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Biography

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.
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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
flaneur—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.



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, | see those |
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.

7

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 téte-a-téte.

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, | 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, | am certain that the shape for this
unique exhibition became clear to me on the 22
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?2. 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. lron-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. | was surrounded by things that

9

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. | opened my eyes. There it was—the most
beautiful, salvaged object that | 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?
| studied each quadrant. | could hear birdsong, as
one does in the morning while sitting next to an
open window. | 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
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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.
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| 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,
| have learned of many new things. | have come to
re-consider how the epistolary form can become a
seed for art, performance, music, and more. | 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 | 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, | 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
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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, | 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.
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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

| remember the first time | made my way up the
steps to Lubaina’s home studio. | was taken by a
wondrous salon hang—an arrangement of things
that was distinctly, well, Lubaina Himid. Prodding
a little deeper, | 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, | 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
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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 lda’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
Andalucia) 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
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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
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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 15" Sharjah Biennial, these
backlit street signs were displayed atop various
storefronts throughout the Emirate of Sharjah for
the duration of 30" anniversary edition of the
event. Some of these signs lived above heavily
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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
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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. | 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.
| can never remember when, because | was on another
sort of plane.
MS: No. We met before.
Oh.
MS: Well, | finished my BA in 2000. And probably the
first time we really met was when | 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, | only started working with sound when
| started my MA. | 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.
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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. | also asked if | 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. | later asked, while
pursuing my MA, if | could explore a work which was
about language... how people feel depending on which
language they use. The first time | did this, you came
and said, ‘Well.” [placing her hands on her waist]. | set it
up over a weekend, and then my tutor, Mary Oliver, was
coming to see you. You listened to it and said, ‘Actually,

| 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: | was Head of Research. | was luckily never head of
department. | would not have been very good at it. But
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| 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 | was given the fantastic job of
proving that we could. It took many years to getitto 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, | 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: | came north because Jill Morgan had presented

my show New Robes for MaShulan at the Rochdale Art
Gallery, and | couldn’t find any work, except waitressing,
in London. But | knew | could make shows of other
people’s work and was convinced at that point that |

was making great work myself. Jill asked me whether |
would want to work with her at the gallery. So in 1988

| 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 | want to teach? There was a place coming up
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to teach part-time,
pre-degree students.

MS: Foundation.

LH: Foundation students, | suppose you called them in
those days. | accepted. | was interested in that because
curating meant | made less work of my own. | liked
teaching because it was one day here and one day there.
| thought | could see a student from the beginning of
their time to the end of their experience and watch them
develop. | 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 | 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 | didn’t come here because | 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... | don’t think | knew so much [about]
what was happening there, except at the Bluecoat. But
with teaching, | realised | 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 | thought, ‘Yeah, |
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. | just love
what they can do. My thinking about print was never

the fine art print. It was much more the poster. | 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. | found somebody who was a silkscreen
printer and Polish. Of course, in my mind, was the history
of posters and the Polish print. | thought | could try to
make that kind of work, this bold shape... At first, | didn’t
understand the process at all. Magda had to explain. It
was all harder than | [thought]. [Laughs.]

What was your kind of affinity 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, | 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,
| was encouraged to consider what it would mean to

let the material do what it wants. | remember when you
came with the design, and | said, ‘Well, now I'm giving
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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 | never fell out of love with the theatre.

| never had quite the relationship with it that |

thought | was going to have—me and British theatrical
performance. But | 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?’ | am interested in that kind of
action. | think that’s at the heart of everything.

Including the cut-outs?

LH: The very first time | 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 | really understood
are those ones outside cafés. | 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 | 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 | 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
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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 | started recording sound, they were chiefly
interviews for my research. When | began editing those
responses, | found pleasure listening and working with
different accents, different speech patterns. When
recording environmental sounds, especially situations
within the cities, | 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, | 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: | 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 | am listening to it, | can see it's a
city. | can see in my mind London and Euston Road and
all sorts of different places in London that | 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 | was making a place that wasn't that place. |
was making a whole other place, in my mind, of the place
that | knew. When | was listening to the composition
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from the soundscapes of Istanbul, which I'd never been
to, | couldn’t talk/conjure words about the heat or the
streets or the colours of it. | know | could have looked

up a guidebook and made it up, but | did what | was
being asked to do. | 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, | 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 | am listening out for women. | can’t hear any.
| know when they are there, but | 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. | mean, it’s just

sounds, once you get within the fabric of the city.

LH: | 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 | 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 | 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. | would like you both to reflect
on this work.

LH: One thing | need to say is that some of the texts
that | was reading was a piece | 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. | want more text on the clothes. |
want more text on the rosewater.” So, | wrote a lot of that
text for this piece. And | think there are thoughts and
words | never would have got written if she hadn’t turned
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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 | 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,

| 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 | 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. | 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: | 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.
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[Laughter].

It also locates you. When that radio presenter’s voice
comes in, at times he can seem so pompous, but also
s0 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—
| 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. | 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.
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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 | understand, this work
changed due to Magda’s intervention several

years later?

LH: There are two things that | 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 | 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 | 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.
| start every brightly coloured painting thinking what |
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really want is to do this in subtle shades of northern
European grey. In Alla Prima/Cross Hatch, | was able

to bear witness to somebody who understands all that
tonality, opacity and viscosity of colour, which | don’t.
It's too complicated for me. | wanted to layer. The same
is true with Magda’s intervention in Naming the Money.
| had made the work in a clunky way in 2004—the only
way | knew. From 2005, | 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 | 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. | wanted to integrate the libretto into the score,
but | didn’t know how to do that.

MS: | 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. | can't do it.” It wasn’t good enough. | thought, there
is no way I'm doing this more than once. So, | 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 | was saying, she managed to get it
so that it was embedded in the song or embedded in
the music.
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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 | 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. | 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. | was doing two different things
throughout my residency in Sharjah. | was recording
sounds, often in places that were busier in the evening,
and | 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.
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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: | 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, | don’t think | 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 | wanted to capture
some of that energy here.

LH: Well, it absolutely is. | 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 | 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: | knew | wanted a blue line. | am not sure if [Edward]
Krasinski (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—
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LH: So, it was there, but it wasn't at the front of my brain.

MS: Lubaina said, ‘Well, | 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 | would
paint on zinc, as | 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 | thought, ‘If | don’t get this thing,
then | will just start painting on the things which | have.’
And then | went, ‘Lubaina, this is a really great idea. Of
course, you should paint on things that you have. | 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.
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LH: | think it's that Bridget Riley, Early Morning from
1968. | think looking at that | understood that paint
could pull you in and push you out simultaneously. | know
it's not what one might expect.

MS: I'll say The Double Life of Veronique by KieSlowski
(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, | think—and this is quite annoying—they
merge slightly because there’s one in New Zealand, one
in New York, but | 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 | don’t know when it was, but | 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. | cannot remember the date. What did you say
it was? 1980 something?

Between 1986 and 1990.

LH: And | was doing it with Jane Beckett at East Anglia.
What | now understand is that | didn’t want to pursue

a PhD, because | couldn’t just write about Betye Saar,
which is what | thought | could do. She had to explain to
me that if | mentioned quilts, | had to write about quilts.
And if | mentioned Watts Towers, where she got much of
her inspiration from, | had to write about Watts Towers.
| 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. | went to LA, and | spent days
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there and photographed it, thought about it, but | was
too impatient. But | have 40,000 words. I've got all the
material that | ever wrote.

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

MS: | am often asked: Why are you screenprinting? Go
digital. | 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. | can do
anything | want with it. That's why | 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 45.5x 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

codl ol o Ladla

2023

Text painting
Dimensions variable
Credit: Marwan Kaabour
(Arabic typography)
Courtesy of the artist
and Hollybush Gardens,
London



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
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and Hollybush Gardens,

London

Lubaina Himid

So Many Dreams
2021/2022

Acrylic on paper
194.5x 80 cm
Courtesy of the artist

and Hollybush Gardens,

London

Lubaina Himid

So Many Dreams
2021/2022

Acrylic on paper
194.5x 80 cm
Courtesy of the artist

and Hollybush Gardens,

London

Lubaina Himid

So Many Dreams
2021/2022

Acrylic on paper
194.5x 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 c¢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
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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



133x83x137cm
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
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Lubaina Himid

Untitled

2015

From ‘Feast Wagon', 2015
Acrylic on wood
25x53x19cm

Courtesy of the artist
and Hollybush Gardens,
London

Lubaina Himid
Distance No Object |
2005

Acrylic on canvas

184.5 x 38.5cm
Courtesy of the artist
and Hollybush Gardens,
London

Lubaina Himid
Distance No Object Il
2005

Acrylic on canvas
184.5x38.5cm
Courtesy of the artist
and Hollybush Gardens,
London

Lubaina Himid
Distance No Object Ill
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
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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



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
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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






64 65

Lubaina Himid, So Many 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. Image courtesy of the artist and
Hollybush Gardens, London.

Photo: Andy Keate
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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
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Lubaina Himid, Tenderness Only We dote Byguall .2022/2027 c8,S ST cdnon dind

Can Bear, 2018. From 'How Do You Spell S sl :8ygall .o (hgalge @lass GLall e
Change?', 2018. Image courtesy of the artist C

and Hollybush Gardens, London.
Photo: Gavin Renshaw



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
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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
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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
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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
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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, Untitled, 2015. From 'Feast
Wagon', 2015. Image courtesy of the artist
and Hollybush Gardens, London.

Photo: Andy Keate
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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
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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, British Fish, 2015. From
'Feast Wagon', 2015. Image courtesy of the
artist and Hollybush Gardens, London.
Photo: Andy Keate
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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 |, 2005.
Image courtesy of the artist and Hollybush
Gardens, London. Photo: Andy Keate

Lubaina Himid, Distance No Object Il, 2005.
Image courtesy of the artist and Hollybush
Gardens, London. Photo: Andy Keate
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Lubaina Himid, Distance No Object Ill, 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

94

95

Lubaina Himid, Which Give Them

Employment When Other Employments Cease,

2004-2005. Image courtesy of the artist and

Hollybush Gardens, London. Photo: Andy Keate



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
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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
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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
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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
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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
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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
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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
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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
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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
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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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OUR KISSES ARE PETALS

OUR TONGUES CARESS

THE BLOOM

Lubaina Himid, 2023, CoJl oyl o ks,
Credit: Marwan Kaabour (Arabic t&pography).
Courtesy of the artist and Hollybush Gardens,
London
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Lubaina Himid, Our Kisses Are Petals,
2018-2023. Image courtesy of the artist and
Hollybush Gardens, London. Photo: Andy Keate



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
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Lubaina Himid, Secret Study, 2023. Image o dodie Byguall 12023 ¢dy p dulys cawex> Lug)
courtesy of the artist and Hollybush Gardens, 03 (Grgulge @lasg dLall
London. Photo: Magda Stawarska Kuylgiw 83zl :8yguall



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

146

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