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3|He| A A PLACE FOR TURNING

Of2tojoll M ‘&l EPS SE5t= Etofe] o/ 2 5| oM HIREIC] 3|H2 WS The Arabic word for heart draws its etymological root from “turning” —
HAIS | st £2H2 =efst7| = stof, 28 S H7{Lt S5 BHE £ a movement that can orient or disorient, ground or unsettle. Like the heart,
U= SEjo|ct elzke| MH, Ta|m ZidEar ZIUSHH| StEol s AMEAE, the place where life and feeling move, home is a sanctuary where change
& sk st okalstE oAl Xo|Ct 55t B2 Fof|AM 22|= HEZ Al7A|=te] settles. In familiar places, we process the world with stories that might bring
ZAIE o[of7|2 ZoiLir 2ietS #HALL ME2E= MAIE MEH &sH= Wals comfort or shift our relationship with the world beyond. Drawing on this
atsojLtzict miat & FpA|0|7t A8 ZM R (heartspace)E S 2, o] H Hm concept, and congregated around a heartspace proposed by Farah Al Qasimi,
MM o3t 20| FISalH WM IS Ul &S EHsich this first section examines the familiar becoming altered and charged.
el 221712 =4 E o] MM2 EXE ZUSHA| =4 X[ x|8H O etdl= A section dressed as a welcoming home mimics the feeling of
o|=23t o XLto| xt2|stCt. AlZ} of|=7t0| X} RE0|E| 2 &S5t ALXIE 7t FHA|O] = the domestic, but something is off. Here, the section’s artist-curator,
1990 e} 20001 = Z = x| tSE3lof|A HIRE S5t 0|y ZFMS photographer Farah Al Qasimi, gathers works that encapsulate a very
EtolLHE ZEES 0|20 2tCh ¥ o] & oto|M x| Late| 2&2 22|17t particular aesthetic influence stemming from Gulf popular culture in
S0{CIE & Sl SAIHel S4S WHEo{HCL FHEMME o5t o] SZLE M the 1990s and early 2000s. Domestic life unfolds behind walls, creating
2 Mo SRIEE 7|28 Ao R HESt= 2rl7t ElCt 0|22 F217} 0| 251HA| concurrent realities we cannot see. In these spaces, at once uncanny
O RLt EHME0| £2F517| 022 LHE Ad<jo| HEZ M|A|2t of EH| ==X and familiar, home becomes a stage where the everyday transforms
Axxo=z HOo{ELCL into something wonderfully strange. These off-kilter scenes depict how
ol2{st nFE= A% wsto = X2 ic}, ALo| o= AAME MAIR incommunicable inner realms encounter the world beyond.
MedelD, |2 = AFEH, thest 7|Se 2 Z3E £ el ZIMS =il The exchange works both ways - the everyday exterior becomes
FHAlole] EHEat 147t Mefst ZtyLEo| ZHE0| £33 o] MMof|= ‘dE5sh fabulated and the interior is infiltrated, revealing truths that straightforward
M7t 20|, 0|= HIZ A0{M= ot 2 ZS0| Exlfsta, lojof & HS0| Al2tzl documentation cannot capture. In dialogue with Farah Al Qasimi’s selection
Hxfo| ztzto|ct 2245t Jtal 2 =Y FEU0| WEH| X|HS HHA|F|= Hato|M are works marked by the “eerie” - the sense of something where it shouldn’t
olz{gt &zt oK SFSHZICE T St A[CH Thof] T x|2] SHo| M= 5= Wl A, be and absences where there was once the familiar — a feeling rife in spaces
H2 olz{st EFES WHslsh= &AL 2L ¥ Lo & etd|M EItE2 Alst, transformed by rapid development and global circulation. In contexts where
S4 J2|0 U8 A|Mat Z2 5328 Sslf szl Hoix|T U= USS nretst entire landscapes shift within a generation, the domestic becomes a site where
giCl. o|= EtEst =] 7t ofLlal ZEHEo R E8E £ gle WS s18t= sSE these dislocations might be metabolised. Behind walls and within homes,

ojof7| €A walo|Ct. artists turn to fabulation — using myth, reverie, and sideways seeing
to grasp what is happening. Unlike escapism, this storytelling of self and home
is an active mode to process what cannot be directly articulated.
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Farah Al Qasimi,

Conversation, 2023,

Archival inkjet print, 127x83.82cm,
ed. 3/5 (A.P. 2). Courtesy of the
artist and The Third Line, Dubai.
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In Conversation (2023), the artist frames an intimate domestic scene that
oscillates between comfort and subtle tension. Two girls, both clad in
casual floral dresses, take up the photographic space in complementary
postures: one leans against a floral couch, attentive and somewhat stiff,
while the other reclines on it, her folded hands placed on her stomach.
The almost theatrical floral pattern, coupled with the obscured identity of
the reclining figure, introduces ambiguity, prompting viewers to question
the nature of their relationship and the unspoken dynamics at play.
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Maitha Abdalla,

Between Daydreams and
Nightmares, 2020,

Inkjet print on hahnemiihle photo rag,
120x102.3cm. Courtesy of the artist
and Tabari Artspace.
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In Between Daydreams and Nightmares (2020), the artist explores

the complex transition from adolescence to adulthood, a phase marked by
shifting appearances, social inhibitions and emerging identity. Drawing from
regional folktales and mythologies, the staged scenes use animals—such as

birds and pigs—to symbolise purity, sin and the duality of growing up. Inspired

by theatre, fantasy and ritual, the artist situates these narratives in intimate
indoor settings like bathrooms, where personal dreams and transformations
feel exposed. Pastel pink tones introduce layers of kitsch, nostalgia and
gendered associations, while the intense color palette and performative
poses invite viewers into a space of self-reflection during this unstable,
transformative period.
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ol &H718>,
2, dE May It Be Remembered, 2023,

20l 4S5 80,05 158
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Rand Abdul Jabbar,

Single-channel video, color, sound,
mud sculptures, 270x270cm (overall).
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In May It Be Remembered (2023), the artist traces a cyclical, layered
relationship to land and remembrance, weaving together archival family
footage from a visit to the ancient ruined city of Hatra in Iraq, “the City of

the Sun God,” with a dialogue between three agents: earth, salt and the sun.
These elements act both as witnesses to history and actors within it, their
voices unfolding through texts written by the artist and translated from English
by Deema Alghunaim. Sculptures shown both in the installation and within the
film anchor this narrative, responding through form and gesture to a material
engagement with earth.
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RECORDING DISTANCE, NOT TOPOGRAPHY

Compasses, coordinates, and atlases are tools for navigation, but they
obscure the complexities of spatial encounter: suggesting fluidity, they

in fact read systems of control. In our world of borders and displacement,

place is also status, and passage is more than here and there — to move is

to transit before and after.
Mohammed Kazem and Cristiana de Marchi are central to one of the
most vibrant periods of the UAE’s artistic development, a period spanning

the 1990s to the first decade of this century, moving in step with the nation’

urban acceleration. In the section they have conceived, space is never
neutral, always constituted through relationships and power. Walls fall,
borders shift, coordinates are erased; what seemed fixed is subverted and
transformed into potential. These works expose the question: who gets to
map and name territory? The works address what the artist-curators call
“recording distance not topography” — mapping the emotional and political

gaps between people rather than terrain. Documenting relationships rather

)

than locations, these are collective, collaborative acts to subvert, by degrees,

structures that separate and displace.
The works that have been gathered around the artist-curated section

extend cartography - the act of tracing, defining and (re)defining the contours

of geography — beyond land to reveal structures that often remain invisible.
These infrastructures become legible through labour and navigational
markings, through patient observations of social hierarchies inscribed into
construction sites — owners, managers, migrant workers — where those who

know every detail of a city will never be invited to stay. Language operates as

another cartographic system: translation as a conceptual or material process,

polyglot references, complex ideas smuggled across linguistic barriers
through collaborative readings. Real and fictional narratives of displacement
are circulated to cultivate solidarity — through improvised channels or
appropriated distribution networks. Space becomes unmoored from fixed
coordinates, shaped instead through relational processes, always in flux,
resisting the power dynamics that determine the wider questions inscribed
in space: who writes history, in what manner, and for whom?
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Mohammed Kazem,

Directions (Merging), 2022,
Single-channel video, color, sound,
5min.
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In Directions (Merging) (2022), the artist visualises an early-morning shoreline
in an otherwise unidentified landscape through moving image and sound.
Coordinates imprinted in the sand are progressively erased by waves
arriving from a distant and inherently fluid elsewhere, as the firmly and neatly
impressed numbers are slowly worn away. In this simple, repeated sequence,
the apparently negative gesture of effacing the writing becomes a form of
potentiality, as the “engraved” coordinates merge with the water and drift
toward new directions. A sense of infinity and indefiniteness accompanies
the image: the strip of land between high and low tide emerges as an open
threshold, exposed to the unknown and holding open the possibility of other
paths and orientations.
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Cristiana de Marchi,

The Atlas of the Impossible, 2025,
Two-channel video, color, sound,
31min 13sec.
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In The Atlas of the Impossible (2025), the artist explores how physical distance
between people and places transforms emotion and time. Movement and
repetition in the choreography trace themes of individual life, migration and
loss, while opening up the possibility of new relationships and beginnings.
Filmed in a former market, a public garden and a traditional domestic space,
the work is structured by the material context of each site; rather than
mapping topography, it records “distance,” making bodily movement and the
traces of memory visible. The choreography shifts according to the history
and atmosphere of each location, while the sound responds to breath, pauses
and stillness, inviting the audience to sense how far, and in what ways, bodies
have travelled. Ultimately, the work proposes not a closed territory but an
“atlas of routes,” suggesting forms of belonging that remain in motion amid
displacement and change.
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Nujoom Alghanem,

Passage, 2019,

Two-channel video,

twelve-channel sound, 26min 10sec.
Guggenheim Abu Dhabi Collection.
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In Passage (2019), produced for the UAE National Pavilion at the Venice
Biennale, the artist extends an ongoing experimentation with contemporary
Arabic poetry through the medium of film. Based on the poem “The Passerby
Collects the Moonlight” (2009), the work explores displacement through two
interwoven narratives, one “real” and one “fictional”, projected on opposite
sides of a wall-sized screen that bisects the exhibition space.

The “real” narrative follows the artist and Amal, a Syrian actress living in
the UAE, as they collaborate to create a film for the Pavilion. The “fictional”
narrative presents a symbolic depiction of a refugee, known as Falak and
played by Amal, undertaking an arduous journey. In the climactic scene,
Falak arrives at the Venice Pavilion, bringing the two narratives together and
underscoring how political and artistic displacement, as well as the act of
journey-making itself, are inseparably intertwined.
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36 2Ch H EH], gy, 2019.
Rawdha Al Ketbi, Welcoming, 2019.

2tCh 2 A Ed], <Ef2td]4]>, 2021.
Rawdha Al Ketbi, Tarabeesh, 2021.

37 LE JIHIZ ¢ 2o, «50u2] 2zhy, 2021.
Abdel Qader Al Rais, 50 Years of Glory,
2021.

38 THof ¢ 2ta], <52 22 AUXICH L= W]
5228 b, 2024.
Fatma Al Ali, | read Their Words, but |
Heard My Own, 2024.

Thop g of2|, <ol £, J2|1 R E2
2, 2024.

Fatma Al Ali, Of Ships, Sails and
Misguided Labels, 2024.

39 ERE Al «ofgtjnjz|E H2 505
7|4 2=)>, 2021,
Kholoud Sharafi, The UAE’s 50th
National Day Brand, 2021.

EFE Al2jl, <olgollnj2|E 2= 51FH
7|4 B S, 2022,

Kholoud Sharafi, The UAE’s 51st
National Day Brand, 2022.

EFE Al2i], «otgolnj2|E HF 51FH
7|4 2>, 2022.

Kholoud Sharafi, A Blanket for the UAE’s
51st National Day, 2022.
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The artist trio Ramin Haerizadeh,
Rokni Haerizadeh, Hesam Rahmanian,
O’ You People, 2019-22.
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The artist trio Ramin Haerizadeh,
Rokni Haerizadeh, Hesam Rahmanian,
Luminous Shadow, 2025.
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The artist trio Ramin Haerizadeh, Rokni
Haerizadeh, Hesam Rahmanian, Crude
Poem of the Devices, 2020-25.
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Mlo|7t & H|EH], & 232b>, 2019.
Shaikha Al Ketbi, Al Ukhra, 2019.

Mlo|3t & HEH], <3k, 2019,
Shaikha Al Ketbi, Sigh, 2019.

Za|E Mlcl3, 2= 9x}S», 2017.
Khalid Seddiq, Bathtub Chairs, 2017.

Mlo|7t & HIEH], <oftdn|2|E = 50FH
7|84, 2021.

Shaikha Al Ketbi, The UAE’s 50th
National Day Show, 2021.

ajek et Fujjold], <2 Ald|op, 2025.
Rayan Al Jneibi, Royal Cinema, 2025.

2fgk o =ijjojul, Ofo|EL & 20f0|2t, OF0]A}
SICIE, 2 HE», 2025.

Rayan Al Jneibi, Maitha Al Omaira,
Ayesha Hadhir, Moon Brick, 2025.

atek of Fujjojul, ofo|EL 2 20f0|at, oto]A}
SIC1Z, «g M), 2025.

Rayan Al Jneibi, Maitha Al Omaira,
Ayesha Hadhir, Moon Dust, 2025.

ofolE} & 20t0]a}, «sfi= AL Eol=0l,
xted2 of®H| sHE LS, 2023.
Maitha Al Omaira, How is nature
constant when the sun never rests?,
2023.

& U7, <=5, 2023.
Nujoom Alghanem, Breathing, 2023.

FE 271, «olF 52 & £ ASS», 2020.
Nujoom Alghanem, / can still breathe,
2020.

F& 27, «oigkgh, 2020.
Nujoom Alghanem, Fearless, 2020.
FE L7, JApb, 2020.

Nujoom Alghanem, The Warrior, 2020.

& 27hd, <84, 2021.
Nujoom Alghanem, Composed, 2021.

& 274, «0|R», 2020.
Nujoom Alghanem, The Neighbor, 2020.

& 27, «<52351X| 2=, 2020.
Nujoom Alghanem, Unflappable, 2020.

& 2714, «stotap, 2010.
Nujoom Alghanem, Hamama, 2010.

& 2ohd, «<nHHME D, <O D,
<OFZE Db, <AFHHE V>, <OHAHE V>,
«<IE7{3 VD, <11X7{3 VID, 2023.
Nujoom Alghanem, Jotting I, Jotting I,
Jotting lll, Jotting 1V, Jotting V, Jotting
VI, Jotting VII, 2023.
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Ze|E MlC|3, «<5Y 28 o|XIS>, 2017.
Khalid Seddiq, Central Bank Chairs,
2017.

Za2|= Mlc|3, <oFSACH| o[E|SI= 2 olE
Zaja] QlE{ME[= 3D 2 =Ab, 2025.
Khalid Seddiq, Interactive 3D Survey of
Etihad Modern Art Gallery, Abu Dhabi,
2025.

LIXtE oO17], <HiCtet Apf AfooflAf>, 2019.
Najat Makki, Between Sea and Desert,
2019.

LIXIE 017, <22 & ZFe| 25>, 2016.
Najat Makki, Rhythm of Emotion within
Place, 2016.

LIXIE o17], <2|=2| 2|5», 2024.
Najat Makki, Rhythms of the Lido, 2024.

LIXtE o17], «84>, 2024.
Najat Makki, Formation, 2024.

OfoJ AL BIC|Z, M3l Hab>, 2019.

Ayesha Hadhir, Underwater Video, 2019.

ofo|A} sfCi=, ofgollnjz|= 243 5254
7|4d4>, 2022,

Ayesha Hadhir, The UAE’s 52nd National

Day Show, 2022.

00| A} SIC|=, <O|Et2|of CHAHS I3k
S 0{Z! ALF mHE|M>, 2025.

Ayesha Hadhir, The Sadu Partition made

for the Italian ambassador, 2025.

50 afOp g etal, «EHEh 2R, 2018,

51

Shamma Al Amri, Suspended
Judgement, 2018.

a0t 2 HEAEL|, «AHs 1S o2 D,
st 2E A3 D, «(AESE E AR I,
2024.

Shamma Al Bastaki, Tryptitectural Study
I, Tryptitectural Study Il, Tryptitectural
Study lll, 2024.

Stk Af2|Z, <3|0]& No. 2>, 2015.
Hassan Sharif, Cable No. 2, 2015.

o221 Epilogue

52 ofo|2t H|CtL], cAtate] £5x}S>, 2022,

Ayman Zedani, The Desert Keepers,
2022.
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THAT THING, AMPHIBIAN

“In this world, nothing exists outside of anything else.
Everything is both vessel and content: oil within the desert, the desert within
the galaxy, memory within the body.
The limit, a membrane that connects and separates, is where transformation
happens.”

— Ramin, Rokni, and Hesam

This section has been developed with the artist trio Ramin, Rokni, and Hesam,
a trio whose work emerges from their living studio-home. The space is a film
set, library, museum, performance space, and a constantly evolving artwork —
a total expression of how collective configurations can become co-authored
worlds composed from hybrid perspectives.

As Ramin, Rokni and Hesam explain,

“the section That Thing, Amphibian explores the post-50th National Day
condition. It shows how the overlap between art and civic structures became
formative as Emirati artists worked within institutional contexts while
sustaining independent practices.

Together, they began to articulate a collective identity born of this
singular moment, where art and governance, imagination and civic life,
unfold in exchange and mutual formation.

That Thing, Amphibian develops a contemporary curatorial
historiography — a way of writing history from within the present by looking
back into the future.

In our research we were guided by Nelson Goodman‘s question “When
does something become art?” By this, art, the object, and entire oeuvres turn
into living methods of inquiry driven by curiosity and the joyful question of
how art arises at the limit where inside and outside, guest and host, form and
life meet.

Through [Reformation, Desert, The Unseen, Limit, Presentness, and
Word], Ramin, Rokni, and Hesam trace genealogies connecting pioneers
such as Hassan Sharif, Nujoom Alghanem, Najat Makki, Abdul Qader Al Rais,
and Khalid Al Mutawa to a younger amphibious generation. Together they
translate coexistence into form—and vice versa.

This is what we call an amphibian: at once reflection, environment, and
event within the living stream of history.”

The artists would like to thank Shaikha Al Ketbi for her support
and research.
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The artist trio Ramin Haerizadeh,
Rokni Haerizadeh, Hesam Rahmanian,
O’ You People, 2019-22, Acrylic,
gesso and epoxy on 12mm MDF,
1100x1200cm.

Courtesy of the artists and Galerie

In Situ-fabienne leclerc Grand Paris.
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In O’ You People (2019-22), installed across the floor of the exhibition space,
the piece unfolds as a vast floor painting where material, gesture, and
research merge into a living field of thought, inviting viewers to experience
both the inside and outside of a living cartography - a terrain in continuous
transformation. Emerging from The Strange Room—a research space built
from histories of exile, migration, oil extraction, and desert ecology—the work
transforms containment into porous exchange. Its layered surfaces act as
membranes through which energy, color, and memory circulate between body
and landscape. Instruments called “hollow skins,” made from fabric, metal,
and pigment, trace the contact between human and environment, echoing

the Persian concept “Dastgah”, a Persian term where device and musical
mode converge, turning painting into a continuum of thought. Rather than
representing these histories, this vast floor painting inhabits them, holding oil,
deserts, and gestures as coexisting materials of being.
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Hassan Sharif,

Cable No. 2, 2015,

Cable, electrical wire, cotton rope,
220%215x20cm.

Courtesy of the Estate of Hassan
Sharif and Gallery Isabelle, Dubai.
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Cable No. 2 (2015) is made entirely from densely bound black cable ties,
through which the artist lends a simple industrial material an unexpected
poetic and physical weight. Originally used to bundle and organise electrical
wires, the cable ties are stripped of their function and, through the repeated
hand gesture of tying and twisting, are reborn as both a woven surface and
a solid sculptural mass. The artist understands this act of “binding” as a
contemporary form of weaving, allowing cheap, mass-produced plastic

to stand in for the material culture that has shaped today’s urban and
everyday landscapes. Rather than directly criticising or celebrating these
transformations, Cable No. 2 makes a familiar object strange, prompting
viewers to reconsider the ordinary things that surround them and the realities
that lie behind them.
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Shaikha Al Ketbi,
Sigh, 2019, Single-channel video,
color, sound, 3min 30sec.
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In Sigh (2019), the emptiness and deep silence of the desert spark a series
of ritual-like actions using found objects such as satellite dishes, bathtubs,
improvised stairs and heavy metal doors marked with symbols. These
exploratory rituals extend from the desert into the city through role-play,
miming and quasi-mystical experiments, often filmed as if a dream were
being cut short mid-sequence. Through these fragmented actions, the artist
excavates subconscious images rooted in early memory and turns them into
a broader reflection on self-awareness.
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At the centre of Ayman Zedani’s The Desert Keepers (2022), the exhibition’s
final gesture and the space through which you will pass to reach the outside,
is the Cynomorium plant, a parasitic organism that survives by infiltrating
and integrating into different hosts. The life of the plant is a concatenated
chain of interdependence: needs, perspectives, stories. An organism carries
the plant, while the plant carries a complex genetic map, archiving the
desert’s biodiversity - its history, systems, orders, and relations. Like the
artists gathered in this exhibition, the Cynomorium navigates between and is
composed in relation — past and future, near and far, familiar and changed.
Neither the world nor the artist is wholly independent or absorbed. All exists in
the play of connection and adaptation.

“We hold all the memories of all the places... We pivot and test the air
and quickly start working hard to create forever,” speaks the plant-parasite-
protagonist, echoing this gathering of artist-curators: how to exist, remember,
and persist through transformation?

Each offers a way to create a world to meet the world: fabulation to
metabolise change, cartography to record relationships despite terrain that
may separate, living inside the structures of statecraft or social orders without
dissolving into them.
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Epilogue

Ayman Zedani,

The Desert Keepers, 2022,
Three-channel video, color, sound,
Dimensions variable. Commissioned
by Abu Dhabi Music & Arts
Foundation; Courtesy of the artist.
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Founded in 1988, the Seoul Museum of Art (SeMA) operates across seven
museums in Seoul, mainly including Seosomun Main Branch, Buk-Seoul
Museum of Art, Art Archives, and Photography-Seoul Museum of Art, which
enables SeMA to interweave and integrate exhibitions within their respective
communities while remaining agile in their individual approach. By 2025, the
museum aims to construct an intricate network of eight museums, including
the Seo-Seoul Museum of Art, dedicated to media art.

Since 2000, the museum has hosted the Seoul Mediacity Biennale
(SMB), regularly acquiring commissioned works and supported works from
the event. SeMA’s comprehensive collection encompasses art from the
1920s to the present, focusing primarily on Korean contemporary art while
actively embracing its international context.

ZtAIEt LHE2 of2lf MEAIRIDI& 22| WALO|EE WESH FAI7| viELICH
For more information, please visit SeMA website at:
sema.seoul.go.kr
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Abu Dhabi Music & Arts Foundation (ADMAF)
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Founded in 1996, ADMAF is one of the first cultural organizations in the Arabian
Gulf. Pioneering new artistic practices, it seeks to deepen global cross-cultural
dialogue and inspire a renewed interest in the creativity of the UAE and Arab
world. Often in partnership with leading national and international institutions,
it delivers multidisciplinary initiatives for people of all ages, backgrounds and
nationalities through the Abu Dhabi Festival, year-round youth platforms and
community programs.

XiAIsk LHE 2 ol2l ofrid| SetollExThe] BAIO|EE WEs FAI7| HiRtLICt
For more information, please visit ADMAF website at:
admaf.org
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PROXIMITIES

December 16, 2025 — March 29, 2026
Seoul Museum of Art

Seosomun Main Building

2-3F, Crystal Gallery

Seoul Museum of Art
Choi Eunju General Director

Overall Supervision
So-La Jung Director of Curatorial Bureau

Exhibition & Education Supervision
Okkum Yang Head of Exhibition & Education Division

Exhibition & Education
Hee-On Sim Coordinator
Yebin Woo Coordinator

Pre-Research
Sung Hyun Cho Coordinator

Officers
Miyoung Kim
Mijeong Du

Docent Program Management
Heejin Song Curator
Hayeon Kim Coordinator

Management Supervision
Jeong tae Yu Director of Management Bureau

Public Affairs & Communication

Muo Oh Head of Public Affairs & Communications Division
Sukwang Yun Officer

SunOck Lee Officer

Daehee Kwon Officer

HyeMi Kim Practical Officer

Su hyun Park Coordinator

Kyo Soo Park Coordinator

Young hyun Lee Coordinator

Website & Docenting App
SeungHyung Yu

YeonJun Kwon

Administration Division
Kwang-jin Beak Head of Administration Division

Head of Facility & Maintenance Division
Ji Yeong Park
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Curators
Maya El Khalil
Eunju Kim

Artist Curators
Farah Al Qasimi
Mohammed Kazem
Cristiana de Marchi
Ramin Haerizadeh
Rokni Haerizadeh
Hesam Rahmanian

Exhibition Design
OUR LABOUR

Graphic Design
Major Minority

Exhibition Construction
Linie

Printing
First Kyungil

Translation & Editing
ARThereby

Media Installation
Vacant Scene

Art Transport & Installation
Solomon Art
Crown Fine Art

Conservation
A&A Conservation

Photo & Video Documentation
Cocoa Pictures

Video Subtitling & Translation
FURMO DT

Exhibition Graphic Production
Namiad co. Ltd.

Exhibition Lighting
HiIRAUM

Interpretation
Leein

PR Planning
wh-bn

Abu Dhabi Music & Art Foundation
H.E. Huda Alkhamis-Kanoo Founder

Founder and Artistic Director, Abu Dhabi Festival

Michel El Gemayel Executive Director

Hwasun Lee Korea Project Director

Cultural Affairs

Lisa Ball-Lechgar Directorof Cuitural Affairs & Business Development
Nour El Hakim Cultural Affairs Executive

Elina Skudra Cultural Affairs Executive

Visual Arts
Arianna Grosso Senior Manager
Hye Young Kim Executive

Founder’s Office

Souad El Berjaoui Manager
Juliana Habib Assistant
Jacqueline Bibares Coordinator

Marketing and Communications

Jean-Pierre Rouphael Executive Manager

Marketing and Communications

Karam Hoar Senior Manager Marketing and Communications
Afshan Ahmed PR Consultant

Maryam Deeb Marketing Executive

Neha Gupta Social Media Executive

Divyashree Shukla Marketing Specialist

Luc Briand Business Development and Sponsorship Executive
Tara Thorpe English Editor

Production

Ahmed Nabelsi Executive Manager for Production
Zeina Jomaa Production Manager

Grace Monera Assistant Production Manager
Mohamed Al Abd Events Executive

Alrose Tugadi Production Coordinator

Administration
Hanan Wahba Manager
Aladala Legal Consultancy

Finance

Hesham Azad Chief Financial Officer
Nart Ali Senior Manager

Shahul Hameed Manager
Bernafrancess Rivera Accountant
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Artworks and archive courtesy of

The artists

Abu Dhabi Music & Arts Foundation

Aref Barbir

Art Jameel

Barjeel Art Foundation, Sharjah

Bashar Al Shroogi

Dubai Culture and Arts Authority Collection
Estate of Hassan Sharif

Galerie In Situ-fabienne leclerc Grand Paris
Gallery Isabelle

Guggenheim Abu Dhabi

Kamla AlOlama

Nadine Maalouf

National Multiple Sclerosis Society UAE
New York University Abu Dhabi Art Gallery
Campus Art Collection

Sharjah Art Foundation

Tabari Artspace

The Farjam Foundation

The Third Line, Dubai
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Scan the QR code for the audio guide.
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Visitor Information

Venue

61, Deoksugung-gil, Jung-gu,
Seoul, Republic of Korea
Seoul Museum of Art,
Seosomun Main Building
2-3F, Crystal Gallery

Opening Hours
Tuesday-Thursday 10am-8pm
Friday 10am-9pm
(Seoul Culture Night)
Weekends, Holidays
- Summer Season
(March-October) 10am-7pm
- Winter Season

(November-February) 10am-9pm

The last admission is 1 hour prior to

closing time.

Closed on Mondays & January 1st

The museum will open on holiday
Monday (Except January 1st)

Docent Tour
Tuesday-Sunday 2pm

Admission Free
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Seoul Museum of Art

04151. M2 EEA| 7 453 61
02.2124.8800 / 02.2124.8950

sema@seoul.go.kr
sema.seoul.go.kr

€ SeoulMuseumofArt.kr
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