


wyzall o dals whiie
Products Inspired by The Exhibition

sobuw (p al>

Ranim Halaky: Resumé

P S

Artist's Acknowledgements

ladl g9l i Ul Jlacllg wiclysll
Readings and Works Consulted

136

150

150

154

Foreword by Lateefa bint Maktoum

“ L& e B
About Tashkeel

“dyasil duwjlooll aﬂlj).g" o< 83w
About The Critical Practice Programme

dgl il 8l - ,8ls au)
Ranim AlHalaky: Biography

el e 83
About the Mentors

diliall yly
Artist's Statement

NETEPNPNESRT
The Narrative by Ranim Halaky

b Jnuo @lsy goaul Jsls Jgaill
Woandering through the Cracks by Faysal Tabbarah

39020 ptouw @léy alySill dwasie dwiio
The Architecture of Memory by Samir Mahmoud

i 9> alas el J T3] welaol )
| Echo, Therefore | Remain by Joe Najm

uslp i elss 2olall paa e
Essay by Bentley Brown

drgeall Jlaclll
Exhibited Works

LS j b dbgyeo duia)l Jlacll
Artworks Exhibted at Tashkeeel

10

18

22

36

40

48

50

54

122

4¢ TASHKEEL

dbga~o riull ggoés dolS © 2024 JuSdui
ells wusjs;\j,QJLn,uugllgiJ@u‘uﬁ doséo jonll guas

399 aiw S pldy dyje dooyy

axiall dyyell wljloll (13 122255 .0 p
+9714 336 3313 Wilo
tashkeel@tashkeel.org Lig A8yl sl

"l oo aai” g5y20 @8]
2938116 =~ praiun 16 o (Ll ) “ JuSais” b Lal3| ey dilial
2025

Copyright © Tashkeel 2025. All rights reserved.
Allimages are courtesy of Tashkeel or the artist unless
otherwise mentioned.

Arabic translation by Creative Word

Tashkeel

PO Box 122255, Dubai, United Arab Emirates
T+9714 336 3313

E tashkeel@tashkeel.org

Of Liminal Threads by Ranim AlHalaky took place at
Tashkeel (Nad Al Sheba)

16 September — 16 October 2025

tashkeel.org



Foreword By Lateefa bint Maktoum

Of Liminal Threads marks a significant milestone in the Tashkeel Critical
Practice Programme, where inquiry grows through sustained mentorship
into a clear artistic voice. Over many months, Ranim AlHalaky met her
mentors and collaborators in a cycle of reading, making, and reflection that
tested method as much as meaning. The result is a first solo exhibition that is
rigorous, tender, and unmistakably her own.

Ranim’s practice returns to the intimate sources of memory, then steps
outward to the city and its thresholds. Guided by the figure of Omaya, her
late grandmother, she gathers the traces that remain when distances widen
and visits end. The Damascene blanket, the hum of a fan, the weight of a
summer room, these are translated through cyanotype, stamping, sound,
and text into a living archive. Walking becomes a method, noticing becomes
a form of care, and the overlooked becomes a site of belonging.

Structured in chapters, the exhibition moves with the logic of memory rather
than chronology. Each part stands alone, yet connects to the next through
repeated motifs and quiet returns. What appears domestic becomes
architectural, what seems personal opens to the shared experience of
migration, remembrance, and return.

Tashkeel exists to give artists the time, mentorship, and resources to reach this
point of clarity and risk. Of Liminal Threads affirms that commitment. It invites
us to pause, to listen, and to carry forward the voices that shape us, even
when the home we seek is elsewhere.
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About Tashkeel Established in 2008

Tashkeel is a commercial consultancy with studio incubators for visual
art & design rooted in the United Arab Emirates. Established in Dubai
in 2008 by Sheikha Lateefa bint Maktoum bin Rashid Al Maktoum,
Tashkeel's facilities enable production, experimentation and discourse.
Its annual programme of training, residencies, workshops, talks,
exhibitions, international collaborations and publications aims to further
practitioner development, public engagement and lifelong learning.
And its commercial services seek to embed UAE-made art and design in
the very fabric of society and the economy. By nurturing the growth of
contemporary art and design, Tashkeel seeks to empower the country's
ever growing creative and cultural industries.

Tashkeel's commercial services include Consultancy, ranging from
advisory, sales, design and production services and special projects for
a wide range of clients; Training, the development and delivery of art-
based learning for the education, cultural, public and private sectors;
Membership, providing comprehensive access for the creative community
to facilities and studios to research, experiment, make and collaborate;
and Printing & Cutting Services of laser-cutting, fine art/photography &
risograph printing; and Retail, selling UAE-made art and design products
instore and online as well as across a nationwide network of partners.

Tashkeel’s incubator initiatives include: Tanween, which takes a cohort of
UAE-based designers through a one-year skills development programme,
taking a product inspired by the UAE from concept to completion; Critical
Practice, which invites visual artists to embark on a one-year skills
development programme of studio practice, mentorship and training,
culminating in a major solo presentation; Residencies at Tashkeel or
abroad, ranging in duration and often in partnership with international
partners; Make Works UAE, an online platform connecting creatives
and fabricators to enable designers and artists accurate and efficient
access to the UAE manufacturing sector; Exhibitions & Fairs to highlight
innovation and excellence, growing audience for art & design in the UAE.

Visit tashkeel.org | make.works/uae
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The Critical Practice Programme

The Tashkeel Critical Practice Programme offers sustained studio support, critique and production of one year for practicing contemporary artists
living and working in the UAE. The programme culminates in an exhibition, publication or other digital/physical outcome. Each artist’s programme
is carefully built around the individual’s practices and/or areas of research. Tashkeel works with each artist to identify mentors to both build,
challenge and guide them. A mentor can be an artist, curator, critic or arts professional with whom the artist feels both comfortable working
but also, whose own area of research and/or practice ties in with the proposed areas of focus. The Critical Practice Programme alumni are:

Afra Bin Dhaher. Mentored by Andrew Starner, Writing Program lecturer,
NYUAD. ‘Hymns to a Sleeper’ (Tashkeel, 2016)

Vikram Divecha. Mentored by Debra Levine, Assistant Professor of
Theater, NYUAD. ‘Portrait Sessions’ (Tashkeel, 2016)

Hadeyeh Badri. Mentored by Roderick Grant, Chair & Associate
Professor of Graphic Design, OCAD University, Toronto and curator,
writer, art historian Dr. Alexandra MacGilp. ‘The Body Keeps the Score’
(Tashkeel, 2017)

Debjani Bhardwaj. Mentored by artist Les Bicknell and artist-gallerist
Hassan Meer. ‘Telling Tales’ (Tashkeel, 2018)

Jalal Bin Thaneya. Mentored by photographer Jassim Al Awadhi and
artist, curator, educator Flounder Lee. ‘Beyond the Fence’
(Tashkeel, 2019)

Silvia Hernando Alvarez. Mentored by artist, academic, writer Isaac
Sullivan and artist, writer Cristiana de Marchi. ‘Under the Red Light
(Tashkeel, 2020)

Chafa Ghaddar. Mentored by arts writer and critic Kevin Jones and artist,
critic and educator Jill Magi. ‘Recesses’ (Tashkeel, 2020)

Mays Albaik. Mentored by audiovisual artist Lawrence Abu Hamdan and
artist, curator Ala Younis. ‘A Terranean Love Note’ (Tashkeel, 2021)
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Critical Practice Programme

Hamdan Buti Al Shamsi. Mentored by Hind bin Demaithan Al Qemzi,
founder of Hamzat Wasl| Studio. ‘Kn-Bkhair’ (Tashkeel, 2021)

HindMezaina.Mentored by the curator, writer, strategistand photographic
consultant,Peggy Sue Amison."WonderLand’ (Tashkeel,2021)

Nora Zeid. Mentored by design professional, researcher, educator
Ghalia Elsrakbi and assistant professor, graphic designer, Hala Al Ani.
‘Cairo lllustrated: Stories from Heliopolis’ (Tashkeel, 2021)

Shamma Al Amri. Mentored by artist Mohammed Kazem & design curator,
researcher, writer, designer, publisher Dr. Huda Smitshuijzen AbiFarés. ‘So
to Speak’ (Tashkeel, 2022)

Shazia Salam. Mentored by researcher and curator, Sabih Ahmed and
artist, Taus Makhacheva. ‘Voice-Over-Voice’ (Tashkeel, 2023)

Sophiya Khwaja. Mentored by art historian, educator, curator
Salima Hashimi and Art Jameel Head of Collections, Dawn Ross.
‘Nooks of Power’ (Tashkeel, 2023)

Jamal Tayara-Barouby. Mentored by curator Lesley Anne Gray and
scientist Dr Mohammad Abiad. ‘Ways of Seeing’ (Tashkeel, 2023)

Ji-Hye Kim. Mentored by artist, academic, writer Isaac Sullivan.
‘Summits of Solitude: Narratives in Nature’ (Tashkeel, 2024)

Mouza Al Hamrani. Mentored by Salem Al Qassimi. ‘Homepage’
(Tashkeel, 2024)

Maitha Hamdan. Mentored by artist, professor, curator and writer Janet
Bellotto and artist Mohamed Kazem.“... | Kept Holding’ (Tashkeel, 2025)
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Ranim AlHalaky: Biography

Bornin Damascus,Ranim AlHalaky is a Syrian-Lebanese graphic designer
and visual artist whose work explores typography as a contemporary
and experimental visual element, blending cultural identity, poetry, and
storytelling. Her practice is deeply informed by themes of migration,
memory, and oral histories, moving between the UAE, Lebanon, Syria, and
beyond. Through intergenerational narratives, research, and material
experimentation, she navigates questions of belonging, presence, and
the preservation of traditions in flux.

Working at the intersection of design and art, AlHalaky merges the
precision of structured methodologies with the openness of artistic
exploration, creating works that span brand identity, spatial graphics,
installations, print, and multi-sensory experiences. She has collaborated
internationally with designers,studios,andinstitutions across Amsterdam,
Porto, Basel, Lebanon, Saudi Arabia, and the UAE, and has contributed to
major cultural projects including the UAE Year of Sustainability, the Year
of the 50th Golden Jubilee, and the UAE National Day Celebration with
Dubai-based studio Tinkah. Since 2022, she has worked independently,
leading commissions such as Nurturing Legacy for the UAE Pavilion at
Doha Expo 2023 and collaborating with Amsterdam-based Tellart on the
UAE House of Sustainability at COP28.

AlHalaky’s artistic research includes the ongoing Unheard Voices
typographic metalinstallation series (begunin 2015) and multidisciplinary,
site-specific works that treat Arabic letterforms as vessels for memory
and narrative. Her work has received multiple international awards and
recognitions, including the International Graphic Design Award and
publication in the AIAP Women in Design Awards (Italy, 2017), the Areen
Award for Excellence in Graphic Design (Lebanon, 2015), the NYC Print
Magazine Merit Award for Typography and Lettering (2016), and the
D&AD Wood Pencil Award (London, 2023) for excellence in environmental
typography. It was also recently featured in Revealing Recording
Reflecting: Graphic Women from Southwest Asia and North Africa (Khatt
& AFAQ, 2023), edited by Huda Smitshuijzen AbiFares, Yasmine Nachabe
Taan, Bahia Shehab, and Soukeina Hachem.

Her thesis project, 50 Meters of Omaya's Storytelling, and her more
recent large-scale public works—Conversations Through Time (AlUla
International Airport, 2023) and Eternal Stutters of Memory / Chimes
of the City (Dubai Culture, 2025)—extend her interest in the interplay of
memory, material, and place. Currently a participant in the 2024-2025
Tashkeel Critical Practice Program, she is developing her first solo
exhibition, opening in September 2025.

AlHalaky is based between Dubai, Beirut, and Damascus.
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Faysal Tabbarah: Biography

Faysal Tabbarahis an Associate Professor at the College of Architecture,
Art and Design at the American University of Sharjah (AUS), where he has
also served as an Associate Dean (2021-2024), and Carleton University,
Canada. He is the Cofounder of Architecture + Other Things (A+QOT),
based in Sharjah. He was the Curator for the National Pavilion United
Arab Emirates exhibition in the 18th International Architecture Exhibition
2023, La Biennale di Venezia.
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Dr. Samir Mahmoud: Biography

Dr. Samir Mahmoud is currently the Academic Director of Usul Academy.
He is also Program Manager of the Diploma in Islamic Psychology at the
Cambridge Muslim College. Recently, he was a Professor at the Lebanese
American University and the American University of Beirut. He has a BA
(Hons) in Anthropology & Politics with a focus on multicultural theory and
comparative religion,and an MA in Architectural History, Theory & Urban
Design with a focus on the traditional townscape from the University of
New South Wales, Sydney Australia. He also holds an MPhil in Theology
& Religious Studies, focusing on comparative philosophy and aesthetics.
He completed a PhD in Islamic Studies from the University of Cambridge
under the supervision of Dr. Timothy Winter (Shaykh Abdal Hakim Murad).
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Of Liminal Threads — Ranim AlHalaky

Joe Najm: Biography

Joe Najm is a Lebanese—Canadian composer and sound artist based
in Dubai. With a background in electroacoustic studies in Montréal and
over a decade of experience in music and sound design, his practice
spans film, installation, and performance.

He has created immersive works and led workshops with institutions
such as Dubai Culture, Sharjah Art Foundation, Jameel Arts Centre, and
NYU Abu Dhabi, and has performed at festivals including Electrofest
and Festival X by Ars Electronica. His sound design and music have been
recognized at Cannes Lions, London International Awards, Clio, and
Dubai Lynx, among others.

Bentley Brown: Biography

Bentley Brown is a filmmaker and scholar whose work explores
disidentification, transnationalism, and the artistic translations of
science. He began making films while growing up in Chad and has
since developed an interdisciplinary portfolio that spans cinema, multi-
channel video, music composition, and sound installation. A Berlinale
Talent and Durban Talent, Brown’s films have screened at festivals such
as Berlinale, True/False, Ars Electronica, Hot Docs, and the International
Film Festival Rotterdam. He holds a PhD in Emergent Technologies and
Media Arts Practices from the University of Colorado-Boulder and
currently serves as an Assistant Professor of Media Communication at
the American University of Sharjah.
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Of Liminal Threads
Artist's Statement

Even when we return home, we often do so as strangers. Our bodies
cross borders, but the threads of memory lag behind, tangled in time,
loss, and longing. Of Liminal Threads gathers these frayed strands — the
ones that knot, loosen, and hold — into a shifting tapestry of belonging.

At its heart is Omaya, my grandmother, whose voice once stitched our
summers together in her home. Her stories — stuttered, sung, repeated
— were the rhythm of our childhood evenings. Each summer, the family
would gather around her storytelling — a tradition that shaped who we
are, but which fractured with the war then her passing. What remains are
fragments: the hums of the fans, a dove on the balcony, the textured Shami
cotton bedsheets, the empty sofa — traces of a rhythm now interrupted.

This exhibition follows the act of wandering — Jgxill — through streets,
memories, and in-between states. Walking becomes a quiet ritual of
pacing down breath, a way to see what normally slips into the periphery:
a tree breaking through the fence, faded crossing lines, a blanket’s worn
edge. These small interruptions, what | call stutters, become portals —
grounding me in the present while carrying me back to a home that is
both a place and an echo.

Structured in chapters — Jgno — the works do not unfold linearly but
rhizomatically, like memory itself. Each chapter — from lost family traditions
and oral storytelling to tactile, seasonal,and spatial recollections — stands
alone yet threads into the others, forming a web of moments and returns.

Through printed blankets, stamped pavements, sound fragments, and
layered surfaces, Of Liminal Threads is not simply about remembering;
it is about inhabiting the space between here and there. Reflecting on
how the present keeps reshaping what we remember, the sudden twists
of situations and the sense that everything can shift overnight, resonate
with the longing at the core of this work — and raise new questions. Can
time, once broken, ever be pieced back together? Can we retrieve what
has been lost — the voices, the summers, the people?

This work traces the complicated tenderness we feel for “home” —aplace
we long for and yet sometimes feel estranged from —and wonders:

Is leaving ever really a choice? How can we be present in multiple places
at once? What is belonging when in constant transit? And what, in the
end, is home — a place, a body, the mother, or the voice of the one we
long for?

The catalogue offers a condensed insight into the reflections and
exchanges that have shaped the course of the project, tracing the
multiple themes that unfold across the rhizomatic mindmap of the
exhibition. It includes contributions by — the programme’s mentors Samir
Mahmoud and Faysal Tabbarh — and collaborators like Joe Najm on
sound and Bentley Brown on film.
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The Narrative
By Ranim AlHalaky

Even when we return, we return fragmented. The body arrives first,
marked by the strain of travel, while memory lingers—adrift, reluctant,
looped in repetition. This is not nostalgia. It is the condition of being
unmoored. For some of us, the axis of belongingis not asingle geography,
but a constellation of ruptured sites, layered across time. Of Liminal
Threads is born from this condition.

It all began with a minor detail in our lives and childhood summers in
Damascus, where we would gather around my grandmother, tete
Omaya, as she sat on her sofa, weaving stories from her memory. Her
home was once the center of summer—evocative of a rhythm and a
season made tangible. Evenings heavy with the scent of the picked
jasmine in a bowl and the Turkish coffee, the washed colorful blankets
wrapping the beds like stretched canvases, the fan humming from
the right corner of the room stirring the warm air so that it mingled
with laughter and tete Omaya singing and telling stories. These were
rituals of return. Until war, travel, and her passing paused the ritual mid-
sentence. What remained were fragments: the hum of the fan, a dove on
the balcony, the textured Shami cotton bedsheets [320 wlls], her empty
sofa, the silence between stories.

This is where the story both began and returned to me. In the years that
followed, | found myself recording and journaling—at first to hold onto
the fragments, later to make sense of the shifting ground beneath me.
These writings became less about remembering a fixed past and more
about tracing my own presence in places where | felt estranged. This
essay grew out of those pages. It is almost a journal—fluid, unfinished,
changing shape with each day’s news, each encounter, each small loss
or shift in circumstance.

For as long as | can remember, | have lived in gherbe—a word in Arabic
that carries the ache of estrangement, of being away from one’s land,
people, and familiar rhythms. Gherbe is not only geographical distance;
itis a state that takes root within you. Once it begins, it becomes a lifelong
companion, an invisible border you carry in the body and the voice. It is
this state that threads through every word of this work, binding together
the fragments that distance scatters.

In the absence of a return, and in the ceaseless search for belonging, |
walk. Not toward anything in particular, but to tune myself to interruption.

On the Title — Of Liminal Threads

Naseej (pl. Nasa’ej) comes from the woven threads of the
blankets—objects of memory—holding within them traditions
and stories. The word can speak of entanglement or of flow,
of the thread of memories and the thread of reality, of warp
and weft binding fragments together. Much like Ariadne’s
thread, it becomes a way to navigate the labyrinth of
memory and reality.

Irtihaal, from Rahal (J>), on the other hand, is to leave,
to have left—to live in migration, constant transit, and in-
between states. Together, these words form a metaphorical
tapestry where personal and collective histories intertwine.

In Arabic, words carry multiplicity. From a single root, many

meanings branch and intertwine, each carrying traces of the
others. Much like memory, no word stands still.

On Storytelling and the Hakawati

In Syrian tradition, the hakawati is the storyteller, keeper
of oral histories, weaving collective and personal memory
into living narrative. In many homes, this role was often
carried by grandmothers, passing values and histories
across generations.

It is in the cracks—the broken sidewalk tile, the graffiti half-scratched
away, the tree that splits a wall in two—that memory now reappears. |
have learned to listen to the walls and floors that speak, to feel how the
nature that overtakes a space is in quiet conversation with the city that
tries to contain it. In the weeds pushing through the pavement, | hear
a refusal. In the concrete that bears the imprint of decades, | sense the
weight of time. The urban landscape stutters, asks to be held.

What began as a daily act became a methodology. | started
documenting these “stutters”—minor visual interruptions that spoke in the
language of memory. A dove resting on the shadow of a tree. A blanket
slung over a balcony rail. A sudden blackout at noon, cutting through the
day’s rhythm. A sapling forcing its way through interlocks. A very old tree
pressingits way through a fence, its trunk splitting the metal and concrete
as if it were paper. A wild vine overtaking a shuttered shopfront. A rusted
gate leaning toward collapse. They became my vocabulary, a set of
visual syllables here and there from which to build sentences that speak
of absence, endurance, and the quiet insistence of return—a continuous
dialogue between nature and man, each shaping and resisting the other.

On Jgail [al-tajawul]: Wandering

In Arabic, al-tajawul means to wander. Not to drift aimlessly,
but to pass through—a bodily mode of sensing. It is a
movement as method, where walking becomes an act of
mourning, of retrieval, of mapping what official histories
have paved over. While the idea may loosely echo the
figure of the 19th-century fléneur, in my research it is rooted
in an older, more Eastern sensibility—one in which movement
isinseparable from reflection, and where the act of passing
through landscapes is also a passing through states of
being.In Arabic literary traditions, wandering has long been
a way to encounter the world’s moral, poetic, and spiritual
textures—each step a conversation between the self, the
land, and the stories carried in both.

On Stutters

The word “stutters” first emerged in my earlier book, 50
Meters of Omaya’s Storytelling. | had been transcribing my
grandmother’s stories when | noticed the way her voice would
waver, repeat, pause—how a glitch in her speech would fold
back into rhythm.

These stutters to me were not flaws; they were the way she
made the story hers, the way she inhabited it. They became her
signature, making her not just a narrator, but the protagonist.
Research tells us the voice is the first thing we often forget
about a person. And yet, | can still hear Omaya’s cadence in
old recordings, in the background hum of certain places, in the
stray notes of soundscapes | collect. Perhaps this is how she
remains eternal to me—woven into the pauses, the repetitions,
the breath between words.
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From this vocabulary of stutters, one image kept returning: the slj> j220,a
traditional Syrian damask blanket. Locally known by this name, it is more
than a domestic object, but an object of memory tied to a particular
season in Damascus — the summer. It is an object of memory and
migration, carried across borders and generations. Its floral patterns
and dense cotton weave are rooted in a history of warmth, protection,
and repetition—almost always folded neatly, waiting for the next guest,
the next season, the next return. In Omaya’s house, it was part of the
everyday rhythm, its patterns familiar from year to year, distinct in their
vibrant colour yet worn at the edges, shaped by years of our returns. It
held within it the presence of those summers, the gatherings, the voices.
Across the city, these blankets appeared on balconies, hung to dry in the
heat, each one carrying its own stories.

Fifteen years later, | found myself walking through Souk al-Hamidiyeh,
searching for more of these blankets. The air was heavy with heat, and
| felt an unfamiliar distance in a place that was once so familiar. | asked
after Mukhtar al-Akkad’s shop, known for its Shami cotton blankets, and
was eventually led to Fawaz, his son, who now runs the family business
founded in 1950.

Our conversation unveiled the significance of the illustrations on the
blanket, particularly the central image of the s~ [bahral, or fountain, a
traditional feature of Damascus homes. Could this blanket now hold the
symbolic place of the bahra in modern homes in Sham?

In Of Liminal Threads, the blanket is not preserved untouched; it is
transformed into an active archive. It holds the imprint of summers in
Damascus yet adapts to new contexts, carrying its woven history into
other materials and scales. Its weave becomes a surface for translation
— pressed into paper, pigment, and concrete, leaving the ghost of its
texture as a quiet echo of its original form.

Materially, the work unfolds in layers. Through stamping, cyanotype,
embossing, sound, and fabric, the blanket’s surface becomes a site of
memory transfer. These processes echo wear and weather, friction and
imprint — the ways time marks both objects and bodies. Cyanotype fixes
shadows in place, like a season caught in mid-light. Impression stamping
carries the weave into another surface, allowing touch to cross from
one material to another. Sound draws out the spaces in between — the

On the Damascene Blanket

Locally known as plgs jaaw, this cotton blanket is a staple in
almost every Shami household. Recognised for its distinctive
floral motifs, vibrant colours, and thick woven texture, it is
both functional and symbolic. Traditionally used in summer
and stored away in winter, it carries strong associations with
domestic life and hospitality. The blankets are part of Syria’s
broader naseej weaving tradition, a craft with deep roots in
the region’s textile history, where patterns and colours are
chosen for durability, warmth, and cultural familiarity.

On AlBahra — The Courtyard Fountain

In a traditional Shami (Damascene) home, the bahra
occupies the centre of the courtyard—an inward-facing
space enclosed by the house and hidden from the street.
More than decorative, it served both environmental and
social purposes: cooling the surrounding air in summer,
masking noise with the sound of water, and providing a
focal point for family life. As architectural historian Nasser
Rabbat describes in his writings on the Damascene
courtyard house, this “architecture of the veil” presents
a deliberately modest exterior that conceals an interior
organised around the bahra, designed for privacy, climate
control, and communal gathering.

pause, the stutter, the background hum — so that the blanket is not only
seen, but heard in the rhythm of its own presence.

This is not nostalgia. It is a way of keeping the blanket present, of
allowing it to speak in new languages while still holding the one it was
woven in. Through these impressions, the blanket shifts from a domestic
possession to a vessel of continuity — carrying its histories forward,
resisting disappearance, and making room for new stories to take root
in its threads.

But what happens when returns become impossible, or fractured? When
a language is inherited but no longer spoken in the rhythm of daily life?
We fold the blanket again — this time into paper, into ink, into a spatial
composition. We stamp it into the pavement. We attempt to listen.

In my work, | employ layers of metaphor and symbolism — drawn from
research, writing, walking, and reflection — to weave connections
between history, memory, and the migration of communities across
borders and oceans. | search for life in inanimate objects, recognising
traces of touch, echoes of sound, and the residue of everyday gestures.
Through these details, | reveal the subtle beauty in nature and its
dialogue with the complexities of life and the imperfections of the human
condition. Settings become interconnected, each speaking to the other
across time and geography. Symbols — a dove, a tree, a shadow —
become their own language.

Memories emerge through symbols, sounds, textures, seasons, and
spaces — each a thread that weaves past and present into a continuous
fabric. The weight of a blanket, the curve of a chair, the cool touch of
tiled floors can summon entire moments from the past. A recorded voice,
the hum of a fan, or the subtle acoustics of a room can bridge decades,
collapsing distance in an instant. Central to this narrative is my late
grandmother, Omaya, and her house in Damascus: the rhythm of her
breathing, the pauses and stutters in her voice, captured in recordings
stripped of background noise, remain deeply embedded in me. Around
them, the soundscape of her surroundings — the fan, the courtyard, the
muffled life of the street beyond — anchors me to a place | can no longer
enter except through memory. As Bernhard Leitner writes, sound shapes
and is shaped by the body and space; in my work, these sonic memories
are inseparable from their spatial context.

On Life in Inanimate

Ilook for life ininanimate objects — traces of touch, echoes of
sound, the residue of everyday gestures. These are not simply
remnants; they are portals.| can no longer touch Omaya, but
| can feel what she felt: the weight of the blanket, the curve
of the rattan chair, the coolness of the tiled floor, the faint
outline of her gestures.

On Settings as Characters

By choosing to highlight and connect the settings, | treat
them as subjects in their own right. The empty sofa. The fan.
The sheets. These are not props. They hold memory. They
are memories.

On Spatial Memories

Proust once wrote of memory as a corridor—rooms
branching off, some lit, others closed, some echoing with
sound. We do not move throughitin order. The door we open
might lead to a summer twenty years past, or to a sound we
didn'tknow we still carried. My walking practice has become
that corridor, each step a chance to open another room.
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Some memories belong entirely to a season. For me, summerin Damascus
is its own language: the echoes of family gatherings, the steady whir of
ceiling fans, and the sight of wlelys 81220 — vibrant, 100% cotton Damascene
blankets — hanging from balcony rails to dry under the fierce midday
sun. At night, those same blankets wrapped us in their warmth, carrying
the scent and weight of the day. These objects do more than recall the
season; they embody it, holding in their threads the colour, rhythm, and
atmosphere of summers that persist, even when the city itself is beyond
reach.

Structured around the concept of chapters — Fusul or Fasl (Jgms |/ Jns)
in Arabic — Of Liminal Threads unfolds like chapters in an unbound
book, moving between physical existence and introspection, between
seasonal and spatial memories. Each part is self-contained, yet all are
connected by threads that slip between them. The term Fasl carries
multiple meanings in Arabic: it can refer to a season in time, a chapter in
a book, or the act of separation itself. In the work, each meaning ties to
a different entry point — from a summer recalled in detail to a threshold
moment that marks change.

The chapters move through themes that recur in different forms: the loss
of family traditions, the preservation of generational storytelling, the
textures of seasonal and tactile memory, the overlooked interruptions of
the present, the urgency of the now. They are not arranged in a straight
line; memory does not move that way. Instead, the structure is rhizomatic
— roots and threads spreading in multiple directions, touching and re-
touching at unexpected points.

One chapter might open to a Damascus summer in 2010, the quiet of
Omaya’s voice in mid-story. Another might lead into the sound of a
ceiling fan turning above a cotton blanket. Each chapter is a threshold —
a point of entry that leads elsewhere — passages that return, again and
again, to what | call “the home,” or “the mother” a place warmer in its
embrace, senses, and memories. And, like memory itself, the path is never
fixed. Each chapter can stand alone as a short story, yet all fit within a
larger, cohesive narrative.

On Peripheral and Focal Memory

In The Thinking Hand, Pallasmaa suggests that peripheral
perception—the awareness beyond the gaze—is just as
crucial as the focused. | follow that principle. The stutters, the
overlooked, the minor gestures and settings—these become
protagonists. They are not backgrounds. They are the story.

On Js [Fasl] - pl. Jgos [Fusul]

In Arabic, Fasl can mean a chapter, a season, or a
separation. It names both the act of dividing and the space
that connects what has been divided. In literature, it is the
hinge between narratives; in time, it marks change. In Of
Liminal Threads, Fasl becomes a framework to move fluidly
between these meanings, allowing each chapter to exist
both independently and as part of a larger whole.

On Rhizomes

The rhizome grows without a single centre, sending roots
and shoots in all directions. In this way, it mirrors memory —a
network that does not obey chronology, where one summer
can lead to another across years, and a single object can be
reached through many paths.

The five chapters form a constellation of interrelated sub-themes:

(Ch.1) Uncovering / Unblanketing — tracing what is revealed when the
surface is lifted.

(Ch.2) Nuances of Omaya — preserving the generational tradition of
storytelling through the voice of my grandmother.

(Ch.3) Summer 2010: The Last Summer — marking the final season in
Damascus before rupture and a lost family tradition. As Orhan Pamuk
writes of Istanbul, “Hizln is not just a personal melancholy; it is the
city's soul, its communal memory of collapsed traditions and collective
longing”

(Ch.4) Nowness — grounding in the present, where memory and
immediacy meet.

(Ch.5) Stutters — collecting the interruptions, the overlooked fragments,
and the minor gestures that insist on being remembered.

A shift occurred in late 2024. A sharp turn in the fabric of things. Though
unnamed here, its weight is present. The news reached us in silence,
across oceans and devices. | felt my breath change. Not grief. Not relief.
Just pause. A new tension, a new unknown. It is in that breath that this
work situates itself. In the constant changes that are following us and we
are meant to adapt.

To belong is not a guarantee. It is a negotiation. And perhaps, anillusion.
My relationship to both my homelands is one of simultaneous intimacy
and estrangement. | speak their dialects with fluency and rupture. | write
from within them, and also outside of them. The concept of “home” is not
a location—itis a tension.

Some days | feel guilty for leaving. On other days, | know | never truly did.
My work exists in this in-between, the liminal.

Through this project, | confront my anxieties about the passage of time
and the shifting roles within my family. The loss of the elder generation,
with Omaya as the last link, deepens my awareness of time’s effects. As
loved ones transition from presence to memory, they emerge through

On Translation as Grief

Every actof translation—acrosslanguage, place, or medium—
is a confrontation with loss. To translate is to choose what to
carry forward and what to leave behind. This exhibition is
full of such decisions. Which words are preserved? Which
silences are respected? Which patterns are reprinted?
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symbols—like the dove representing Omaya’s spirit. In both my world and
the larger one, we grapple not only with the loss of loved ones but also
with the erosion of belonging, identity, and the very concept of home. A
pivotal realization for me has been recognizing that my parents are no
longer children to their own parents. This understanding deepens my
grasp of time and the evolving nature of our connections. The everyday
experiences that once shaped our lives fade into mere memories, leaving
a complex love/hate relationship with our land.

In conclusion, this exploration not only reflects on the intricate web of
personal and collective experiences but also emphasizes the enduring
connection to heritage and the complexities of identity shaped by
loss and longing. By weaving together themes of immigration, family
traditions, and the passage of time, the work invites viewers to engage
deeply with their own narratives of belonging and displacement.
Ultimately, it serves as a poignant reminder of the ties that bind us to our
past, even as we navigate the challenges of the present.

This work traces the complicated tenderness we feel for “home”
— a place we long for and yet sometimes feel estranged from —
and wonders:

Isleaving ever really a choice? How can we be present in multiple places
at once? What is belonging when in constant transit? And what, in the
end, is home — a place, a body, the mother, or the voice of the one we
long for?

Of Liminal Threads is not a conclusion. It is a thread. A gesture toward
holding contradiction without closure. A geography composed not of
maps, but of materials, footsteps, and unfinished stories.

| do not ask the viewer to understand. | ask them to pause. To notice the
stutter in their own step. To listen to what cannot be translated.
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Wandering within the Cracks
By Faysal Tabbarah

Sometime around 612 AD, female Arab poet Al Khansd’ recited the
following verses, part of a longer marthiyah, in mourning of her slain
half-brother, Sakhr, who had lost his life while avenging the death of
their other sibling, Mu‘dwiya:

When night draws on, remembering keeps me wakeful
And hinders my rest with grief upon grief returning

For Sakhr...

None better to meet the trouble with mind unshaken;
The kindest to help, wherever the need was sorest:

They all had of him a boon—wife, friend, and suitor.*

A marthiyah is a poem in the form of rithd’, a form of Arabic poetry of
mourning originating in the pre-Islamic world, which also continues
in some contemporary form. Typically, a marthiyah follows a four-part
structure: First, and much like the famed mu'allagat, the pre-islamic
Hanging Poems, the poet begins with an isthilal or an opening, and in
this particular case it is usually an introduction acknowledging the
inevitability of death. After that, the poet begins their lamentation, which
can also describe how, when, and where the person being mourned has
died. The lamentation also highlights the impact of the tragedy on the
mourning poet. Third, the poet moves towards effusively describing the
mourned’s character. Finally, the poet concludes with consoling words.
Thus, rithd’ is both elegiac and eulogistic; by being both, a marthiyah
becomes more than the sum of its parts.

While there are parallels to this in the English canon, there are also
misalignments between that which is conceived in English and that
which is conceived in Arabic. Whereas in the English language an elegy
refers to a poem or a song primarily in lamentation of the dead, a eulogy
is primarily a space for praise of someone who has passed. Itis within this
linguistic context that | posit that Ranim Halaky’s body of work, especially
that which she produced for her solo exhibition, Of Liminal Threads,
wanders within the cracks that exist between an elegy and eulogy. By
producing a body of work that is simultaneously elegiac and eulogistic,
Halaky wanders between the cracks found between these two forms of

expression. Thus, Halaky’s Of Liminal Threads can be read as a visual and
sensorial expression of rithd’.

What then, is Halaky mourning?

It is tenderly obvious that Halaky is mourning the loss of Omaya, her
maternal grandmother. That being said, through her mourning of
Omaya, the artist is also mourning many other losses: disappearing
memories, familial rituals that can no longer be performed and
experienced, and finally, a sense of once being tethered to a home
being permanently severed.

By putting these many losses on display, Halaky’s body of work becomes
both deeply personal and broadly universal. To invite us in, Halaky
organizes the exhibition with a deliberately episodic structure, what she
calls chapters that we can read and enter in the order we see fit. In so
doing, she has laid out a set of tools that allow us to reflect on losses of
our own, after she has tested them over and over again. In a way, the
chapters within the exhibition come together and become a manual of
many possible mournings. Halaky shies away from the pedantic finality
of lessons, allowing us to stumble into her portals at our own pace.

Amongst the many tools that Halaky makes available for us to consider,
three stand out to me. The firstis her keen eye for excavating for memories
within the quotidian and making the visitor immediately familiar with
them. For example, Halaky allows us to palpably hear the humming
sounds of Omaya’s home, feel that particular dry heat of the Damascene
summer afternoon, and smell the blue and pink washed cotton blankets
found in households across Syria, and to my knowledge, nowhere else.
Throughout our interactions, and | have not told her this until now, | could
not help but reimagine myself chasing errant dandelions, with expected
futility, on a damascene balcony as a child. The second tool is her
embodied process, where repetition and accretion become immensely
instrumental in producing thickly material.

In Ameen Rihani’s 1911 novel, The Book of Khalid, also considered the first
Arab-American novel, we read the relatively autobiographical story of
Khalid, arriving as a young man to Ellis Island from Baalbek, and his return.
Toward the end of the book, on a sleepless night during Khalid’s return to
his homeland, his companion, Mrs. Gotfry, tells him to “try to write. And if

you can not write, read. And if you can neither read nor write nor sleep,
why, then, put on your shoes and go out for a walk” The narrator then
notes that “the astute Mrs. Gotfry might have added, and if you do not
feel like walking, take a dip in the River Barada.”> The novel concludes
with Khalid finding a life of wandering solitude in the desert.

| mention this anecdote because the third tool for mourning that Halaky
puts forward is the act of wandering in itself. In fact, it might be what
underpins the entire body of work on show at the exhibition, and it also
happens to be the one that can be least immediately discerned by
the visitor. In coupling wandering with mourning, Halaky suggests that
mourning can be messy because memories come at us unexpectedly; all
of sudden, a chair we have not noticed before becomes a well ready to
be dug.

| want to contradict myself a little bit. | described above an overtly rigid
structure through which rithd’ poems are constructed. Much like Halaky’s
wanderings, not all rithd” poems follow the four-part structure linearly,
as many poems blur between the different parts, mirroring the nature of
mourning in itself. If | may, | suggest that you engage Halaky’s work as a
wandering marthiyah for an artist always in mourning.

! Ameen Rihani, The Book of Khalid in Todd Fine, ed., The Book of Khalid: A Critical Edition
(Syracuse University Press, 2016), 222.

?Rihani, 222.

*The poemiis in the public domain. Translated from the Arabic by Reynold A. Nicholson.
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Ranim Alt

The Architecture of Memory
By Samir Mahmoud

In the liminal spaces between remembering and forgetting, we shape
ourselves through fragments of the past, some of which are sharp
and vividly clear, others blurred at the edges like morning mist. In eight
vignettes, | offer short meditations on themes of the exhibition: how
memory works and shapes the self, how we perceive time and space,
and how these weave the tapestry of our experience.

1. The Peripheral Gaze: Memories at the Edges of Consciousness

We are usually exhorted to focus and centre our attention on what is of
concern to us, yet it is often at the edges of our perceptual field where
truth resides and memory dwells. Like twilight falling over the countryside,
peripheral vision captures what the focal gaze might miss: the delicate
flutter of leaves, the gradual dance of shadows, the majestic flight of the
owl of Minerva. So too with memory; what we strain to recollect often
remains stubbornly out of reach, whilst unbidden memories emerge from
the corners of consciousness with startling clarity.

Our awareness operates on at least two levels: a focal attention that
scrutinises and differentiates, and a peripheral awareness that absorbs
and synthesises. The focal lens captures the high-resolution image; the
peripheral absorbs the overall atmosphere. One records, the other feels.
Our memories work in a similar way. Consciously stored details form
the centre of a field of attention surrounded by a haze of contextual,
emotional, and sensory information that often lingers much longer.
Our deepest memories may exist not as isolated moments of perfect
clarity but as connected patterns held together by the dark matter of
peripheral awareness.

When we stop straining to remember and instead let our awareness
relax, to embrace the edges, hidden worlds often come back into view.
Like stars thatbecome visible only when we look slightly away from them,
our most treasured memories may surface not through the scrutinising
gaze but the sideways glance, through the art of unfocusing.

2. Childhood and Nature: Encountering Life in Urban Landscapes

Children have an innate belief in animism—that everything, even what
seems inanimate, possesses consciousness. Clouds appear to have

faces, trees whisper secrets, and stones speak of ancient lore. This view
is not just a child's fantasy but a different way of seeing that recognises a
deep kinship with the world.

This animistic perspective of childhood gradually gives way to a
calcification of perception in adulthood, where utility and function
overshadow connection and communion; nature turns into a resource,
meaningful place into abstract space, and time into currency.

Yet life stubbornly resists calcification and persists in forgotten corners,
on the periphery of our vision—moss growing on pavements, seedlings
pushing through cracks in walls, birds nesting among the steel skeletons
of buildings. When we slow our pace to the rhythm of our heartbeat and
expand our awareness to include these resilient signs of life, something
extraordinary happens: the city shifts from a series of discordant tones
into a living entity, and primordial memories bloom.

Perhaps memory itself functions as an ecosystem—not as a static
archive but as a living, breathing landscape where memories grow. By
rediscovering our innate connections with nature— what Edward O.
Wilson calls ‘biophilia’—even within concrete jungles, we nurture not only

our capacity for presence but also our ability to access and integrate the
full spectrum of our remembered experiences, experiences that reach
down deep into archaic layers of our human existence.

3. Involuntary Memory and Temporal Transcendence

A Proustian phenomenology of memory recognises at least two types:
‘voluntary’ and ‘involuntary’ memory. Voluntary memory is consciously
directed, intellectual, analytical, chronological, focusing on facts rather
than experience, and maintains a gap between past and present.
In contrast, involuntary memory is spontaneously triggered, sensory,
emotional, and non-linear; it is experiential rather than factual and
collapses the distance between past and present.

The architecture of Proust's ‘memory corridor’ suggests not a simple
passage but a multidimensional space where moments separated
in chronological time can exist side by side through sensory links. A
particular quality of a light-filled room, the sound of a ceiling fan, the
texture of a blanket—these sensory elements can become gateways
through which we directly access former selves, not merely recalling the
past but briefly inhabiting it once more.

Perhaps most profoundly, Proust's ‘memory corridor’ suggests that time is
not an arrow or a line but more like a folded cloth, where distant points
may touch and overlap through hidden dimensions. During moments
of involuntary memory, we experience a different relationship with
temporality—one where the past is not entirely gone but simply waiting for
the right sensory trigger to reveal its persistent presence within our lives.

4. Sensory Reconstruction: Rebuilding Spaces Through Memory

We inhabit not only physical spaces but also psychological ones. Memory
does not preserve places exactly as they existed objectively but instead
reconstructs them from sensory fragments. These sensory fragments—a
couch, blanket, rattan chair, sound of a fan—compose the architecture
of remembered space. This process of sensory reconstruction reveals
the inherently creative nature of memory. We are not merely passively
recording but actively interpreting and continuously rebuilding our
internal worlds from fragments of sensory experience.

Perhaps most strikingly, sensory reconstruction enables us to inhabit
multiple spaces simultaneously—the physical environment of the present
moment overlaid with the remembered landscapes of the past. This
creates a rich, multidimensional experience of place that extends
beyond mere physical geography to psychic spaces.

The physical spaces we pass through become part of our internal
geography—landscapes we continue to inhabit long after we have
left them behind—each serving as a testament to how sensory memory
can preserve not just facts but atmospheres, not only structures but
entire worlds.

5. The Tapestry Unravelled: Lost Family Traditions

Family traditions serve as temporal anchors that shape our experience
and maintain continuity across generations. Reflect on the intricate
choreography of a family gathering, with its array of courtesies,
specially prepared dishes with secretly guarded recipes, its established
sequences and assigned roles. They are living archives and complex
memory systems—embodied practices that protect cultural knowledge,
family stories, and shared values.

The loss of family traditions exemplifies a particular type of cultural
amnesia—one that occurs not through sudden catastrophe but
through gradual attrition. What makes this loss particularly poignant
is the irretrievability of what Michael Polanyi called "tacit knowledge'—
understanding that cannot be fully articulated or transmitted through
explicit instruction. When traditions lapse, this tacit dimension becomes
permanently inaccessible, like a language that no one can speak.

Yet traditions not only fade and vanish but also endure and develop. Like
memory itself, tradition thrives not through strict fidelity to an original
but through meaningful reinterpretation that preserves key continuity
amidst change.

6. Voices Through Time: Oral Storytelling and Memory
Before writing fixed symbols on a page and before digital archives

stored our collective knowledge, human memory was preserved and
transmitted through the ancient technology of oral storytelling. This
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practice—simultaneously an art form, mnemonic device, and social
institution—created channels through which wisdom, history, and
identity flowed across generations. By enacting the original events, the
storyteller's voice became a living bridge spanning a temporal chasm,
connecting listeners to distal happenings.

Rhythm,rhyme, vividimagery, repetition,emotional resonance,embodied
performance, and narrative structure all aid in encoding information in a
way that resists the passage of time. These mnemonic techniques create
multiple pathways for recall, embedding knowledge not only in semantic
memory but also in procedural, emotional, and sensory systems that are
activated by the storyteller.

The voice itself has affective qualities that go beyond linguistic content.
Timbre, rhythm, cadence, subtle modulations, and even stuttering all
contribute. These paralinguistic elements communicate meaning directly,
bypassing the conceptual mind to create embodied understanding.
When we recall a loved one's voice—Omaya—we remember not just the
words but also the presence, not only the content but the relationship.

7.‘Memory-Objects’: Memory & Materiality

Long after our bodies turn to dust, the material things we have touched,
used, and cherished persist in their quiet existence like memory vessels
quietly travelling into the future, witnesses to events now past. Consider the
couch, the blanket, and the rattan chair mentioned in the exhibition; each
object is not merely an item but a palimpsest of layered personal history.

The connection between memory and materiality reveals deep truths
about human cognition. We think not only with our brains but with
things. By engaging with the physical world, we expand our cognitive
processes to include the objects around us. The philosopher Andy Clark
describes this as "the extended mind"—cognition that goes beyond the
boundaries of skull and skin to encompass environmental objects. These
objects become ‘memory-objects’ extending our mind into the world
and acting as external storage sites that complement and reinforce
biological memory.

Yet objects also modify the memories they contain. ‘Memory-objects’
record specific moments and relationships in concrete form, but each

time they are recalled, they change. Omaya’s couch, remembered
in the mind, shifts with every recollection; the blanket captured in a
photograph stays the same, holding a single version of the ever-evolving
memory-image. This tension between evolving internal memory and
fixed external object creates a dynamic dialogue between the past and
the present, between absence and presence.

8. The Woven Whole: Memory as Living Tapestry

As we conclude our journey through the architecture of memory,
we discover it to be more like a living ecology. As we cultivate this
ecological consciousness of memory—attending to both the peripheral
and focal, being aware of our deep connections to nature, recognising
involuntary and voluntary memory, and how memory reconstructs—
we may discover a new mode of temporal being. Neither trapped in
nostalgia for an idealised past nor disconnected from history by the
amnesia of modernity’s acceleration, we might instead develop what
philosopher Pierre Hadot called "cosmic consciousness'—awareness of
ourselves as participants in a vast temporal community that exceeds
individual boundaries.
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| Echo, Therefore | Remain
By Joe Najm

My role in Summer 2010 and Nuances of Omaya focused on designing an
auditory environment that could emulate the fragmented, nonlinear, and
emotionally layered nature of memory. To achieve this, | worked within
the framework of auditory scene analysis (ASA), employing principles of
spatial segregation, masking, proximity, and stream formation to build a
sonic architecture that mirrors the rhizomatic and emotional structure of
Ranim’s installation.

Working on the sound for both chapters has felt like stepping into a
living memory. One that is constantly shifting, changing, fading and re-
emerging. Through layered recordings of Omaya's stories and songs,
and through the stutters of her voice, the soundscape comes alive to
become a vessel for her presence within the absence. Just as memories
rarely arrive as a single stream, these recordings overlap and fragment
calling the listener to lean in and navigate their way through the space
and memories.

The spatial design of the audio in Summer 2010 was critical to recreate
this experience. Multiple speakers gently scatter Omaya's voice across
the space, each delivering fragments of stories. The auditory scene is
polyphonic and intentionally obscured. By dispersing related but non-
synchronous sound elements through the room, the space mimics the
perceptual process of memory reconstruction, where narratives are
pieced together rather than linearly replayed. Like recollections shared
between families and siblings, the details vary, there are gaps here and
there, but the essence remains through all of it.

The closer one comes to the couch, the more the silence and the quiet
humming of the fan takes over. A still object yet alive with breath like
rhythm. The gradual auditory transition toward the fan sound as visitors
move closer to Omaya’s recreated couch is key to the installation. The
spatial shift highlights not only what is lost, but also how what is lost
remains with us, less distinct perhaps, but still present in essence and
carried forward through ambient familiarity.
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Ranim Alk

minal Threads

of

Of Oscillating Fans
By Bentley Brown

“Even when we return home, we often do so as strangers,” Ranim Halaky
writes. Despite the growing Syrian diaspora and the increasing regularity
of return visits, estrangement paints Ranim’s experience and leads her
to associate her own transnational journey as one of distancing from a
past home rather than active creation of a new one. “Our bodies cross
borders, but the threads of memory lag behind, tangled in time, loss, and
longing” In her show Of Liminal Threads, which “gathers these frayed
strands [..] into a shifting tapestry of belonging,” Ranim conjures up
images of a home, her grandmother’s house in Damascus, from which
she has been geographically and temporally distanced. Various objects
serve as key locators for Ranim’s memory palacel, so to speak: a light
blanket used to keep warm in the cool summer nights, Turkish coffee
flanked by a bowl of jasmine, an oscillating fan, all providing a sensorial
context for the stories her grandmother, Tete Omaya, would tell.

For years, each summer unfolded the same way: a journey back
to Damascus, to Tete Omaya’s house, to the living room where she
always sat on her sofa, the fan turning in the right corner beside
her. That fan’s hum became part of the cadence of her storytelling,
a constant in the background as much as her voice itself It was
a tradition deeply embedded in the lives of many Damascene
immigrant families — the annual migration home to reconnect with
grandparents, extended family, and the textures of a place that
existed in both memory and reality.

The images are both highly personal--visceral touchpoints Ranim recalls
from her specific childhood experience--and universal: visitors to the
exhibit will undoubtedly retrieve their own memories triggered by similar
imagery. For me, | remember the warm nights in Ndjamena, after our
family moved from the United States to Chad at the end of the ’90s, and
the oscillating fan that turned all night between my brother’s bed and my
own, its wind filling our mosquito nets like sails as we drifted off to sleep.
The fan provided not only physical comfort and a dampening of outside
noises; it was also a sign of security, an indication that tonight we had
electricity and would not need to retreat to the yard or the rooftop to cool
off. The alternative, in my eleven-year-old mind, was terrifying: staying
inside while indoor temperatures rose above 104°F (40°C), feeling your
sweat seep into the foam mattress beneath you, the sounds of family
members around the house tossing and turning, hopelessly awake.

“[...] Persons desiring to train this faculty (of memory) must select places and form mentalimages of the things
they wish to remember and store those images in the places, so that the order of the places will preserve the
order of the things, and the images of the things will denote the things themselves, and we shall employ the
places and images respectively as a wax writing-tablet and the letters written upon it” Frances A. Yates, The
Art of Memory (1966)

The background whir of oscillating fans accompanies oud lessons and
electronic keyboard riffs in my filmic ode to identity and belonging,
Oustaz (2016),in which | revisit memory through VHS cassettes and miniDV
recordings to make sense of my childhood Arabic (and music) teacher’s
untimely death and my quest to gain his respect as an adult. For Ranim,
her grandmother is an “anchor” to a sense of identity and belonging
as Ranim struggles in a postnational world to remain connected to her
family’s geolocated history in Syria. Across her many process-driven
artworks, Ranim toils to remain connected to her grandmother, who
passed away suddenly a couple years ago. She collects fragments of
memory as if they are stones waiting to be turned over in the cloudy
waters of the river of time, reaching from them from her boat lest they
be lost eternally to the past. She goes so far as to interpret spontaneous
observations while wandering on foot about Dubai (which, paired with
documentation, became an art methodology) as stutters, evocative of
the stutters in her grandmother’s speech.

| started documenting these “stutters” — minor visual interruptions
that spoke in the language of memory. A dove resting on the
shadow of a tree. A blanket slung over a balcony rail. A sudden
blackout at noon, cutting through the day’s rhythm. A sapling
forcing its way through interlocks. A very old tree pressing its way
through a fence, its trunk splitting the metal and concrete as if it
were paper. A wild vine overtaking a shuttered shopfront. A rusted
gate leaning toward collapse. They became my vocabulary, a set
of visual syllables here and there from which to build sentences
that speak of absence, endurance, and the quiet insistence of
return—a continuous dialogue between nature and man, each
shaping and resisting the other.

| find Ranim’s comparison of these visual stutters to memory very
fascinating. Memories can indeed be triggered by unexpected
occurrences in our daily lives. Yet when considering the interruptions’
comparison to the exilic and diasporic experience, | start to wonder
where the line is drawn between contentment in the present and the
creeping up of the past; or, in the case of the stutters, between the
“humanmade” and the “natural” Built spaces are still nature: at what
point does stardust become unnatural? Are these interruptions not as
“natural” as the structures on which they occur; is our transnational

experience not as “real” as the anchors of childhood homeland we
imagine formed us? Is our attempt to construct identity narratives itself a
disservice when “the real” is, as Lacan suggests, “the state of nature from
which we have been forever severed by our entrance into language.™
We don'’t just build buildings; we build identities. A sapling forcing its
way through interlocks is, in this sense, less an example of human-nature
tension than it is a reminder of the subjective manner in which we build
meaning. The oscillating fan, similarly, is less a fragment of memory than
it is a tool for active self-construction.

For as long as | can remember, | have lived in gherbe —a word
in Arabic that carries the ache of estrangement, of being away
from one’s land, people, and familiar rhythms. Gherbe is not only
geographical distance; itis a state that takes root within you. Once
it begins, it becomes a lifelong companion, an invisible border you
carry in the body and the voice. It is this state that threads through
every word of this work, binding together the fragments that
distance scatters. In the absence of a return, and in the ceaseless
search for belonging, | walk.

2Felluga, Dino. “Modules on Lacan: On the Structure of the Psyche” Introductory Guide to Critical Theory. Jan.
31,2011 Purdue U.

Did a perhaps younger Omaya never have a search for belonging? Did
she not wander the streets of Damascus, observing aberrations in the
fabric of daily life? Were her stutters an irregularity or an expected part
of her persona? Did she not experience her own ghurba, not the result
of a migration from homeland but perhaps the aftermath of something
else? | wonder if internalized notions around identity--namely that the
transnational is, almost anywhere other than Dubai, still considered
out of the ordinary--have emburdened today’s artist with the task of
situating and even justifying themselves and their work at the expense
of diving into the very concepts and emotional thrusts that drove them to
the craft. | am reminded of the meditation at the end of Oustaz:

We imagine the past

We are consumed by it

I go back to the old videos

I want to remember!

My last conversation with Oustaz

We left a party where he was playing keyboard
Drunk off merisé, cigarette in hand

| can’t remember what he said to me

As he turned to the empty night street

Dark except for the red glow of his cigarette
Was it, “Don’t worry what they think”

Or was it “Do the things you want to do”

“Who cares what others think?”

The only thing I remember is that for the first time
I felt equal

| wonder what anchored Tete Omaya. | wonder when she herself
transitioned from floating to anchor. And | wonder what she would say
about Ranim’s work, this generous and arduous attempt to keep the
strands of love alive. | wonder if Ranim’s work is less about identity and
belonging (to Syria, a childhood, a sense of self) and more of an act of
love to an individual in whom she perhaps sees herself.
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Naseej, 2025.
180 x230 cm

- 230 x 180
Deweaved traditional Shami Blanket
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Chapter 1
Uncovering / Unblanketing

This chapter draws attention to tactile memories and the dialogue of
touch between our bodies and the blankets in Omaya’s house. These
were not passive domestic objects, but constant participants in our daily
lives. Their weight, texture, and patterned surface became part of our
bodily memory — felt against the skin on long summer afternoons, lifted
and folded in the rhythms of the day, wrapped around us in moments
of comfort. The dialogue with the blanket was wordless yet deeply
articulate, speaking through warmth, texture, and weight.

In this chapter, | return to those sensations not only as recollection but as
process. The work draws from stamping — a technique that here becomes
a form of translation. Stamping is more than a mechanical mark; it is an
act of pressing memory into a surface, a way of transferring the touch of
one material into another. Each impression is a conversation between the
original blanket and the paper or canvas that receives it, carrying over its
weave, its worn edges, its softened geometry.

The repetition of stamping mirrors the way certain memories resurface
— recurring without warning, shifting in clarity, sometimes sharp and
defined, other times blurred at the edges. In the act of stamping, there
is also a surrender to variation: the ink does not always land evenly, the
pressure changes, the edges catch differently each time. This variation
holds the truth of memory — that even when a moment returns, it never
returns exactly the same.

The blanketin Omaya’shouse was part of alarger seasonal choreography.
In summer, its role changed — sometimes folded neatly at the foot of the
bed, sometimes draped across a chair, sometimes hung on the balcony to
breathe in the sun. These gestures were as much about care as they were
about necessity. In the act of covering and uncovering, there was always
a movement between presence and absence — an acknowledgement
that touch leaves traces, even in the space where it has lifted away.

For this chapter, the original Damascene blanket is no longer a surface
to be covered but a medium in itself. Its patterns are pressed directly
onto sheets of cotton paper and large-scale cotton canvases, creating
imprints that shift between legibility and abstraction. The weave of
the blanket becomes visible, the floral motifs emerge and dissolve, the
softened edges blur into the surrounding space. This physical transfer
echoes the way memories imprint themselves in the body — sometimes as
sharp as a breath held in a certain room, sometimes as diffuse as a scent
on the edge of recall.

Through stamping, the blanket becomes an active storyteller. It does not
sit quietly in the corner of the memory; it speaks through its impressions,
through the ghost of its texture left behind on another surface. In this way,
the work invites the viewer to consider their own tactile archives — the
objects whose textures have marked them, the recurring gestures that
live in their bodies. By translating the blanket’s touch into visible form,
the chapter holds onto both the memory of its presence and the space
it leaves behind.
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Unblanketed Mejwez

(first edition), 2025.

Acrylic on canvas.
210x250cm

2025 [ Joll dsubll] " pig s’
lod e elily ST

.o 250 x 210

Unblanketed Mefred W Nos

(first edition), 2025.

Acrylic on canvas.

210x250cm
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(first edition), 2025.
Acrylic on canvas.
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Unblanketed Bahra (first edition), 2025.
Acrylic on special Japanese cotton
paper impression on two sides (framed
double-sided).

70x100 cm
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. 100 x 70

Unblanketed Shadows 1-10
(first edition), 2025.

Acrylic on double-sided cotton
paper, impressions on two sides
(framed, double-sided).

34 x34cm.
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Unblanketed Nature 1,2025.

Acrylic on cotton paper, impressions on
two sides (framed, double-sided).
53x36cm

[oll deibll] #1 "asub”

e i g9 Je ey ST olab
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w36 %53

Unblanketed Nature 1,2025.

Acrylic on cotton paper, impressions on two
sides (framed, double-sided).

36x53cm.

[Joll dsuball] #2 "aaub”

e wsibs §39 e el ST olaib
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.o 35 %25
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Unblanketing - Tiled 1-24/63 63/24-1dbll "do\ns - dhall jawl"
(first edition), 2025. 2025 [ Jol dsubll]
Acrylic on cotton paper impressions. s g Jle el ST eilab
[framed - singlesided] . [a5lg dog Ule - 84bgo]

25x35cm o 35x25

Unblanketing - Tiled 25 -48/63 63/ 48 -25 dbll "do\ns - \hall )s'm;\"
(first edition), 2025. 2025 [ JoUl deybll]
Acrylic on cotton paper impressions. b G Lle clily ST wlaibs
[framed - singlesided] : [35lg dog e - 84bga)
25x35cm o 3525
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Chapter 2:
Nuances of Omaya

This chapter honours Omaya as a pivotal figure in my journey — the
voice that anchored my summers in Damascus, and the custodian of a
storytelling tradition that threads through generations of Shami families.
My memories are bound to hers: evenings in her house, the air thick with
the warmth of the day, listening as she recited the same tales her own
grandmother once told her. In her voice lived not only her own life but the
lives of those before her, folded and refolded through time.

Storytelling, in this tradition, is far more than entertainment. It is an act of
preservation — a way of carrying histories that might never be written,
encoding them into narratives that children absorb long before they
understand their depths. Through intergenerational conversations, these
tales become vessels for memory, transmitting the subtleties of a shared
culture: its humour, its grief, its ethics, its warnings. And yet, these stories
are not always innocent. Beneath their playful rhythm and fantastical
imagery lies a darker undercurrent, holding indirect messages and
fragments of lived history that speak as much to adults as to children.
In this way, the chapter also honours the tradition of the hakawati — the
storyteller as both entertainer and historian, weaving fact and fable into
an enduring cultural archive.

One of the most constant presences in these evenings was the traditional
Syrian damask blanket — jax0 plps — a staple in every Shami home. The
blanket | draped over myself each summer in Omaya’s house carries my
most vivid childhood memories. Its evolving texture, softened in some
places and worn at the edges in others, traced my own growth from
summer to summer. These blankets are seasonal markers: light cotton for
summer, while the woolen winter ones lay stored away, waiting for the
cold to return.

In this work, | have chosen three specific blankets, each for the colours
they carry and how those colours resonate with the rooms, light, and
stories they inhabit. Each blanket, with its printed imagery and written
narrative, is paired with a recorded fragment of Omaya’s voice — stories
where her singing is interrupted by the peripheral sounds of the house,
sounds that now live inseparably within my memory of her storytelling.
Visually, each piece unfolds like a page from a manuscript, holding text,
image, and sound in a single frame.

The green blanket holds the story of Teir el Akhdar — its deep hue
mirroring the lush shade of the courtyard plants, its softness warming
the quiet pauses between words. The pink blanket, accompanied by the
gentle ticking chain of the ceiling fan, carries Hamaye wel Kenne — a tale
punctuated by the faint

metallic rhythm from above. The yellow blanket is paired with the story
and song Al Tenbi, sung half by herself and half by me, her voice weaving
through the hum of the fan, the air shifting in the room.

The three blankets are presented in their physicality and scale, echoing
the very language of the blanket trade in Damascus: mefred (single),
mefred w nos (queen), and mejwez (double). These commercial sizes, still
used in shops across the city, become a quiet taxonomy in the work — a
reminder of the domestic, the ordinary, and the everyday frameworks in
which these extraordinary acts of preservation once took place. Placed
spatially within the exhibition, they represent the objects as they were
lived with, each positioned to evoke the environments and sensory worlds
from which they came.

In honouring Omaya, this chapter also honours the larger tradition of oral
storytelling in the Levant — the hakawati’s art of holding memory in voice,
gesture, and detail. It preserves not just the stories themselves, but the
cadence, interruptions, and settings that gave them life through sound
and visual interplay.
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Nuances Of Omaya Series #1
El Teir El Akhdar (Mefred W Nos), 2025.
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Printing on traditional blankets from
Damascus with sound installation.
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Nuances of Omaya Series #2,

El Hamaye Wel Kenne (Mejwez), 2025.
Printing on traditional blankets from

Damascus with sound installation.
234x234 cm.
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Nuances of Omaya Series #3

Aal Tenbi (Mefred), 2025.

Printing on traditional blankets from
Damascus with sound installation.
160 x 230 cm.
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Chapter 3:
Summer 2010 - The Last Summer

This chapter marks the final season in Damascus before rupture and a
lost family tradition. As Orhan Pamuk writes of Istanbul, “Hlzin is not
just a personal melancholy; it is the city's soul, its communal memory of
collapsed traditions and collective longing.”

This chapter returns to the summer of 2010 — the last before the war in
Syria altered the rhythms of return, and before Omaya’s passing closed
a chapter that had shaped my entire sense of belonging. For years, each
summer unfolded the same way: a journey back to Damascus, to tete
Omaya’s house, to the living room where she always sat on her couch,
the fan turning in the right corner beside her. That fan’s hum became
part of the cadence of her storytelling, a constant in the background as
much as her voice itself. It was a tradition deeply embedded in the lives
of many Damascene immigrant families — the annual migration home
to reconnect with grandparents, extended family, and the textures of a
place that existed in both memory and reality.

The chapter focuses on the sensory anchors of those summers but
reimagines Omaya’s house entirely through memory — through the
selective, distorted way the mind preserves spaces that are no longer
accessible. The placement of works within the exhibition echoes this
remembered living room: objects are not arranged for accuracy, but
for resonance. Cyanotypes on cotton capture objects and patterns
in deep blue shadows, their blurred outlines evoking the inaccuracy
of recollection. Objects, words, and printed textiles appear softened,
their details fading at the edges, as if the image has been touched and
retouched by years of remembering.

Sound plays a central role in reconstructing this room. The installation
begins with a layered composition of Omaya’s voice — fragments of
sentences, pauses, and stutters overlapping, almost as if they were
extracted directly from my own internal memory of her. Over time,
these layers begin to thin out, her voice dissolving until all that remains
is the steady whir of the fan in the right corner of the empty sofa — the
object that, even without her, still holds the stories. This progression from
presence to absence, from layered voices to a single mechanical sound,
mirrors the slow fading of traditions that once felt unshakable.

The work does not aim to reconstruct Omaya’s living room faithfully.
Instead, it treats memory as the primary architect — allowing objects,

sounds, and images to arrange themselves according to emotional
weight rather than physical accuracy. A printed blanket might be placed
not where it “was,” but where its story is strongest. The blur, the layering,
and the displacement are not errors — they are the language of memory.
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Omaya's Couch, 2025.

Cyanotype on traditional Shami
blankets upholstered on a replica
recreated of Omaya’s original sofa.
90 x100 x 94 cm.
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Bahra 2, 2025.
Cyanotype on special
Japanese cotton paper.
(framed double-sided).
70 x100 cm
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Bahra1,2025.
Cyanotype on special
Japanese cotton paper.
(framed double-sided).
70 x100 cm
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siall gl

w100 x 70

Living Room / Right Corner, 2025.
Cyanotype and stamping

on cotton paper with sound
installation of the fan from the
right corner.

70 x100 cm.

2025 "2 -srau\ 0 dsgya [l
b o &9 Lle uligibuw debib
[negll e - pboda] . pls
w100 x 70

The House / Right Fan 2, 2025.
Cyanotype on special
Japanese cotton paper
(framed double-sided).

70 x100 cm.
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2025 /" cpmoludl e dlll wib"
b &9 Lo wuligihw delib
- 30 x 42

May God Honor The Lives
of Those Who Listen, 2025.
Cyanotype on cotton paper.
42x30cm.

2025 4 dsyz [ =)\
b &9 Lle wuligihw delib
. 53 x 38

The House / Room 4, 2025.
Cyanotype on cotton paper.
38x53cm.

2025 " _§u3 doy [\

The House / Tete's Room, 2025.

Cyanotype on cotton paper. sibs §J9 Lle wuligilw delib
[Series of 2 artworks together]. [&o ¢ruis ¢rdac oo dludw]
70 x100 cm. [each] [Joc JSJ]. o 100 x 70
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2025 "a\a doye [ul"

<ths @9 Jle cuigiluw delib
. 100 x 70

The House / Mama's Room, 2025.
Cyanotype on cotton paper.
70 x100 cm.

2025 gl sy [l
b6 @9 Jle wuigilow delib
w53 x38

The House / Khalo's Room, 2025.
Cyanotype on cotton paper.

38x53cm.
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2025 "4# dyls 35315
ibs dani yblas Jle woligilun delib
o230 x 160

Blurred Memory 4,2025.
Cyanotype on cotton cheese cloth.
160 x 230 cm.

2025 34 dylus 8,315"

b a4 blos e gl el

. 230 x 160

Blurred Memory 3, 2025.
Cyanotype on cotton cheese cloth.
160 x 230 cm.

2025 24 dnlus By3\5"

o 230 x 160

Blurred Memory 2, 2025.
Cyanotype on cotton cheese cloth.
160 x 230 cm.

2025 " dylud 535"

Q=

Blurred Memory 1,2025.
Cyanotype on cotton cheese cloth.
160 x 230 cm.
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Ayaulai dioli dilby e coligiluw delib
[29%40] @ 230 x 230 [dalseo] w180 x 70

The Return, 2025.
Cyanotype on traditional Shami blanket.
70 x 180 cm [hung] - 230 x 230 cm [open].
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Chapter 4:
Nowness

This chapter unfolds in the present tense — in the act of walking,
noticing, and collecting. Wandering (al-tajawul) becomes both a
physical gesture and an internal state: a way of moving through the city
while simultaneously navigating the corridors of memory. It is an act
of attunement, where each step is both an exploration of the present
landscape and a return to invisible geographies carried within. Every
walk contains two paths —one anchored in the here-and-now, the other
drifting toward places that no longer exist as they were.

Here, the “here” and “there,” the “now” and “then,” collapse into one
another. These connections are not deliberate reconstructions — they
happen in the periphery, where the smallest, most ordinary details carry
the weight of entire seasons.

This chapter focuses on life in inanimate forms — how present-day
surfaces and structures, when observed closely, can carry the living
memories of elsewhere. The interlocks beneath my feet, worn smooth in
certain places, become more than pavement. They are a ground where
memory takes root. The sapling pushing through them is not just a sign of
resilience, but a metaphor for the way memory reshapes and reclaims
spaces — how nature and recollection work in quiet alliance to rewrite
the built environment.

In highlighting and connecting settings, | treat them as protagonists in
their own right. They are not backgrounds but central characters —
capable of holding, translating, and even reviving memory. A wall, a
shadow, a tree, a piece of patterned tile:each becomes assite of dialogue
between the focal and the peripheral. What the eyes fix upon and what
they barely register are equally charged with significance.

The work in this chapter is built on layering, de-layering, and stamping —
processes that echo the ways in which memory accumulates, is stripped
back, and leaves traces. Stamping here is not only a technical choice
but a conceptual one: each mark is an imprint, a moment that insists on
staying. Layering allows these imprints to overlap and interact, while
de-layering exposes what lies beneath, revealing the absences and
interruptions that shape remembrance. Together, these methods merge
the “nowness” of the wandering body with the ghostly presence of the
past, producing a space where time folds in on itself.
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Of Liminal Threads — Ranim AlHalaky

Chapter 5:
Stutters

This chapter gathers beauty inimperfection, in glitches and interruptions
— the places where the flow of memory catches on a detail, where
the rhythm falters, and in that falter something real emerges. These
interruptions, which | often call “Stutters,” connect to reality, nature, the
human condition, and touch. They mirror the synchronistic encounters
that remind us of the interconnectedness of all things and the deeper
mysteries of existence.

At its centre is The River, a 20-metre-long cyanotype roll whose
unbroken length recalls a steady current — a continuous flow of walking,
wandering, and thinking. Its shifting tones of blue, deepening and fading
along the paper, echo the movement of water: the push and pull, the
pauses, the way sunlight and shadow alter its surface during exposure.
Like water, it is both constant and changeable. Water here is not only
a visual metaphor but also a character in the work — a presence that
appears in my practice as a force of transit, travel, and renewal.

This roll draws direct reference from my earlier work, 50 Meters of
Omaya’s Storytelling — a visual recording of my grandmother’s voice
and our intergenerational conversations. Just as that book wove
together fragments of speech, memory, and pause, The River unfolds as
a continuous record of movement, encounter, and reflection, held within
the deep cyan of its surface.

Alongside The River, a constellation of layered cotton prints emerges.
Each piece is cyanotyped and printed with sunlight, embedding the
layered observations from my walks —encounters with nature reclaiming
its place within the voids of interlock pavements, the synchronicity of
a dove (a quiet emblem of Omaya in the family) resting on a branch’s
shadow or visiting my balcony, the presence of a dead tree standing in
the middle of vibrant greenery, the fading lines of an old street crossing.
These images sit within and across layers, as if time itself were pressing
down and leaving its mark.

The work is grounded in the act of Al-Tajawul (Jg=il) — wandering as
both physical and introspective movement. It is a way of pacing through
the city and, at the same time, pacing through memory; of letting
peripheral observations open into portals back to earlier times. Each
layer is a trace of that dual wandering, where present encounters are
shaped by remembered textures, colours, and sounds.

Imperfection becomes an index of life here — the uneven wash of the
cyanotype, the shifts in tone, the traces of touch in the paper. These
irregularities mirror the human voice and its stutters, especially in the
recordings of Omaya, where breath, pause, and interruption are as
much a part of the story as the words themselves. Like water carving
its way through a surface, these stutters mark the work with a human
irregularity that resists being smoothed away.

Together, The River, the book, and the constellation of layered prints become
an extended field of memory — a mapped yet shifting terrain where the flow
of water, the layering of fabric, and the irregularities of human presence
coexist, holding both movement and pause, clarity and blur.
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The River, 2025.
Cyanotype on cotton paper.
20mx45cm.

2025 "yal"
ole culigiluw delib
o 45 x 220
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2025 "4#daub"

s &9 Ule wuligiluw delib
w30 x21

NATURE 4, 2025.
Cyanotype on cotton paper.
21x30cm.

2025 "3#daub"

i &9 Ule wuligiluw delib

o 30 x 21

NATURE 3,2025.
Cyanotype on cotton paper.
21x30cm.

2025 24 daub.

b &9 Lo wuligibuw delib

o 30 x 23

NATURE 2, 2025.
Cyanotype on cotton paper.
23x30cm.

2025 M#tdaub”

sibs &9 Lo wuligiluw delib

o 42 x 29

NATURE 1,2025.
Cyanotype on cotton paper.
29 x42cm.

Storyteller, 2025.
Cyanotype on cotton cheesecloth.
78 x90 cm.

2025 /ayilgSal"
ibs duani yiles Je coligibuw delib
w9078

n4
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The Story, 2025. 2025 "&831"
Cyanotype on cotton paper. g\bﬁ 6 §)9 po wliS e wuligiluw delib
42 x59 cm. - 59 x 42
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NATURE 5 [SERIES X10], 2025.
Cyanotype on cotton paper.
17 x 23 cm [each].

2025 " 10 x dluslu] 5#dayb"
$ihs &g Ule wligiluw delib
[dac JsI] @w 23 <17

2025 "4 sl puulao”
sibs §J9 Lle wuligiluw delib
Aw30x2]

Synchronistic Encounters 4,2025.
Cyanotype on cotton paper.
21x30cm.

2025 /2 Ganll gwlas”
s &g e wligiluw delib
. 42 x 59

Synchronistic Encounters 2, 2025.
Cyanotype on cotton paper.
59 x 42 cm.

2025 "3 Gandl qulse”
b8 @9 Lle wligiluw delb
o 34 x 24

Synchronistic Encounters 3, 2025.
Cyanotype on cotton paper.
24x34cm.

22025 " ol o
(sibs @9 Lle wligiluw delib
.o 59 x 42

Synchronistic Encounters 1,2025.
Cyanotype on cotton paper.
42x59cm.
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2025 "6 d\gy"

b &9 Ule wligiluw delib

.o 39 x 23

Pause, 2025.
Cyanotype on cotton paper.
23x39cm.

2025 "5 a)\ay"

$ihs §J9 Ule wligiluw delib
. 42 x 30

Portal 5,2025.
Cyanotype on cotton paper.
30x42cm.

2025 /4 4"
s @9 Lle wuligiluw delib
w42 %30

Portal 4,2025.
Cyanotype on cotton paper.
30x42cm.

2025 "2 &g
b6 @9 Lle wligiluw delib
w42 x 30

Portal 2,2025.
Cyanotype on cotton paper.
30x42cm.

2025 .3 a)lgy"

$ths &g Ule wligiluw delib
. 42 x 30

Portal 3,2025.
Cyanotype on cotton paper.
30x42cm.

2025 M d)\gy”
s @9 Lle wuligiluw delib
w42 %30

Portal 1,2025.
Cyanotype on cotton paper.
30x42cm.
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Visualizations done by Rania AlHalaky.
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About Tasmeem Tashkeel
Art and Design Collective

Tashkeel is an art and design studio launched in 2008, and from this
foundation, it has developed the Tasmeem Tashkeel art and design
collective, dedicated to realizing bespoke creative projects for
clients seeking unique art and design pieces. Through this collective,
Tashkeel channels its years of expertise into shaping customized
solutions, whether for corporate environments, hospitality settings, or
personal residences. By focusing on originality, each project embodies
a researched, thoughtful, client-centric approach that seamlessly
combines form and function.

The in-house team at Tashkeel comprises a diverse range of specialists,
including art consultants, painters, illustrators, graphic designers, 3D
rendering professionals, and manufacturing designers. Their expertise
extends further through the inclusion of woodwork specialists, who bring
warmth and sustainable practices to many projects with meticulous
expertise. This collective skill set enables Tashkeel to offer turnkey
solutions, guiding clients from the earliest conceptual stages all the way
to the final installation. Every detail is carefully considered, ensuring that
the end result meets the highest standards of quality and innovation.

In addition to the core team, since 2008 Tashkeel's consultancy
services tap into an extensive network of regional artists, craftsmen,
and designers. This network allows for seamless collaborations when
specialized techniques are required. Moreover, Tashkeel’s partnerships
with local manufacturers in the UAE reinforce a commitment to
supporting the regional creative economy. Sustainability is a primary
consideration throughout each phase of production, with eco-friendly
materials carefully selected to minimize environmental impact. By
reducing transportation through locally sourced components, Tashkeel
lessens its carbon footprint and promotes environmentally responsible
practices. Ultimately, every project under the “Tasmeem Tashkeel” banner
is a testament to Tashkeel's dedication to artistry, sustainability, and
meaningful collaboration, reflecting the studio’s long-standing vision to
inspire and elevate the creative landscape. This fosters growth within the
regions evolving community.
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Tashkeel Artist Crockery Collection

The Tashkeel Artist Crockery Collection is a collaboration between
Tashkeel and artists from the Critical Practice Programme, designed to
extend the experience of each exhibition beyond the gallery walls. Each
edition in the collection consists of a mug and plate set that translates a
unique artwork into functional design, giving visitors the opportunity to
take home a lasting memento of the exhibition.

For many, owning an original artwork may not always be possible, but
the Artist Collection offers another way of collecting, a chance to have
a piece of the exhibition and use it in daily life. Each set becomes a
reminder of the conversations, research, and memories explored by the
artist, making the exhibition experience tangible long after the visit.

As the year unfolds, the Tashkeel Gallery Shop will gradually build a
complete series of these collaborations, each one reflecting the essence
of the exhibitions it accompanies. Together, they form an ongoing archive
of artistic voices, creativity, and exchange.

For Ranim AlHalaky’s Of Liminal Threads, the first in this series, the mug
and plate highlight the signature blue that echoes throughout the
exhibition. Inspired by the cyanotypes, textiles, and layered surfaces
in the gallery, this edition distills the atmosphere of Ranim’s work into a
collectible piece, allowing the story of memory, belonging, and continuity
to live on in everyday ritual.
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About Gerbou Restaurant

Gerbou, in its core, means “welcome to our humble abode” in Arabic.
To us, Gerbou is more than just a word or a name; it represents our very
ethos and the essence of bringing you into our home. It embodies a
warmth and hospitality that instills an immediate sense of comfort and
innate connection with our guests.

With a menu which takes you through a culinary journey, gracefully
interweaving Emirati and Arab hospitality, with international nostalgic
dishes through innovative cuisine that respects tradition while looking
forward to a contemporary future.

At the heart of Dubai’s vibrant gastronomic scene, Gerbou stands as
a beacon of Emirati hospitality, an exquisite confluence of tradition
and innovation. The name Gerbou, Arabic for “Welcome to our humble
abode,” resonates with the warmth and welcoming spirit intrinsic to Arab
culture, inviting guests to immerse themselves in a dining experience that
transcends the ordinary. Here, the traditional Emirati warmth wraps
around you like a familiar embrace, while the culinary mastery on
display offers a modern tribute to the region’s rich flavors. Every element
of Gerbou—from the earth oven’s smoky whispers to the innovative use
of local produce—celebrates the UAE’s abundant gifts.

Crafted with visionary finesse and adorned with unique pieces from
local artisans, the restaurant’s design harmoniously weaves the threads
of Arab heritage with the elegance of contemporary aesthetics. As an
emblem of sustainability, Gerbou embodies an unwavering commitment
to the environment through local sourcing and sustainable practices,
ensuring that each dish not onlypleases the palate but also
honors the land it came from. To step into Gerbou is to embark on a
journey through time, where ancient customs and future aspirations
merge, creating a narrative of flavor thatis both a tribute to the past and
a toast to the future.
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Tashkeel's Artist Special

Introducing the Tashkeel Artist Special, a rotating dessert created by
Gerbou in ongoing collaboration with Tashkeel. With each exhibition in
the gallery, Gerbou’s chefs meet the featured artist, listen to their stories,
study the materials and palette, then translate the exhibition’s essence
into a plated experience. The result is a tradition of the restaurant that
celebrates art & design through taste, texture, and memory, changing
with every show.

For Ranim AlHalaky’s Of Liminal Threads, the dessert revisits summer
kitchens and the warmth of Omaya’s home. Apricot jam is the heart of
the culinary art piece, rooted in visual and flavorful storytelling evoking
family rituals and the tenderness of creating special core memories from
childhood. The form is a rectangle mimicking a folded blanket inspired
by the artwork. Its surface is adorned with blue and white impressions
that echo the exhibition’s cyanotype tones and printed textiles. A custom
stencil reproduces a Damascene blanket pattern on view in the gallery,
so the pattern you see is the pattern you taste.

Each bite layers familiarity and discovery. The brightness of apricot jam,
the gentle sweetness, and the smoothness of delicate ingredients mirror
Ranim’s rhythm of walking, noticing, and returning. The dessert completes
the journey from sight to palate, from memory to moment.
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Ranim Halaky: Resumé

Education

2019 — Short Summer Graduate Courses in Print Design, Editorial &
Poster Design

ESAD — Escola Superior De Artes E Design, Porto, Portugal
University of Applied Sciences and Arts Northwestern Switzerland,

Academy of Art and Design, Basel, Switzerland

2015 — BFA in Graphic Design
American University of Beirut, Beirut, Lebanon

Exhibitions

2025 - Eternal Sounds of Memory/Chimes of the City, Sikka Arts
Festival — Dubai

2024 - If Roots Remembered and Water Turned to Sea, Al Riwaq Art
Space - Bahrain

2023 — Design Dispatch Poster T-Shirt, Manarat Al Saadiyat —
Abu Dhabi

2022 — Dubai Calligraphy Biennale, Dubai Design District — Dubai

2022 — Conversations Through Time, Safar Collection, Permanent
Installation, AlUla International Airport — KSA

2021 - Unheard Voices DO1& D02, Scripts and Calligraphy Exhibition —
Riyadh, KSA

2021- Unheard Voices DOI, DIFC Art Nights, Hope and Positivity — Dubai
2020 - Unheard Voices D02, Courtyard Dubai — Dubai

2019 — Unheard Voices D02, Downtown Editions at Dubai
Design Week — Dubai

2019 — Nomadlic Traces: Arabian Typographic Journeys, 421 Arts
Campus — Abu Dhabi

2018 — Unheard Voices DOI, Rasm Contemporary Arabic Typographic
Posters, 1971 Design Space — Sharjah

Awards

2023 — Wood Pencil, D&AD Awards, Environmental Typography
Conversations Through Time — London, UK

2017 — Honorable Award, AIAP AWDA Women in Design Award, 50
Meters of Omaya’s Storytelling — Rome, Italy

2016 — Merit Award, Print Magazine Typography & Lettering Award,
50 Meters of Omaya’s Storytelling — New York, USA

2015 — Areen Award for Excellence in Graphic Design, 50 Meters of
Omaya’s Storytelling — Beirut, Lebanon

Features/Mentions in Publications

2024 - Risoclub Damascus Edition, Collective Collaboration, Risotto
Studio - Glasgow

2024 — Revealing Recording Reflecting: Women Graphic Designers
from the SWANA Region

2022 — TTN Worldwide, Platform Creative Magazine, Capsule Arts,
Canvas Magazine, Commercial Interior Design, Gulf Today, The
National UAE — Coverage of Conversations Through Time, AlUla
International Airport

2021 - Scripts and Calligraphy: A Timeless Journey,
Khatt Foundation — Amsterdam

2021 - Timeout Dubai — DIFC Arts Nights coverage
2020 - Dubai Design Week Blog — Designer Focus

2019 — Architectural Digest Middle East, Villa88 Live Blog — Unheard
Voices DO2

2019 — Nomadic Traces: Journeys of Arabian Scripts Book, Khatt
Foundation, Warehouse421 - Abu Dhabi

2018 — Al lttihad Newsletter — Unheard Voices DO1
2017 — AWDA Publication, AIAP Women in Design Award

2016 - Print Magazine — Typography & Lettering Awards
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Acknowledgement:

Thank you —

Omaya Shaher, tété [my late grandmother], for has been and will always
be part of me, my story and my journey. Our journeys have become one.
You are in me. For being my forever source of inspiration.

Sheikha Lateefa bint Maktoum, for offering this opportunity to
experiment further within my research, statement, and artistic voice.

Suzan Marrawi [mamal], for your beautiful hands supporting me in
weaving and sewing my artworks and installations.

Rania AlHalaky for always listening, being present and being literally my
second set of hands and brains, taking last minute flights to wash 20m
cyanotypes and fly back, keeping up with my emotional rollercoasters,
and way more... | can never thank you enough — for everything, and for
holding onto my sanity and believing in moments when | couldn’t.

Samir Mahmoud for your continuous support, mentoring, and being the
source to those endless therapeutic and enlightening discussions since
day 1,and 10 years later.

Faysal Tabbarah for your support and guidance in shaping the projectin
allits stages, word by word, chapter by chapter.

Joe Najm for your collaboration and work on sound.

Bentley Brown for believing in my work, and your direction and
collaboration on film.

Maha Eddé for offering me a safe space to make and be. Maha,
Hadil Moufti, Solimar Miller, and Chafa Ghaddar for witnessing and
keeping up with all my studio mess [literally], and choosing to still be
there and listen.

Hamad Al Muzaini, Noura Alserkal, Muhummad Shamin Sahrum, and
Moza Al Falasi for all the one-on-one sessions, the shared nervous
breakdowns, the go-with-the-flows, and for being such an integral part
of this journey.

Tashkeel team: Mayada Hamad AL-Saydabi, Bakhita Ghanim, Zainab
Abdelaziz, Altaf Salih, Zeyad Gabr, Hasnain Ahmed, Sara Baali, Ahmed
Adel, Yanik, Bassem, Mohammed Ali, Mohammed Noufal, Vanessa,
and Marah.

Abdullah AlSheikh for lending me a hand when it was needed.

Trevor for framing and Manish for installation support.
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Readings and Works Consulted

Alexander, Christopher. The Nature of Order.

Steiner, Rudolf. On Eurhythmy.

Merleau-Ponty, Maurice. Selected readings from Phenomenology of
Perception — “The Human Body” and related essays.

Rabbat, Nasser. Architecture of the Territory: Constructing National
Narratives in the Arab World. Koren, Leonard. Wabi-Sabi for Artists,
Designers, Poets & Philosophers.

Pallasmaa, Juhani. The Eyes of the Skin: Architecture and the Senses.
Pallasmaa, Juhani. The Thinking Hand: Existential and Embodied Wisdom
in Architecture.

Pallasmaa, Juhani. An Architecture of the Seven Senses.

Zumthor, Peter. Thinking Architecture.

Zumthor, Peter. Atmospheres: Architectural Environments, Surrounding
Objects

Mahmoud, Samir. Abstraction & Empathy.

Mahmoud, Samir. The Psychology of Form.

Mahmoud, Samir. Being in the World.

Bachelard, Gaston. Air, Water, Earth, Fire.

Proust, Marcel. In Search of Lost Time.

Maalouf, Amin. Origins.

Said, Edward W. Out of Place: A Memoir.

Said, Najla. Looking for Palestine.

Shibli, Adania. A Minor Detail.

Shehadeh, Raja. Palestinion Walks: Notes on a Vanishing Landscape.
Alameddine, Rabih. The Hakawati.

Pamuk, Orhan. Istanbul: Memories and the City.
Kundera, Milan. Ignorance.

Solnit, Rebecca. Wanderlust: A History of Walking.
Al-Rihani, Amin. The Book of Khaled.

lbrahim, Sonallah. Beirut Beirut.

Mahfouz, Issam. An Arab Critic in Paris.

AlHalaky, Ranim. 50 Meters of Omaya’s Storytelling. “Recordings with
Omaya” — storytelling sessions, 2014-2015.

“Conversations with AlAkkad in the Souk in Sham” — field notes with a
Naseej maker, 2024-2025.
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