلق 1نر 14 سن80 

 : ST اa) 9عا5أ ع{ 1ست6ن العالمaال N1 2الع2ي : ST 06عaجaائ الaأع Aفe عظ
: e1كف نام ج6ن (ايأ للMن6ن (2021)ك e1كف  ST 4 ذلأ الaعا5أ الjeMي0 اYZت;:

jام (2019)ك و1شا5يع  d;9 أ1سw)آ Dj D أ5غ6ش للNM وال2Baياe) 9وكسw وغال;:
: jي16iنتا 14  ST م&hYZنا1و اe)16نتا 13 (2012) وiيj (2017)ك A"للن d;61نس
 9 : dفيB6 سiBسi1ا95 وtjم وB6ا5ف وأس6اش (ان�ل56و9 وسان ت6سp : ST(2017)ك و
 Aا5كp اa8 كDانا9 والشا90/5 و161.اB6(لB9 ول(لهj6ئ9 و)اt6-ا9 وiالtوال23ش و
: pان�هاD وغ6ان�ج6 و-اي.Bم وسن�ا456h ولeMB(6ئ  ST هاتBنالB) 42ع : ST ا1بt

 co 0hفاqZيي (اe61قي : وBpكاغ6 وZه56 والشا0/5 (92009 92011 2013) وك6نم
9 و1هeجان BBhنا  : YmاaنBجان لن2ن السe1ه w0 1ثBKاaنBجانات السeهaال N1 j2ع

: وأBp5ف  dm 9 و1هeجان e1سBلBا ل&hY&م ال6نا90B3K ون2وh 4&ه;: :cال2و : YmاaنBالس

السيرة الذاتية
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 N1 90نBMم (س.pك أB6ن ال6سiا/ها9 ويBك0 وسe"ال Nأ عeعaد عن6ان ال يت"2ي
: -h2عها و-جeها9 وينتa) صنBع الNM هنا co اZستiشاخ  dائ ال63ن الفيMغo ونj

الaتجس2 الرD يفحف ع;r الشeش ويعB-e- 2B.ها. نا5jاً 1ا -Mعt" wا1ب" ذلأ 
(jeMaهاh 9عaلها ي63م ع{ أن6اف 1آتلN1 0M التعاون كن3ش0 انش&ش لها9 كaا 

: (رلأ عن6ان الaعeأ "الBheق /.w الشeيق". يسرم

: "1عeأ  ST اaسها9 كMعا5أ نaأ الeعaهرا ال : ST بe"ت- : dاذ الفيBpYZا waش-
 " : Ym6شف الرiتك ال" : ST ًاj2اناً ج : وج2ت ج;: dأو ال567 الفي "e".ج6جا5ات وال

(2019) أو ال"teات p.م ال3ا5ي0 1تع4j2 اYZوجم لج"الBheق /.w الشeيق" 
 : ST ًآاصاpأ Naك0 -ترe"ع الBستش- Z ب أوe"ت- Z اذBpا أن هناب أa(2020). ك
 9(2021) "wMسYZن"6 ا wBa- D161.ا" : ST ا "الجاw./ 5 ال2ا5" (2011)9 أو الكا1;:
: "tا1ب"9 لنآلص co أن 1ا Z ي63ن ع{ ال"eك0 هنا Z يفائ  ST S أو عر6 1علأ:

-"eيnنا. (23aو5� 

: الaآ7ص للع6الم ال."eيN1" 0 تلBو  S5كYZالشا(ق ا : ST ًأ أيراeعaال Naيتر
وف Bhلa) أنجف (تكلBف e) N1نا1و  co تلBو co تلBو" (2009 - 2013)9 وه6 1جم
: الشا90/5 أح2هaا كتاب  ST انeوعان آت : 1ؤسس0 الشا0/5 للMن6ن9 و1جم ST نتاي qZا

: "5اjي6 الBaناذ" ال"اKفيN ع{ جاKف4 لجن0 الت"Biم  Smناذ"9 والثاBaف الBعن6ان "5ص)
ان90B 5غم  r;Bوئ 5و: سYZش�إ ع{ الشا(ق ا- S : حلأ: ST 9(2009) 9 0/5الشا :cناB) : ST

. S التشا(أ 1ع سBا/ات o/لa- 90BaBتN1 2 أh�انستان h coلسشلأ:

-امب
-

الرفيق قبل 
الطري4ق 

3اً يعiي -567ات  م 1عeأ "الBheق /.w الشeيق" hراذ (ان56اB1اً 1عaي ي23ي
: 161.ا9D حsB -جتaع  ST 0BنMا1ب" الt" 06عaائ 1جaعYZ 0Bh0 ون3اB0 و-3نB1كان
: عw انتشا5 جاK"0 ك56ونا  ST 2وفع -567 ج2ي co مBh ي"تاي العالم N1ق : ST

عات ال0B163 عالBaاً ع{ حساب ان"سا5 الaسا5ات واZشhاش.  S S;ال : و-Mسرم

S عا1) 2006 و92021 (ناذ ع{  أنشست 1ج6aعt" 0ا1ب" هر� الaشا5يع (لأ:
: -ت.عها 1ثw استآ2ام الت3نBات ك6ساKك  dي42 الفيeM0 الBنMات الBلaالع

45 واBp5YZف9  ج6BسBاس90B و-eسBخ M1اهBم 1ثw التجب والج6ا5 وال6aاj ال67aي
: الع2يN1 2 هر� الaشا5يع  ST :6تM1 : Sا5 ع{ 21ن ق1فيeaستZا Nر&ً عh
ك0 واZهتaا1ات الaت2اتل0. -تعاw1 1ج6aعt" 0ا1ب" 1ع الت3نBات  d;شaال

 : Sإa0 الMاجس4 وتMa) ًاب أيراMحتZ9 1ع اw2ن الش6يaوع&/تنا (ها ع{ ال
: 1سا5 غ;: 1ت6/ع9 كaا ل6 أن الaج6aع0 -ج2 نMسها9 أp.م (3شعث  ST ً12ا/

: Bhلم. ST (61نتاج
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 Nن6ن عMنتاي 1ؤسس0 الشا0/5 للo 0"6ع0 ع{ 1نaجaال Aعام 92010 ح7ل : STو
: إ6يw يتت.ع  Ymلم 5واBh Nو"9 وه6 ع.ا45 عBتل co وBتل co وBتل N1" waع

 N1 06عaجa0 لB16Bال waا4 العBص2 حeغ6جا5ات9 وي : ST AB42 (ظنBن0 وحBM5حل0 س
ال."ا45 عN إeيق ص56 1لت3ش0 (اله6ا-ف ال6a"aل80 نظMر العwa (التعاون 1ع 

o 4/اB) 01ناc: الشا0/5 ال"اDj عجم  d;h أ (ع2 حل6ئ الظ&م إ6ائe ال."ا945 وعظ
: اله6اذ الشلق (الe3ب N1 الBaناذa1 9ا جرب لMBMاً N1 ال."ا45 الفاeKيN وعaائ  ST

الBaناذ وسكان الaنش803 

: هرا الaعeأ اZستعاDj "الBheق /.w الشeيق"9  ST ن ال.ا5قان&aيشا5ب هران الع
S عا1) 2006 وa) 2021ا  والرD يجaع (2و5� الع2يN1 2 أعaائ الaج6aع0 (لأ:
: ذلأ أعaائ ال2BMي6 وال67ت واBp5YZف واZنش�اZت وال3aتنBات9 ويستن2  ST

 N1 كwt سها : أسي d6ع0 الفيaجaت.عها ال- : dي42 الفيeM0 الBنM0 والBب ال."ثBسالYZا co
 S : يجaع الMنانلأ: Sفيh 6يj6ثا(0 استa) 6نi92007 لت : ST 6ك16ا5انp 6بpاينا أنان2 وأp

 8Nh &وال NMال wات 1ثBKكا5هم وإا/ا-هم ح6ئ الثناhوأ

 (aل2ا45 ال2كت56 سلشان ال3اس : Smوا1تنا Deip تالص Nالتع.;: ع jوهنا88 أو
: السaا:  ST 1همei016 الشا0/5 لiح : ST ا5بaي0 والجe".ال Y Sm6اa4 الeKوكرلأ ل2ا

S (اZإ&ف ع{ سج&-هم وأMBp5ا-هم8  للMنانلأ:

S إ6ائ -لأ السن6ات9  لt 23ان j N1واع) kو5نا أن نعn) waثب 1ع الMنانلأ:
: ساع2-نا (شeش ع2ي42 ع{ -"2ي2  d0 الفيBنMات الBعالMا01 1آتلف ال/o wأج N1
 waنع : dنش03 الفيa0 والBل"aعات الaجتaؤسس0 1ع الa4 -567 -عاإ) الjعاoو

: -جeيها الaج6aع0 ح6ئ ال3رايا  dت6اصل0 الفيa3ات الB3"عم التj انt 2/ها8 وBh
(ال�0 اYZه0Ba (النس.0 لنا جBaعا9ً ع.ا45ك عN 5حل0 1ست4ea و1جفي90 ون"a1 Nتن6ن 

9 ونسw1 أن  Sال"الي A/6أو ال : Sاكaال : ST لنا س6اذaا (عaا1ه S d;ل3اذ ال S للMنانلأ:
 801jالسن6ات ال3ا : ST ذلأ eaيست

مق/مة
-

حور القاسمي

S 1ج6aعt 0ا1ب الMن0B و1ؤسس0  ت&ئ 1ا يفي2 ع{ عN1 23 الف9N1 ا-آر التعاون (لأ:
 : ST S S و1ت"2نلأ: الشا0/5 للMن6ن أpكاZً 1تع94j2 وذلأ N1 ت&ئ -عاونهaا كMنانلأ:

1شا5يع 1آتل90M وانآeاإهaا 1ع سكان 1oا45 الشا0/5 وعaالها وقوا5ها8 

 45jناذ (1�اBaف الBوف 5ص (2أت 5حل0 الaج6aع0 1ع الaؤسسN1 0 ت&ئ 1جم
الشا0/5) الرD أنجف (تكلBف B) N1ناc: الشا0/5 التاسع (2009)9 وانش6ن ع{ 
 N1 0Bاع : ساehت (ال63ا5ب الجم dي0 الفيe".اد ح6ئ التجا45 ال")YZا N1 سن6ات
الشاco 0/5 وجهات 1تعt 4j2الهن2 و(اكستان وال167ائ وoيeانh 9نتو عنها 

 8 :cناB.ال : ST ا5بp Nجفأي N1 ً6ناi1 ًوعا : ألهAa 1جم dائ الفيaعYZا N1 0B6ع0 غنa1ج
وف N1 كتاب (عن6ان "5صBف الBaناذ"9 -ت.ع التجا45 ال."eي0 1ع  ن الaجم -6iي
وف 5اjي6 الBaناذ الرD -رNa (ثاً  ال167ائ N1 ت&ئ سج&ت الBaناذ9 و1جم

oذاعBاً 5YZ(ع0 لBائث (الل�0 الهن2وستانN1 0B أغانث و-عل3Bات و1"اjنات 1ع ال."ا45 
 w7ناذ الشا80/5 حB1 : ST "0Bذاع qZش0 ا"aال" N1 eتاجaناذ وأص"اب الBaائ الaوع

: (Bناc: الشا0/5 التاسع8  ST ن r;iم الBi"ف4 لجن0 التKوف ع{ جا الaجم
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 ماج"ة 36او0ر6تيا

b (78طان5ا  cf 4نحو 61د07 م0 العم30 1ملت الف,ان4 ال.ول,د47 الم56م t1
̀_ 1ت.ات الساك8ة3 2ا;<لُطاُ المك8س4ّ  ماجدة ستا2ارسطا t1 استكواس 2س
للتار7س3 2-جارفي ا;:صثاء الفا1ل34 ح5] 2خّفت الصوت 2ا;<داء 2صور 

b المهمل4  cخهار مد7ات الماح التح78ك 2الفو-وإ8اس 2ال8سه 2الط.ا341 ;:
 .« btم.دأ «ا;:صثاء الداخ t1 42المت,انني 1ل5ها م0 خ&ُ ممارستها ال6ائم 

إال.اً ما -.دأ م6ار(تها لص,ا41 الف0 (استكواس المدن3 2اجت5ان الط8ص ك5فما 
c [ل مو/خ3 9ا-حاً  bm) 478ا-فح لها3 مما 7جعلها ألُ.ه (متجوُ 7,ت6ل (ح

47 متعددة  cالمجاُ أماج 1&م4 موس4565 مت,اإم4 -كوف 01 اً.وإ8ا59ا حل
الط.6ات. -ص.ح هسلى المواهد المتموضع4 أساس لُطل لثوي 789د 7,تم) 
ة3 2-عمد ستوارسطا (4698 معا2ن5ها المختار07  c9ج4 الخ5ا;ت المستحل Uإ

(ع,ا47 إU -فك5ك اً.6ات الموهد السمع)3 (استخداج اللث4 2التأمل 
نواء أ1ماُ -8ك45.5 -حود الموا81 المفعم4 (الح5و47. :; b«الوخ
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)(ينا حمي"

 _̀ 1 2ذلك  789دا3ً  5,9اً  مساراً  حم5د  ل.5,ا  2المعلم4  2ال5ّ6م4  الف,ان4  ا-خست 
 t1 ال.دا47   b cf -در(ت  إمطان5ا-ه.  2-وس5خ  التصو87ي  الف0  حد2د  -جا2ن 
انوثا;ً  أ1مالها   b cf 9أخه8ت   3 b cfالر6ا التار7س   t1 صه  الم.ح)3  التصم5ه 
1م65اً (ا;<2(8ا3 2/دمت م,نوراً جد7داً حوُ 9ضاء ال8سه السي سادلى ال8جاُ 
 t1 tلُخص5ات متخ5ل34 ح5] -تج t1 التار7س. -ضف) أ1مالها الح5اة _̀ 1
لُطل أل5ُاء ا1ت5اد47 [الع8(ات 2ا;<دراج 2ا;<(وافي3 أ2 لوحات لم,اخ8 داخل45 
أ2 (ح3478 9تد1و هسلى الم,اخ8 (فضل د/تها 2إ-6انها المواهد07 إU 1واله 

b ال.د7ات التار7خ45.  cf 2ك5,ونات  خف45 ;<89اد -ه -جاهلهه

ح8ك4   b cf المءص8ة  الوخص5ات  أ(8ن  م0  2اسخ  نطاص   t1 حم5د  أ1ماُ   _̀ -عت
b -تضم0 اللوحات 2ا;<1ماُ  hdممارستها ال _̀ 7طان345 ح5] -تحدس 1 _̀ السود ال
ك45.5 2إ/ام4 المعارتُ 2إنتاج الصوت 2الكتا(34 المحو السي -ع8ضت له  h̀ ال
t1 (6789 م8 العصور3 ل5ط8ذ صو-ها الف78د3  مساهمات مجتمخ الوتات ا;:
b 2العالم)3 أا8ًاً جد7دة للخ5اُ  c7طاك _̀ b ال cfالموهد الر6ا b cf السي 7عدّ م,ارة

. b cdالف

السيرة
الذاتية
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9 1سلم  : rmeiيم الe1 9("يم الشe1 9wن2ي/
تان pا�9 1نهاj عظBم أح92a 1فيS الشعا95 

9 61ي2و  9 61ق4 ع{: : Smاea"9 61ق4 ال : rmاe1هن2 ع
 � :;1 9D2العج6ق9 1) ال3اي N1ك56وت9 1ؤ

وان90B نالي 5حaBإ9 نالي  r;يم الjف5وع)9 ناaال
نً س9 ن.Bجم 5حAa س9 ن2يم تان9 

 9Djاa"9 ن6خ ال :c2B.ن456 جاسم9 ن6خ الع
 9 : S6ل".ائ9 ه.0 حسفي) e92 هاجa"1 wh6ن
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S ي6سف حسلأ:

ف/9ِ مؤ6سة 0)شارقة )لفنون
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-eجaان9 5يج6يف ج6ن9 5يم ص6ان9 5يم 
9 سا45  : Smاea9 سا45 العDjاقا �e92 قهa"1

 2B9 سع :}B.2ا5 تان9 سع2 الh9 ساjاe1
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