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 The formation of BeMA: Beirut Museum of Art is spearheaded by The Association 

for the Promotion and Exhibition of the Arts in Lebanon (APEAL), a non-profit 

organization dedicated to showcasing and encouraging Lebanese artists by 

projecting their artwork beyond conventional borders.

One of the most significant developments for Lebanese art and culture in a 

generation, BeMA: Beirut Museum of Art is a new museum set to launch in Beirut 

in 2023. Envisioned as a cultural hub highlighting modern and contemporary 

art from Lebanon and from the region, BeMA will encourage Lebanese artistic 

creation, while fostering dialogue and cross-cultural collaborations in the region 

and globally. In addition to housing an extensive collection of modern and 

contemporary works, the museum will also create opportunities for the production 

of new works through artist residencies, commissions and cultural partnerships. 

An independent institution, BeMA will be a site for discourse, creativity, academic 

research and public education, committed to engage with diverse communities 

and host cultural and educational programs in the service of building a committed 

civil society.

In the lead up to opening its doors, BeMA is already engaging audiences through 

a series of evolving programs, including a decade-long artist-in-residency program 

for the Lebanese public school system in partnership with the Lebanese Ministry 

of Education and Higher Education, the launch of new artist-in-residence program, 

a series of commissioned artist interventions, and a collaboration with community 

arts organizations across Lebanon.

Studiocur/art is a non-profit curatorial platform specialised in contemporary art 

and registered in Paris. Created by Franco-Lebanese curator, Karina El Helou in 

2015, the platform produces exhibitions to create unique interactions between 

the artist and the public. The platform is not defined by geographical or cultural 

adherence, its mission is to combine artists’ work with a school of critical thinkers, 

talented producers, architects and scenographers around the world. The platform 

has been developing the practice of bringing contemporary art to heritage 

buildings, moving away from the confines of today’s white cube. The studio has 

also collaborated with institutions, museums, other non-profit platforms, curators, 

artists and residencies, in both the public and private domains.

studiocurart.com

aBout BEma
BEirut musEum oF art

aBout studioCur/art

www.bema.museum
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Through contemporary art, the run-down concrete structures of the Rashid Karami 

Fair, considered one of the most important legacies of modernist architecture in 

the Middle East, will be placed in dialogue with the citadel, a monument to layers 

of history. The two locations current states provoked reflections, in the context of 

the exhibition, on cyclical time and the cycles of collapse.

The notion of cyclical time, common to past civilizations, is now considered 

archaic, for according to Romanian intellectual Mircea Eliade, modern societies 

have a linear understanding of time. This contemporary understanding considers 

progress as its only possible outcome and therefore does not take into account 

repeated cycles of collapse.

The contemplation of the cyclical life and death of civilisations can be traced 

back to the medieval Tunisian-born historian Ibn Khaldoun, who suggested 

that historical cycles function in a loop, starting as Umran Badaoui (bedouin 

civilisation) evolving into Umran Hadari (urban civilisation) before collapsing. 

Recent studies by American historian Joseph Tainter on the collapse of complex 

societies, such as the ancient Egyptians, Greeks and Mayans, show that there are 

several possible causes for their downfall, including natural disasters, wars, and 

epidemics. But one theory can be singled out. When a society becomes highly 

stratified, it is more likely to fall, as the cost of maintaining it is high.

In the post-modern world (although the sociologist Bruno Latour has suggested in 

the title of his book that ‘we have never been modern’) scientists affirm that since 

the beginning of the anthropocene era, our future decline will be caused by an 

impending ecological disaster due to global warming. If human beings, nature, and 

even history function cyclically, it’s possible to think about the limits of progress 

and the costs that entails.

The exhibition presents 20 projects in total, including 11 commissioned artworks 

as well as 9 produced works by artists from Lebanon and Mexico. The meeting 

of these two scenes allows for the exchange of geographical perspectives on the 

theme. This project includes residencies in Beirut with Edgardo Aragon, Fritzia 

Irizar and Gabriel Rico at BAR-Beirut Art Residency, and in Guadalajara with 

Marwan Rechmaoui and Stéphanie Saadé at PAOS GDL residency.

CyClEs oF Collapsing progrEss
Karina El Helou

Curators biographies

Karina El Helou has an MA in Art History from Sorbonne University, Paris, and 

a MA in Art Business from Sotheby’s Institute of Art (London). She attended 

l’Ecole du Louvre as well as Met Penninghen art school and l’Ecole d’art de Rueil-

Malmaison. Previously, she worked as an art collection manager at the Fondation 

Cartier pour l’art contemporain and a teaching assistant at Sotheby’s Institute of 

Art (London). She founded the non-profit curatorial platform Studiocur/art in 2015 

(Paris) collaborating with museums, institutions, artists and curators.

She has curated several exhibitions internationally, including “The Silent Echo” 

group show at the Archaeological site Museum of Baalbek.

Anissa Touati Corporation
Anissa Touati is an independent curator, exhibition maker and Chalet Society co-

director based between Mexico and France. Touati recently curated Jesper Just 

solo show at Anahuacalli Museum (Mexico), “Made by for Hands” for OMR gallery 

(Mexico) and co-organized “¿Cómo te voy a olvidar?” at Galerie Perrotin (Paris). 

She is developing research programs for Broad Art Museum (Michigan) and 

CIACEF foundation (Istanbul).
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I. EARLY STAGES: OPTIMISM & DESIGN PROCESS, 1958-1963

September 1954: 
The first edition of the International Fair of Damascus is held in Syria.

6 March 1958:
The Exhibition Committee of the Ministry of Planning decides to hold an annual 

Interna- tional Fair in Beirut every autumn. The idea of building an International 

Fair in Lebanon thus appeared during the Chamoun mandate.

9 December 1958:
The Economic Bureau for the Renaissance of North Lebanon sends telegrams to 

the competent authorities requesting that the Fair be installed in Tripoli.

Dec. 1958 – June 1959:
First wave of Chehabist reforms devoted to the administration.

January 1959:
To make up for the delay caused by the 1958 crisis, the government decides to 

finance “major infrastructure projects” in 1959. The organization of a permanent 

International Fair in Beirut is one among those.

20 June 1959:
A Czechoslovakian expert in the organization of fairs arrives in Beirut to assist the 

government in the development of the project.

November 1959:
Decision to confirm the location of the Fair project will be Tripoli, the capital of 

North Lebanon, following the lobbying efforts by the city’s businessmen.

1960: 
Beginning of the Five-Year plan: Second wave of Chehabist reforms with a special 

focus on regional and peripheral development, with the assistance of Father Louis-

Joseph Lebret’s IRFED mission.

January 1960:
An inter-ministerial committee is created for the development of the Tripoli Fair: 

it’s decided that the Fair will occupy an area of 500,000 m2.

17 & 24 February 1960:
The Special Committee for the Fair visited Tripoli to choose the site allocated for 

the future fair’s construction: four potential plots are selected.

25 March 1960:
The bill providing for the permanent settlement of a Fair in Tripoli is registered on 

the parliamentary agenda: The cost of the project is estimated at 9 million LBP 

and annual revenues at around 1.5 million LBP.

7 May 1960:
The President signs a law that officially creates the International Fair in Tripoli 

(FIT). The Fair becomes effective by decree.

12 January 1961:
Formation of the first Administrative Council of the Fair. Its members are named 

by decree. Saadi Mounla is appointed President of the FIT’s Board.

28 February 1961:
Decree establishing the “Office of the International and Permanent Fair of Tripoli”. 

It indicates development timetable and administrative framework.

18 June 1961:
A Belgian expert arrives in Beirut, selected in consultation with the Lebanese 

government, to advise on the organization of the FIT.

9 July 1961:
Following the controversy within the Fair’s Board over the choice of the land, the 

newly created Conseil Executif des Grands Projets (CEGP) is entrusted with the 

task of directing the planning of the Fair.

17 August 1961:
A plot of 400,000 m2 is chosen for the Fair by the President of Council, 

Saeb Salam. It had been previously decided that the Council of Ministers and 

specifically, the Minister of Economy would choose the parcel of land so as to 

break deadlock.

17 September 1961:
The committee responsible for the expropriation of the lands for the Tripoli Fair is 

formed.

14 November 1961:
Decree expropriating lands for the site of the Tripoli Fair.

4 January 1962:
Amado Chalhoub, a member of the Lebanese diaspora in Brazil, is the newly 

appointed director of the Fair, following the 1961 deadlock on both the formation 

of the Fair’s Council and the selection of the plot.

25 February 1962:
The director of the Fair of Hannover, visiting Beirut, submits suggestions for the 

organization of the Tripoli Fair.

10 April 1962:
The Tripoli Fair becomes the “International Fair of Lebanon in Tripoli”, to avoid any 

confusion with the Tripoli fair in Libya.

7 May 1962:
Antoine Baroud passes on the decisions taken by this committee as to the 

estimated price of the expropriated lands to the director of the FIT.

28 May 1962:
Carison Camargo, chief assistant of Oscar Niemeyer, arrives in Beirut to prepare 

the Niemeyer’s stay in Lebanon.

June 1962:
Following the estimation of the expropriated lands’ price at 12.8 LBP, Rachid 

Karami promises the landowners to convene the Expropriation Committee to 

revise the estimated prices.

12 July 1962:
Pierre Gemayel welcomes the Brazilian Ambassador Bolivar de Freitas, to work on 

Lebanese-Brazilian collaboration for the establishment of the FIT.

Chronology and FaCts on thE
rashid Karami intErnational Fair
Chloe Kattar
PhD candidate, Cambridge University
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26 July 1962:
It’s decided that compensation for the expropriated lands of the Fair will not be 

increased.

28 July 1962:
Niemeyer arrives in Beirut. He immediately goes to Tripoli to develop the plans for 

the fair on site.

30 July 1962:
Meeting of President Chehab and Oscar Niemeyer in Zouk.

28 August 1962:
Niemeyer publishes a two-page report in the journal Modulo in which he describes 

his vision for the Fair.

4 September 1962:
President Rachid Karami presents during a press conference the new scale models 

of the future Tripoli Fair as designed by Niemeyer.

End of 1962:
Two Lebanese companies are selected for the design development, ACE and Dar 

Al-Hanadasa, each assigned two of the project’s four overall sections.

10 April 1963:
The CEGP denies any plans for enlargement, following Niemeyer’s suggestion to 

expropriate an additional 150,000 m2 for his urbanism plan, because of budget 

limitations.

1 October 1963:
Laying of the first stone at the Fair.

8 December 1963:
Michel Ecochard draws up the access plans for the Tripoli Fair.

II. IMPLEMENTATION PHASE: CONSTRUCTION, RUMOURS AND COMPLICATIONS 
1964-1967

25 July and 25 November 1964:
the first two lots of the “Grande Couverture” are finished on schedule. 

January 1965:
The difficulty to find funds for the construction of the Fair is at the time directly 

linked to the debate in Parliament on the Finance Act, aimed at facilitating 

governmental loans for ongoing construction projects.

6 February 1965:
Amado Chalhoub denies rumours of delays in the construction work and confirms 

the inauguration of the Fair will take place no later than June 1966.

13 and 15 March 1965:
The CEGP puts the construction of the first buildings of Lot C out to tender. 

7 April 1965:
The CEGP puts the construction of the first buildings of Lot B out to tender.

14 April 1965:
Osman Dana, Minister of Finances, signs a decree to grant an extra 4 million LBP 

to the CEGP in order to continue the construction work.

29 June 1965:
The CEGP publishes a detailed report, stating that work is continuing normally on 

the site of the Tripoli Fair.

16 July 1965:
175 million LBP are allocated to the construction of the Tripoli-Saida highway. In 

addition, various access roads to Tripoli are enlarged. These works are directly 

connected to the Fair project.

11 January 1966:
During a parliamentary session on the subject of budget, Rachid Karami proclaims 

that the current budget deficit—caused by the various infrastructure projects, 

among which the Tripoli Fair—is the price to pay for the state’s necessary 

development policy, which should allow Lebanon to rise to the level of developed 

countries.

April and May 1966:
Articles in the press confirm that the construction site of the Tripoli Fair has been 

put on hold in recent months.

9 June 1966:
The Court of Auditors approves the adjudication of complementary works within 

the Fair. 22 June 1966: Merchants and industrial circles express their concern about 

the slow development of construction works in the Tripoli Fair and insist that 

authorities speed up the work.

19 August 1966:
The CEGP publishes a report on the overall situation of the Fair’s construction 

site. The Grande Couverture should be completed in 1966, costing a sum total of 

4,338,389 LBP. The second part of the project—including the Lebanese Pavilion, 

the dome, the open-space amphitheater—will be implemented later, and should 

cost around 8 million LBP.

© Archives L’Orient-Le Jour
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20 November 1966:
On the eve of Independence Day, an assessment of the state’s yearly achievements 

is published. The Fair’s opening is rescheduled for 1969.

27 December 1966:
Niemeyer in Lebanon again. He visits the Tripoli Fair while constructions works are 

in progress.

January and February 1967:
The Lebanese Traders Association submit their claims to the Ministry of National 

Economy, requesting among other things, the acceleration of the construction of 

the Fair’s buildings.

21 April 1967:
Experts suggest that the Fair remain closed until 1971 to avoid competition from 

the international exhibition taking place in Tokyo in 1970.

17 May 1967:
Construction work on the Saida-Beirut highway are put on hold to the benefit of 

the Tripoli-Beirut highway that must be completed before the opening of the Fair, 

rescheduled again for 1971.

2 July 1967:
A spokesman for the Fair confirms construction at the site has been suspended, 

in order to examine coordination between the construction works of the Tripoli-

Beirut highway and those of the Fair.

6 July 1967:
Malek Salam, president of CEGP, denies that four additional years are needed for 

the completion of the Fair and asserts that the works continue normally, according 

to the initial schedule.

October 1967:
The World Bank (IBRD), on a mission in Lebanon, visited the construction site of 

the Fair

November 1967:
The economic delegation of the German Democratic Republic (GDR), presided 

by Kurt Wolf, visits the construction site of the Fair and expresses the GDR’s 

willingness to build a pavilion at the Fair to reinforce the commercial relations 

between the two countries.

III. FINAL ATTEMPTS: RISING CRITICISM AND FINANCIAL OBSTACLES 1968-1974

5 February 1968:
On the eve of the change of government, quarrels persist within the inter-

ministerial committee in charge of the management and execution of the 

major infrastructure projects that have remained uncompleted. As a result, the 

government studies alternative funding plans for the Fair, with representatives 

from the World Bank.

16 February 1968:
Osman Dana, Minister of Public Works, calls for an investigation to determine the 

reasons of the delay of various construction projects, such as the Tripoli Fair and 

the expansion of Beirut Airport.

20 March 1968:
The CEGP publishes a new “work notice”: the execution of civil engineering works 

of the second phase of Lot B at the Fair is put out to tender.

21 March 1968:
The same for the second phase of Lot C.

21 May 1968: 
An article in L’Orient criticizes the project of the Fair following the discovery of 

technical errors in the construction of the Grande Couverture. The extra costs 

required, around 10 million LBP, cast serious doubts on the actual benefits 

represented by the Fair for the expansion of North Lebanon.

26 June 1968:
A new governmental credit of 9 million LBP is allocated to the Tripoli Fair.

19 July 1968:
Ministry of Public Works argues against the budgetary restrictions requested by 

the Ministry of Finance, to be able to complete major infrastructure projects on 

time.

4 August 1968:
The CEGP awards the last instalment of works at the Tripoli Fair.

15 August 1968:
The Court of Auditors also approves work at the Fair for an amount of 2,616,351 LBP.

3 September 1968:
The Ministry of Public Works asks the Lebanese government to enter into 

negotiations with the World Bank, in order to find funding for the construction of 

highways in view of the future opening of the Tripoli Fair.

October 1968:
Following the agreement reached between the European Economic Community 

(EEC) and Lebanon, journalists from the EEC are invited to in Lebanon to visit the 

main construction sites such as the Tripoli Fair.

7 November 1968:
Economic organizations in Lebanon publish a collective report asking the 

authorities to tackle the issue of the Tripoli Fair planned to open in 1968, but which 

is far from complete.

15 February 1969:
The Kfoury-Selouane company is selected to complete work of the Tripoli Fair— 

surface coating, painting, kitchen equipment—that must be completed in 1970.
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17 August 1969:
The ex-owners of the lands expropriated for the Fair create a committee to defend 

their rights. They consider that the expropriation indemnities paid to them are 

inadequate.

17 November 1969:
Another 20 million LBP are granted for the public works in the 1970 state budget.

21 December 1969:
Oscar Niemeyer is brought to Lebanon again for consultation on the Fair project. 

27 May 1970:
Oscar Niemeyer sends a letter to the CEGP in Lebanon, complaining about the 

slowness of the construction process, and asking to speed it up in order for the 

Fair to be ready by 1971.

25 November 1970:
Henri Edde, Minister of Public Works, wants to open an investigation into the 

activities of the CEGP since the Fair is overbudget and construction work is still 

incomplete.

27 March 1971:
Article in the press critizes the Fair, which has become “the leitmotif of all the 

regimes”, despite being a non-viable project without the highway that would bring 

it closer to the capital.

14 April 1971:
Hundreds of lawsuits filed against the CEGP in relation to expropriation disputes. 

The compensations asked for exceed the sum of 45 million LBP.

8 June 1971:
The New Five-Year plan adopted in Beiteddine provide 146 million LBP for priority 

equipment works, of which 25 million LBP will go to the FIT.

14 June 1971:
In the L’Orient Readers Section, an open letter is published, criticising the priorities 

of the Five-Year plan and calling for the construction of schools instead of ultra-

modern government buildings, such as the Fair.

10 January 1972:
The expropriation allowances granted to the owners are still below the real value 

of the land, despite President Frangieh’s promise to study the issue.

September and December 1972:
The CEGP puts the works for the construction of telephone lines in the Fair out to 

tender.

30 August 1973:
In a virulent article published in Al-Nahar, Ghassan Tueni criticizes the leaders’ 

wait-and-see attitude as “criminal”. Mentioning the Tripoli Fair, he points out that 

the project began ten years ago, wasted more than 25 million LBP, and has been 

on hold for five years.

20 February 1974:
New nominations to the CEGP. Elie Chaya appointed head, in order to accelerate 

the completion of Fair’s construction site and offered to financially contribute to 

the project.

IV. CIVIL WAR: MILITARY USE AND REHABILITATION ATTEMPTS, 1975-1990

March 1975:
Appointment of a new Administration Council, presided by Adnan Al-Kassar, who 

leads the administration for most of the war years. He was also the President 

of Tripoli’s Chamber of Commerce. 2 April 1975: Rachid Karami denounces the 

negligence of the public authorities. He takes Tripoli as an example of the political 

malaise in the country, which has been waiting for years, for the completion of the 

Fair and other projects.

13 April 1975:
Lebanese Civil War begins. All construction work comes to a halt.

27 April 1975: 
Amado Chalhoub denies the news that works at the Tripoli Fair would not be 

completed before 1977.

6 August 1975:
Debate in Parliament on the subject of the Fair. Deputies fight over a bill that 

would grant an extra 40 million LBP to the Tripoli Fair.

14 August 1975:
Kamal Jumblatt criticizes the decision by the Council of Ministers to allocate 

40 million LBP to the Fair, advising the government to take care first of the 

construction of a network of water pipes in Beirut.

November 1975:
Rachid Karami decides to amend the law regulating the organization of the Fair. 

The administrative council regains its independence from the CEGP.

1976:
The Syrian Army, under the name of Arab Deterrent Force (ADF), seizes control of 

the site. Syrian soldiers reside permanently inside the Fair’s buildings throughout 

the war.

© Line Itani
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Mid-1977:
The Administrative Council of the Fair rents out new offices in Beirut, from where 

it conducts all activities related to the Fair, in view of the restrictive access to the 

Fair’s premises imposed by the Syrian Army.

26 May 1978:
The Fair’s Administrative Council starts its first negotiations with the Syrian High 

Command regarding the build up of trash inside the Fair. It marks the first attempt 

by Lebanese officials to request an evacuation of Syrian troops from the Fair. 

The other alternative proposed by the Council is to reunite all troops in a single 

building to proceed with the cleaning.

1979:
Report by the Administrative council establishes a new set of priorities for the 

Fair in wartime. Its main activities focus on leading studies on the Fair’s potential 

economic future, working closely with international experts in tourism, and 

selecting companies to take on the final construction works needed for the 

completion the Fair.

19-25 May 1980:
A delegation from the Fair is sent on a European trip to visit various fairs in 

Birmingham, Luxembourg, Dusseldorf, and Paris, in an effort to align the future 

Lebanese Fair with international and contemporary norms.

29 July 1980:
The delays caused by the Syrian presence for the construction works in the Fair 

forces council’s chairman to make an official request that the Minister of Economy 

enter negotiations with the Syrian Command in North Lebanon, requesting the 

complete evacuation of the troops from the Fair’s premises. 

October 1980:
Two foreign experts, Jemp Michels and Roger Weber visit the Fair and establish a 

full report on the remaining works to be done in the Fair. Two possible dates are 

set: 1982 and 1983.

June 1982:
The Israeli invasion of Lebanon again puts a halt to all organizational and cultural 

projects for the Fair, including a possible concert in the open-air theater by 

Lebanese artist Ziad al-Rahbani.

25 November 1983:
In an official report, members of the Fair’s Administrative Council express their 

desire to resign because of the difficult working conditions created by the military 

presence in the Fair.

1994-5:
Under the aegis of Prime Minister Rafik Hariri, a governmental plan is launched to 

rehabilitate some of the Fair’s buildings.

1994-1998:
The Syrian army evacuates the Fair in two phases. The first withdrawal of troops 

occurs in 1994, and the final in 1998.
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As remains of bygone human-made architecture, ruins have always been an 

object of fascination. The etymology of the term itself - from the Latin “ruina”, 

meaning “collapse” - reminds us that abandoned and decayed spaces bear a 

captivating poetry, for they evoke the nostalgia for lost civilizations. Lebanon is rich 

in archaeological sites that preserve the glorious memory of ancient empires that 

once conquered its lands. In Tripoli, for example, the ruins of the thousand year old 

Citadel is still haunted by the ghosts of medieval conquerors, Mamluk sultans and 

Ottoman rulers alike. A few kilometers to the west, in the capital of North Lebanon, 

the Fair of Tripoli, built only in the second half of the 20th century, seems to exert on 

contemporary audiences the same enchanting attraction as any ancient ruins. But 

a visitor of the Fair, while wandering around its deserted and incomplete premises, 

might experience bitter feelings, for the proximity of the recent-past awakens the 

memories of long-awaited but unrealized progress.

Indeed, the International Fair of Tripoli was a product of its time par excellence: 

the project embodied the Chehabist State’s vision of national grandeur. For many, 

the 1960s corresponded to the Golden Age of Lebanon, closely associated in the 

collective consciousness with images of la dolce vita, Beirut being at the heart of 

economic growth, with its seaside resorts full of tourists, its banks loaded with 

foreign capital, and its hotels filled with notorious spies. But the Chehabist era 

was especially devoted to de-centralization, implemented through a program of 

administrative reforms known as the Plan Quinquennal supported by the IRFED 

mission of Father Jean-Louis Lebret - which valued rural regions- the president 

concentrated his policy on the development of peripheral regions as a means of 

solving social issues. In this respect, Tripoli received its share of important projects, 

commissioned to drive the expansion of Lebanon’s second-largest city. Among 

those, the establishment of the city’s port agency, a free zone within the port, a 

quarantine park, and of course, the International and Permanent Fair of Lebanon. 

The latter was originally meant to be built in Beirut, when the idea first emerged for 

a Lebanese fair at the end of Chamoun’s mandate. However, the final choice fell on 

Tripoli, in accordance with the 1959 decree-laws on administrative decentralization, 

but especially thanks to the advocacy efforts of Tripolitan trade circles and then-

Prime Minister Rachid Karami, a native of the city and one of its most prominent 

leaders. In May 1960, President Chehab signed a piece of legislation that officially 

created the International Fair of Tripoli and in July 1961, the Conseil Executif des 

Grands Projets (CEGP) was entrusted with the task of managing its construction 

works.

In fact, the Fair belonged to a series of major infrastructure projects – such as 

the construction of the modern prison of Roumieh, the expansion of the Beirut 

International Airport and the completion of national highways and roads – that 

were inherited and continued by Chehab’s successors throughout following years. 

The purpose, naturally, was to strengthen the public service sector through the 

establishment of institutions. But contrary to other infrastructure projects, the Fair 

was destined primarily to attract international attention, while serving the national 

industry by orienting local production towards export. In light of the success of 

the fairs in neighbouring countries—Damascus and Baghdad—both established 

in the 1950s, the Tripoli Fair was designed to bring Lebanon up to the standard 

of other developing countries of the region in matters of trade and tourism. It 

aimed to act as an international showcase of the country’s economic prowess and 

predicted competitiveness. Therefore, it was to this end that a fully fledged strategy 

of international development was set up around the Fair: early on, contacts were 

established with the Global Association of the Exhibition Industry (UFI) to ensure 

that the Tripoli Fair met all the general conditions and requirements. In the same 

vein, Polish and Czechoslovak experts were invited by Pierre Gemayel, Minister 

of Public Works, to conduct preliminary studies and help in the selection process 

of the most suitable plots of land for the future Fair. Diplomatic talks also began 

between the administrative board of the Fair and various embassies, concerning 

the rental of stands: in 1963, before construction even started, the United Kingdom 

and Australia announced their plans to reserve each 18,000 m2 of the Fair space 

for their own pavilions. As a result, high hopes were placed on this project – which 

remained ironically in a continuous state of construction throughout the 1960s - 

and the Tripoli Fair became the crown jewel of the government’s foreign policy: 

it was decided that all foreign economic delegations visiting Lebanon should be 

taken to the Fair’s construction site for advertising purposes, as a way to bring the 

largest number of countries to participate in its projected activities. Consequently, 

delegations from East Germany and the European Economic Council were 

respectively offered official tours of the Fair’s premises in November 1967 and July 

1968. The propaganda campaign was deemed worth the effort: experts predicted 

that the Fair would attract more than 2 million yearly visitors and that annual 

revenues would equal 7.5 million LBP, making the project extremely profitable since 

the costs were initially estimated at only 9 million LBP.

In that respect, the appointment of high-profile architect Oscar Niemeyer—

director of the architecture division of NOVACAP, the agency in charge of 

developing Brasilia—for the design of the Fair was no coincidence. It revealed the 

cosmopolitan and avant-garde stamp sought for the project. It seems that Amado 

Chalhoub’s efforts, director of the Fair in 1962, along with the personal implication 

of Brazilian ambassador Bolivar de Freitas, were instrumental in securing the deal 

between the communist architect and the Lebanese government. Chalhoub, who 

had returned to Lebanon in the early 1960s, was born in Brazil and was thus part 

of the large Lebanese diaspora in Latin America. Niemeyer’s previous collaboration 

with Brazilian president Kubitschek on the design of Brasilia, led to obvious parallels 

between the speedily built Brazilian city and North Lebanon’s capital, since both 

were seen as promising symbols of ultra-modern urbanism. If the curved structures 

of Sao Paolo’s Ibirapuera Park were most probably the inspiration for the buildings 

of the Tripoli Fair, then Tripoli’s coastline in its own right, with its palm trees and 

throbbing heat, was reminiscent of Brasilia’s tropical flora. More importantly, it 

seemed that Brazil, even more than its new capital, was the example to follow in 

the eyes of the political and administrative elite of the time: President Chehab’s 

advisor Father Lebret had worked in Brazil from 1947 to 1956 on a regional planning 

mission led by his group Economie et Humanisme just before coming to Lebanon 

in March 1959. He specialized in the economic development of underdeveloped 

regions, for which his institute IRFED strongly recommended technical progress 

niEmEyEr - lost in translation
by Chloe Kattar
PhD candidate, Cambridge University
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and industrialization. Therefore, although Lebanese economy in the 1960s lagged 

far behind the Brazilian ‘miracle’ and even though the construction of a ‘modern’ 

Chehabist state faced many obstacles, the ideals personified by Niemeyer were fully 

embraced by the contemporary Lebanese intelligentsia and press, thus confirming 

the brand of modernism sought for the country’s image: Lebanon duly belonged, 

in the collective imagination, to the newly-independent, outward-looking, rising 

nations of the global south, and the Fair’s mission was to convey this vision through 

nation-building architecture.

Hence, the arrival of Niemeyer to Beirut on 28 July 1962 on board of the S.S. 

Achilleus received nation-wide media coverage. He went to Tripoli the following 

day, where he overflew the banana fields that had been chosen as the final location 

for the Fair by helicopter. Legend has it that Niemeyer elaborated the first plans 

on the spot. His first meeting two days later with President Chehab and members 

of the Fair’s board in Zouk confirms that he was very stimulated by the project: he 

declared that two foremost projects for the development of the Tripoli Fair would 

be ready within fifteen days, one of a classic type and the other of a new kind. He 

outlined the second project—based on “original” designs—and which later received 

official approval. Niemeyer’s proposal was undeniably innovative in two aspects: 

first, as he clarified in the Modulo article he wrote in August 1962, Niemeyer wanted 

to revolutionize the very principle of exhibition, by rejecting the common strategy of 

dividing the space into isolated pavilions. On the contrary, he conceived the Fair as 

an open space where exchange between various delegations should be facilitated, 

thus designing the famous Grande Couverture as a large unifying concrete roof. 

Second, Niemeyer’s project was unprecedented—especially in the Lebanese 

context—for it envisioned the Tripoli Fair within a wider urbanization plan for the 

city. In his memoirs The Curves of Time, published 40 years later, he explained how 

the Fair was to act as the epicentre of the new urban neighbourhood—alongside 

the old city and Al-Mina—comprising housing, entertainment and commercial 

areas. This is why the Fair’s complex contains, in addition to exhibition spaces such 

as the famous Lebanese Pavilion, to which elements of local architecture were 

incorporated, buildings dedicated to cultural activities: an experimental theater, an 

open-air theater, a water tower with a restaurant and three museums etc.

Thus, this project was not only ambitious on a Lebanese scale, but was also 

very special to Niemeyer himself. Not only was the Tripoli Fair his largest project 

outside Brazil, but it also encompassed structures that can’t be found elsewhere 

in Niemeyer’s works, such as the helipad-crowned subterranean Space Museum 

(paradoxically one of the first in the world since it was commissioned in 1962) whose 

function was to inform the general public about the latest scientific discoveries 

and the progress of the space race. This museum, along with the floating stage 

of the Amphitheater, were real technical feats for the period and were therefore 

clear manifestations of the theory of progress, of which the Fair was the anticipated 

enactment on the Lebanese scene. Interestingly enough, in an interview given to 

L’Orient-Le Jour correspondent Raoul Verney upon his arrival in Lebanon, Niemeyer 

discussed the influence of Jean Paul Sartre’s philosophy on his work and tackles 

the issue of the Tripoli Fair within the wider contemporary debate on architecture: 

Alluding to his detractors, who rose up against his “liberation” of architectural forms, 

Niemeyer transforms the Tripoli Fair into his Trojan horse against formalism, calling it 

“the museum of the modern object”. The Tripoli project in his eyes, had to introduce 

new norms for fairs around the world, in order to fight excessive exhibitionism. Thus, 

the Tripoli Fair was for Niemeyer more than a commissioned governmental project, 

a fact that probably eluded the various Lebanese authorities in charge of it. It was 

a welcome opportunity for experimentation with his own architectural theories in a 

new environment. In short, it could be easily said that the Tripoli Fair was one of the 

most pioneering infrastructure projects of post-independence Lebanon, in view of 

the economic, political, international and ideological stakes involved.

Unfortunately, as we know it today, half a century after the launch of this ground-

breaking enterprise, the Fair project has capsized. The Fair was never fully completed 

and when the civil war broke out in 1975, it was still not equipped to welcome the 

general public. Throughout the 1960s, the date of the inauguration was delayed 

many times and obstacles of all kinds prevented the completion of construction 

work: the allocated funds for the project were always subject to the fluctuation 

of annual budgets and to the heated debates in Parliament. In December 1968, it 

was revealed that technical errors were made in the early stages of construction. 

Cracks appeared in the Couverture, which was thus no longer water-tight. On the 

other hand, the history of the Fair is marked by various political scandals: in 1961, 

members of the Fair’s administrative council were accused of meddling with the 

selection process of the plot, as various landowners in Tripoli tried to make them 

to buy their own plots. In 1966, strong disagreement broke out between the Fair’s 

director Amaldo Chalhoub and entrepreneurs from the construction companies. 

The 1970s also received its share of rising criticism: Niemeyer himself complained in 

an official letter to the Lebanese government about the delay in construction. The 

CEGP, responsible for the management of the overall project, was blamed in 1970 

for the exuberant sums spent on the Fair and thus was in direct conflict with the 

Minister of Public Works, which called for an investigation into the CEGP’s activities. 

Last but not least, the war period witnessed the sudden transformation of the Fair 

into a military base, following the invasion of its premises by the Syrian Army’s Arab 

Deterrent Forces, bringing all construction efforts to a permanent halt, despite the 

last attempts by the Fair’s council to revive the stillborn project in the 1980s.

It is easy to understand today why the story of the Fair is for many so evocative 

of the country’s tragic history: long a symbol of hoped for progress and growth, 

the Fair’s deceitful destiny mirrors that of the nation, continuously haunted by 

alternating cycles of construction and destruction. But like all cycles of human 

experience, progress is bound to resume after each collapse: The fair’s actual state 

of ruin still carries the potential it never had a chance to develop, and it is up to the 

coming generations to turn a relic of the past into a collective space for the future. 

Various actions can be taken to avoid condemning decades of planning and hope 

that have centered around the fair: encouraging for example UNESCO recognition 

and protection for the site, or simply by asking that this historically rich landmark 

be given a new public function, incorporated in the daily lives of the Tripolitan and 

Lebanese citizens, in a country where free public spaces are needed more than ever.
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Designed in 1962, the Foire International et Permanente du Liban –as it was 

originally titled– has escaped much of modern architectural historiography. The 

project was, in fact, never completely built and its bare bone concrete structures 

no doubt contributed to it having survived two decades of Lebanese civil war and 

many more years of neglect. Oscar Niemeyer published his project in the 30th issue 

of the journal Módulo and described it in the context of providing the city of Tripoli 

with all the advantages of “a modern quarter.” The fair was only fraction of what was 

to become a major urban development that consisted of a tabula rasa punctuated, 

amid vast gardens, by housing units, schools, shops, clubs, churches, mosques, and 

cinemas, all unified across a heightened horizon line. This new “quarter” featured 

the fairground as its principal element that Niemeyer describes as the “first to be 

based on a criterion of unity and plastic equilibrium.” Unlike other fairs, Tripoli’s 

would abide by “fundamental principles of unity and harmony demanded by 

any comprehensive architectural projects, as though in dealing with mere fairs 

such principles ceased to be permanently valid.” Niemeyer’s critique of the usual 

pavilion-based fairgrounds is aimed at a contradiction between architectural value 

at a small scale and a seemingly chaotic whole, usually forgiven in the case of 

fairgrounds when any other project of comparable magnitude wouldn’t be. A fair’s 

many “pavilions” are in Tripoli concealed beneath “a mere roof... and not... plastered 

with the sugary characteristics of a palace.” Niemeyer proposes, therefore, a 

unifying colossal roof-structure, 750 meters in length, under which all pavilions are 

to be located using as many bays as each country or exhibitor requires. Besides 

democratizing the world under a single roof, this strategy has also the advantage of 

being economically recoverable through rent or sale of space, speedily built, and, of 

course, architecturally spectacular. 

One enters the fairground from an elevated ramp offering a sweeping view of 

the entire compound as it crosses a giant portico. The sequence that follows is 

a long walk marked on one side by the curve of the roof structure and, on the 

other, by a sequence of separate buildings. A pool provides a reflective podium 

that stretches across the site while linking together the Lebanon Museum (“with its 

characteristic arcades integrated in the new constructional techniques”), the Space 

Museum, the Experimental Theater, and the Open-Air Theater (with its bowling alley 

and boxing/pro-wrestling rings). An elevated helicopter landing pad extends above 

the Space Museum and stands guard next to a low bridge that crosses the pool and 

links back to the roof structure. The walk ends at the Housing Section that includes a 

Housing Museum, a residential slab building (currently re-appropriated as a “Quality 

Inn” hotel), and a model private residence.

The project illustrates a yearning that Lebanon once had for a modern 

architectural identity. Niemeyer’s project is one of many commissions the Lebanese 

government sponsored, at a time when it sought to construct a global image for its 

newly acquired independence. During the the Lebanese Civil War, the site served as 

a military base for the Syrian army and has since been made available to consortia 

osCar niEmEyEr’s ‘FoirE intErnationalE
Et pErmanEntE du liBan’
Farès el-Dahdah
Member of Oscar Niemeyer Foundation Board

interested leasing it under a build, operate, and transfer agreement. Postwar 

attitudes toward reconstruction have tended toward an incomprehensible bias 

against what a young republic once chose as its architectural image and have since 

favored what was inherited from the Ottoman and/or French colonial occupation. 

Granted, one can not expect a country in turmoil to have its conservation laws 

updated when many countries in 1975 lacked any provisions for the preservation 

of modern architecture. The late 60s and early 70s, saw the destruction of many 

buildings that today would be under strict protection, namely, Victor Horta’s Maison 

du Peuple in Brussels (destroyed in 1968), Frank Lloyd Wright’s Imperial Hotel in 

Tokyo (destroyed in 1968), or Louis Kahn’s dispensary in Philadelphia (destroyed in 

1973), among others. One might also expect that in Lebanon the preservation of a 

modern architectural heritage is an unaffordable luxury yet this does not make the 

potential loss of such an architecture any less regrettable, for it is just as evident 

that what will come in its place will probably not be devoid of wastefulness.

Niemeyer’s project is in the unfortunate position of representing modern 

cosmopolitan notions at a time when returns to idealized origins are in vogue. This 

coincidence may prove fatal for an architecture that wants to be divested from local 

or regional identities and seek a global condition instead, which is precisely what a 

democracy in its youth once sought. Lebanon, after all, is a country born in modern 

times and there is a price to pay when we forget that the very age of the Lebanese 

Republic is younger than that of its perceived architectural heritage.

© Archives L’Orient-Le Jour - Oscar Niemeyer visiting the building works at the Fair in Tripoli
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Zad Moultaka’s sound composition and installation in the dome is inspired by the 

aztec myth of Five Suns, which is based on the idea that the world went through 

a cycle of four suns and each was destroyed by either earthquakes or hurricanes. 

The aztecs believed that we currently live in the Fifth Sun, this world is also bound 

to disappear unless mankind begs for mercy from the Fifth Sun. The title of the 

work, Don’t Fall, is taken from the codex chimalpopoca which has been translated 

from Nahuatl (the spoken language of Aztec). Moultaka’s composition mixes 

the sounds of the artist’s heartbeats, the noise of his hair’s friction akin to the 

cracking of an ice floe and chants. His composition references to how mankind 

is gradually destroying the planet’s ecosystem by engaging in an irreversible 

process of globalized industrialization and moving away from nature. The ropes 

connecting the ceiling to the floor as an extension of the iron rods, create a feeling 

of confinement comparable to the human condition although, in contrast, a hope, 

a light is perceptible.

zad moultaKa
Lebanon, b. 1967

gaBriEl riCo
Mexico, b. 1980

Image courtesy of the artist

This intervention proposes man as a center, with his practical and mystical 

knowledge gravitating around him. Ancient cultures that flourished on the 

territories defined today as the Middle East and Mesoamerica could see the 

same stars in the sky, the difference only being the names with which they were 

identified. For example, the Pleiades were called Tianquiztli by the Olmec, meaning 

‘the market’ and the Sumerians called them Mul-Mul which means ‘the stars’.

This practical fact implies that the firmament is similar to a channel through 

which all humans connect, and that because its observation can be accomplished 

everywhere at the same time, its influence is equally important everywhere. 

Because of this absolute influence that the stars have had and will continue to 

have on the human, they became the basis of the piece by the artist.

In this work, the symbolism of the human as the heart and the very center of the 

cosmos is important. Positioned as “the prodigal son of creation”, human beings 

have access to celestial knowledge and through which they acquire the ability to 

create new knowledge and matter.

Special thanks to: Abdellatif Al Chammaa

Prodigal Son
2018
Taxidermy, ceramics, mirror, neon, brass, drawings.

03 02

Don’t Fall, Because Whoever Fell Will Fall
for Good
2018
Multi-channel sound installation, ropes, light.
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Joanna hadJithomas & Khalil JorEigE
Lebanon, b. 1969

On the 28 July 1962, Oscar Niemeyer arrived in Lebanon. That same summer, a group 

of Haigazian University students led by a mathematics professor, Manoug Manougian, 

launch two rockets into space, Cedar IIB and Cedar IIC, with the help of civil engineers 

and the Lebanese army. The launches and research, intended to expand “space 

exploration and studies” are made possible by funding assigned to The Lebanese 

Rocket Society by President Fouad Chehab the previous year, enabling the group to 

develop a fantastic scientific and modern experience. From 1960 to 1967, more than 

ten rockets were launched into the sky before the project was suddenly stopped, and 

totally forgotten.

From 2011 to 2013, Joana Hadjithomas and Khalil Joreige made a film and a series 

of artworks about this surreal yet entirely serious space adventure. This “tribute to 

dreamers” critically explores the 1960s, political utopias, modernism, failures, and the 

dreams of science fiction and what their reactivation would produce in the present. 

At the end of their film, an animation sequence imagines an uchronia had the project 

continued in Lebanon, featuring the society’s very own Space Museum.

Invited to participate in the exhibition Cycles of Collapsing Progress and on a visit to 

the site, the artists and filmmakers were surprised to discover, under a helipad, a hidden 

Space Museum, conceived and built by Oscar Niemeyer as part of the Rashid Karami 

fair. The museum would have been one of the first of its kind.

These two projects—independent of each other and yet inextricably linked—are brought 

together here for the first time. The research and artworks of Hadjithomas and Joreige 

question the relationship between two contemporaneous but suspended projects, The 

Lebanese Rocket Society and Niemeyer’s Space Museum, “bearing lasting witness to 

the evolution of the conquest of the cosmos”, in the words of the architect.

05

A Space Museum
2018

Cedar IV, A Reconstitution - 2011

Part I of The Lebanese Rocket Society, Element for a monument. 

Sculpture, iron, 800 x 100 cm.
Sculpture of the Cedar IV rocket offered by the artists to Haigazian University, to 

give materiality and question the absence of this space project from our memory 

and history.

Commissioned by: the Sharjah Biennial X, 2011 Produced by ACID.

The Golden Record, “Sound of Earth and of 
Lebanon” - 2011

Part III of The Lebanese Rocket Society, Element for a monument.

Sound and video installation, 19 min.
A reconstitution of sounds from the region in the 1960s engraved on a Golden 

Record to be sent as an interstellar bottle in space following the one sent by the 

United States in 1977.

Co-produced by: the 11th Lyon Biennale

Courtesy: galerie In Situ - fabienne leclerc (Paris) 

Sound design: Nadim Meshlawi

Looping - 2018

Video installation, 6 channels synchronized, 14 min.
- Extract from “Oscar Niemeyer, un architecte engagé dans le siècle” by Marc-

Henri Wajnbrosse.

- Videos from the archives of the film “The Lebanese Rocket Society, the strange 

tale of the Lebanese space race” by Joana Hadjithomas and Khalil Joreige, 2013

- Animation film created by Ghassan Halwani for The Lebanese Rocket Society by 

Joana Hadjithomas and Khalil Joreige, 2013

Editing: Sebastien Leclerc (LUCID)

Scenarios for a Space Museum - 2018
Three sculptures, concrete, cement.
3 possible set ups in the space museum:

- The uchronia imagined by the artists and Ghassan Halwani for the animation 

featured in The Lebanese Rocket Society

- A reconstitution of an exhibition as it could have been produced at Haigazian 

University in the 1960s.

- A display of artworks created by Joana and Khalil for the Lebanese Rocket 

Society project.

In collaboration with Material Labs (Gilbert and Jad Debs) 

Production: Maissa Maatouk

Models: 3D Printing, Fadi Sfeir

Studio manager: Steven Daly

Scenography in collaboration with: Diane Mehanna 

Video installation: Issam Hachim

The artists would like to thank: Karina el Helou, BEMA Board, Nada el Khoury, Farès el-Dahdah, 
Ghassan Halwani, Abbout Productions, Marc Baroud, Karim Chaya, Fouad Matta, Antoine 
Maalouf Architects, Haigazian University, Tania Mehanna and our galleries The Third Line (Dubai) 
and In Situ - fabienne leclerc (Paris).
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Inspired by his mother’s handwriting, the piece is an installation of twenty-seven 

thin sculptures hovering in mid-air, lit individually so that their shadows project the 

letters of the alphabet. Passing from the 3D to 2D, the artist explores the original 

significance of Legere, reading in Latin, which also means ‘harvest’. The letters 

stand for the maturity of our languages, from which we can pick meanings like 

we pick ripe crops during harvest. As cultures and societies evolve, languages 

must follow. If they don’t, they are in danger of becoming obsolete. Thus, like 

ripe crop that if disregarded fades, when languages stops evolving with the 

cyclical development of culture it becomes obsolete. Linking the development of 

languages to natural cycles, Ortega offers the public a reflection on the “tissue” 

that makes up languages.

damián ortEga
Mexico, b.1968 

JosE dávila
Mexico, b.1974

Damián Ortega, Harvest, 2013. Steel sculptures, lamps, dimensions variable. Courtesy of 
Gladstone Gallery, New York and Brussels. Photos by David Regen. © Damián Ortega.

Dávila’s work combines ostensibly opposed materials, resulting in installations 

in which forces and forms are balanced to achieve a harmonious whole. His 

creations produce a representation of our doubts and own contradictions. The 

artist’s work is a visual and material aporia, an insoluble logical paradox, where 

we discover a coexistence of fragility and resistance, calm and tension, geometry 

and chaos.

Dávila’s sculptures are a reflection of the phenomenon of gravity, the laws of 

static and dynamic energy, the tractive force used to generate motion and 

the compression strength, the potential for deformation prior to the rupture 

of materials, and, above all, of structural intuitions. The assembly of delicately 

balanced materials highlight the human intervention that transforms the space 

and re-signifies the object. The structures created by Dávila work within their 

own logic in search of the exogenous center of gravity and at the limits of the 

resistance of the materials, where form is a consequence of process.

Newton’s Fault
2017
Metal beams, boulder, flagstone, synthetic apple, stainless steel wire.

03 02

Harvest
2013
Steel sculptures, lamps.

Jose Dávila, Newton’s Fault, 2017, Metal beams, boulder, flagstone, synthetic apple, and stainless 
steel wire, 500 x 538 x 488 cm. Courtesy: the artist. Photo: Agustín Arce.
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Roy Samaha’s video installation explores childhood anecdotes heard around an 

apartment that until 1989, when a major solar storm erupted, had been inhabited 

by a strange couple. Some suspected them of being undercover agents, while 

others said they were just some new age sorcerers. The work addresses the 

relationship between layers of history, outstanding events in nature and the 

ancient cyphering of language; how the cycles of the Sun’s unpredictable release 

of energetic flares affect the magnetic fields of the earth and influence radio 

transmissions, communication and reason on a mass scale.

roy samaha
Lebanon, b. 1978

stéphaniE saadé
Lebanon, b. 1983

Image courtesy of the artist 

Moongold is a process on going for several years already where Stéphanie 

Saadé takes photographs of the moon with her mobile phone, whenever she 

notices it in the sky. The star is then gilded with Moon Gold leaf on the printed 

photographs, which form a diary of her travels, in close relation with the moon 

and its different phases. In Tripoli, the framed Moon Gold photographs are fixed 

on mobile structures, which the public can interact with and move around in 

space. The artist selected 30 Moon Gold, each taken on a different day and in 

different locations such as Beirut, Paris, Athens and Mexico. First organised 

chronologically, they are to be disseminated by the visitors of the show, as an 

ever-moving calendar.

Moongold
2018
30 steel structures, photographs with gold leaf, engraved plaques.

01 04

Sun Rave
2018
Video, 11 min.

Image Courtesy of the artist and Akinci, Anne Barrault, and Marfa’ galleries
Photo credit Grey Noise, 2016
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Based on the analysis of two concepts, obsolescence and equilibrium, the 

project will explore how a point of equilibrium is at the heart of every civilization, 

preventing them from the decadence characterised by individual struggle within 

the context of a collective entity.

Nature, human creativity, circumstances, skills are placed in a scenario in which 

mythology and reality, ancient and recent symbols of opulence and uncertainty are 

dislocated to complete a puzzle of significance.

The artist is a member of Sistema Nacional de Creadores de Arte.

Rope Performer: 

Nicolas Haddad, Cirquenciel

Fritzia irizar
Mexico, b.1977

ali ChErri
Lebanon, b. 1976

Courtesy of the artist and Arredondo Arozarena Gallery

Earth-shattering events are relatively par for the course in Lebanon, with war, 

political upheaval and a number of social revolts. While the Lebanese focus on 

surface level events that might rock the nation, few realize that below the ground 

we walk on, an actual shattering of the earth is mounting. Lebanon stands on 

several major fault lines, which are cracks in the earth’s crust. The film investigates 

the geological situation in Lebanon, trying to look for the traces of imminent 

disaster.

The Disquiet
2013
Film: HD, color, 20 min, stereo, French/English.

05 07

Untitled (Planned Obsolescence)
2018
Video, 1 min (documentation of a performance), sawdust carpet and pigments, 

cedarwood stick.

The Disquiet, Ali Cherri, 2013. Film HD, Color, 20 min, Stereo. Arabic with English subtitles - 2013. 
Courtesy of the artist and Galerie Imane Farès, Paris
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The first edition of Utopia by Thomas More was published in 1516. The book 

describes an unknown island whose inhabitants live in an egalitarian, peaceful 

and democratic society where private property, class differences or the vices of 

European society of the XVI century do not exist. Over time, the term—whose 

Greek etymology means “no-place”—has been frequently used to describe idyllic 

places, perfect societies or unattainable values. The idea of modernity, which 

has been developing in the West for over two centuries, has also been intimately 

linked to the idea of utopia, associated in this case with a point in the future whose 

promise can be reached through progress and technology.

From another (perhaps more superficial) perspective the term “utopia” has been 

used as a name for different hotels and accommodation around the world, in 

which the idea of utopia is associated with escaping the everyday life and retiring 

to an idyllic place filled with well-being and pleasure. Traveling to locations in 

China, the USA, Thailand and Greece, Méndez Blake has visited some hotels named 

“Utopia” with the intention of analyzing the hotel’s architecture, documenting the 

city and above all, writing a letter to Thomas More from a place that really is called 

“Utopia”, converting the “no-place” into a “real place”. Thus, using different media, 

Méndez Blake creates a complex narrative, associating Thomas More’s original text 

with the chronicles of fictitious trips to the island and reflections on modernity and 

contemporary society.

JorgE mEndEz BlaKE
Mexico, b.1974

damián ortEga
Mexico, b.1968

Jorge Mendez Blake, Video stills, Utopia, 2018

Controller of the Universe is part of an explosion. The center of this piece is the 

viewer,  since in the middle there is a space for observation that operates as the 

vortex of the angle at which each single suspended tool is located. This piece is 

titled ironically after Diego Rivera’s mural painting from 1933, and unfortunately it 

has become some sort of a statement. The piece has been wrongly interpreted as 

a masculine and epic work that praises tools and views men as the center of the 

world.

What intended was to show  the brutal technical control that is permanently 

available. The eye is at the center of the piece, and then you find a tool anywhere 

you look. Tools become an extension, but also a frontier or filter. This is the same 

duality involved in any sort of human technology. the ambivalence came, of 

course, because the artist’s fascination for tools and technology.

The title comes from the mural that Rivera did at Rockefeller center in New 

York, which the sponsor destroyed because Marx and Lenin appeared on it. The 

mural depicted a worker as the center of technological, artistic and scientific 

development.

Controller of the Universe
2007
Found tools, wire.

09 10

Utopía (El No-Lugar es un Lugar Real) / 
Utopia (The No-Place is a Real Place)
2017-2018
Variable media.

Damián Ortega (1967), Controller of the Universe, 2007, Found tools and wire, 285 x 405 x 455 cm. 
(112.2 x 159.45 x 179.13 inches) aprox. installed, Exhibition copy courtesy of the artist, original work 
Glenn and Amanda Fuhrman, New York

G
R

A
N

D
 C

O
V

E
R

G
R

A
N

D
 C

O
V

E
R



Jalal Toufic, The Matrix for Radical Simulationists (2018), film still.

3736

Special thanks to Ricardo Mbarkho, and thanks to Serop Khachadourian. The 

artist also wishes to thank Empire Theaters and the Metropolis Association for the 

opportunity to show the 116-hour trilogy, which surveys a film, in a cinema theater.

Jalal touFiC
Iraq, b. 1962

06

The Matrix for AI et Al.
2018

— The Matrix for Realists (aka Reviewing The Matrix in Terms of One Cypher), film, 41 hours and 
24 minutes, 2018

— The Matrix for Radical Simulationists (aka How to Read The Matrix as a Cypher), film, 72 
hours and 36 minutes, 2018

— The Matrix for Realists (aka Reviewing The Matrix in Terms of One Cypher)—A Timesaving, 
Perception-Taxing Version, film, 137 minutes, 2018
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The images we see of the vast simulation dubbed the Matrix, at least those that 

are not the subjective views of the humans in the simulation, are illustrative 

images and sounds provided to the film spectators of The Matrix (1999) by its two 

directors, Lana and Lilly Wachowski. In my version of The Matrix, what happens in 

the Matrix is provided in Unicode (Universal Coded Character Set)—on the right 

side of the screen for images, and on the left side of the screen for sounds. At 

various periods in history, books were written and paintings were made not only 

for kings and princes but also for gods, demons, angels, God, etc. The narrator 

of the fourth of Rilke’s Duino Elegies asserts: “I won’t endure these half-filled 

human masks; / better, the puppet. It at least is full. / I’ll put up with the stuffed 

skin, the wire, the face / that is nothing but appearance. Here. I’m waiting. / Even 

if the lights go out; even if someone / tells me ‘That’s all’; even if emptiness / 

floats toward me in a gray draft from the stage; / even if not one of my silent 

ancestors / stays seated with me, not one woman.… / … Am I not right / to feel 

as if I must stay seated, must / wait before the puppet stage, or, rather, / gaze 

at it so intensely that at last, / to balance my gaze, an angel has to come and / 

make the stuffed skins startle into life. / Angel and puppet: a real play, finally”; his 

waiting and intense gaze is addressed not to a human but to an angel, who would 

startle the puppet into life, and the play is addressed, through his waiting and 

intense gaze, not only to humans but also to an angel. While The Matrix for Realists 

(aka Reviewing The Matrix in Terms of One Cypher)—A Timesaving, Perception-

Taxing Version (2018), the component of my film trilogy The Matrix for AI et Al. 

where the Unicode sections are speeded so they take only as much time as the 

images they supplant, is still addressed mostly to humans, especially those who, 

like The Matrix’s Cypher, are trained to read computer codes, the two versions that 

last 41 hours and 72 hours, The Matrix for Realists (aka Reviewing The Matrix in 

Terms of One Cypher) (2018) and The Matrix for Radical Simulationists (aka How 

to Read The Matrix as a Cypher) (2018), respectively, would be addressed mainly 

to artificial intelligences, who would be able to read the code of the film and “see” 

images (since Unicode is a machine language, a machine would be able to go 

back from the code in my version to the images and 

sounds of the original The Matrix film). Nonetheless, 

might a human who would watch the 72-hour and 41-

hour films in their entirety achieve enlightenment?* If 

not, might he or she, notwithstanding not having been 

trained to read the computer code, begin after forty 

or sixty or seventy hours to recognize patterns in 

the scrolling Unicode, then perceive fleeting images, 

then see whole audiovisual scenes (as Cypher, who 

follows what happens inside the Matrix, a simulation, 

by looking at the code on his computer monitors, tells 

Neo: “There’s way too much information to decode 

the Matrix. You get used to it, though. Your brain does 

the translating. I don’t even see the code. All I see is 

blonde, brunette, and redhead”)? Given that he did 

not understand the machine language though, he 

could not dispel the suspicion that these scenes were 

hallucinations that veiled the scrolling Unicode rather than being the images and 

sounds coded by it.

Jalal Toufic

* It would most likely take 

more than that: Bodhidharma 

(3rd–4th c. CE), to whom “Chi-

nese Ch’an and Japanese Zen 

masters trace their master-dis-

ciple lineages” (Damien Keown, 

A Dictionary of Buddhism 

[Oxford University Press, 

2003], 37) is said to have “sat 

in meditation for nine years 

while facing a wall (mianbi), in 

so-called ‘wall contemplation’ 

(biguan)” (Robert E. Buswell 

Jr. and Donald S. Lopez Jr., The 

Princeton Dictionary of Bud-

dhism [Princeton: Princeton 

University Press, 2014], 132).
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Rechmaoui’s reproduction of the Experimental Theater, the most famous structure 

in the Fair, allows the edifice to become a sculpture. With the material of resin, 

the architecture inside the dome becomes visible. Working on the subject of 

public spaces and landmark architectures in Beirut for many years, Rechmaoui 

pursues his practice outside the capital of Beirut. As the only closed edifice within 

the Fair in Tripoli, his installation unveils the structure of the dome by opening 

it to the public. This transparency (or lack thereof) is one of the reasons for the 

current state of the Fair and Lebanon in general, which is in permanent status quo. 

Public spaces in Lebanon are scarce, and the Fair is perhaps the only ideal one in 

Lebanon, and yet like many other public spaces in the country, it remains closed.

marwan rEChmaoui
Lebanon, b.1964

Edgardo aragon
Mexico, b.1985

The piece is courtesy of the artist and the Gallery Sfeir-Semler

Aragon’s audio-visual work Mute focuses on the story of rappers from Tripoli with 

neither identity papers nor passports due to a fault in the Lebanese system. The 

work sheds light on the dichotomy between their very present voice and their very 

non-existent legal situation. The project situated in the Lebanese pavilion takes the 

form of a walkthrough a capella concert, in which the public can listen to different 

rappers without seeing them. The conscious choice of not showing the singers 

brings the public back to the opposition in the performers’ lives.

“The installation also includes a video installation that only shows the female 

chorister’s shadow in the citadel of Tripoli whilst singing with a choir. Her shadow 

reminds the public that the artist wants to raise women’s voices above all others. 

This replicates the different games of light and shadow, symbols and predictions in 

Mexican pre-Hispanic cultures, related to the advent of a new cycle. 

The citadel—in contrast to the fair—is a strategic location in the region’s history, 

a space that is the symbol of Europe’s advance to possess or occupy symbolic 

geographical spaces like these: first during the Crusades, then through colonialism, 

then the modernist era, now in the age of capitalism.”

Participation of the Straighoutta’ band:

Youssef Ibrahim, Leader

Oussam Ibrahim

Bassel Assad

Safa Ali Hassan, Choriste

Mute
2018
Sound, film installation.

08 04

If I Only Had a Chance
2018
Non-shrinking grout, resin.

 Image courtesy of the artist
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This situation triggered the idea for the multi-channel sound installation by Lamia 

Joreige, where she proposes to reconnect, through a poetic gesture, the bustling 

life of Tripoli with the almost secluded site of the fair. She recorded sounds in 

various landmarks and mundane places in the city such as the fishermen’s auction 

at the harbor of Mina, the successive muezzins’ calls for prayer heard from the 

citadel, and the lively old souks and children’s voices from Bab al-Tabbaneh.

These sounds were then played and then re-recorded inside the impressive 

spherical structure of what was originally designed by Niemeyer as an 

experimental theater, only impregnated this time by the physicality and materiality 

of its architecture. As the dome remains uncompleted, any diffused sound creates 

an echo and reverberation. The installation presents the variations on these 

soundscapes of Tripoli, through scattered speakers across the fairground. They 

are interspaced by the recordings of voices reading documents about the fair’s 

history: its promise of modernity and prosperity, which echoed that of a newly 

born nation; as well as the war, which prevented its completion, putting a halt to 

many dreams.

One cannot but question the promise of a place meant to be connected with 

the rest of the city; a place meant for trading and leisure, a public space. The fair 

didn’t fulfill its expected program and never functioned in any other sustainable 

ways. Today, although used on rare and irregular occasions, the quiet and empty 

site remains largely inaccessible to the public. Indeed, only a few people can enter 

it, yet its scale is so big that no one can ignore its existence. It’s like a void within 

Tripoli. The fair’s architecture and scale are visually striking and create a sense of 

fascination, which the artist tried to resist when invited to work on this site in the 

past, by refusing to produce any visual work aside from documentation on what 

has now become a monument.

lamia JorEigE
Lebanon, b.1972

Image courtesy of Anthony Sahyoun Image courtesy of the artist
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Tripoli, Soundscape Variations.
From the City to the Fair
2018
Multi-channel sound installation.
Sound recording and mixing: Anthony Sahyoun (Tunefork Studios)

Voices: Elio Constantine and Lamia Joreige

Description of a Monument
2018
Steel plates, with text.

Description of a Monument playfully refers to the plates usually placed at the 

entrance of monuments, public buildings and gardens, which describe their 

history and function. In this work, using text and drawing, Lamia Joreige takes 

the landmark buildings in the Tripoli International fair as a site and a pretext 

to interrogate and reflect on the history of the place and to a certain extent, 

of Lebanon: from the Lebanese government’s ambitious idea to commission 

Niemeyer to build the fair, up to the period of the war, which halted its 

construction and led to the presence of the Syrian Army in the fairground; until 

today’s speculative projects of reviving the fair for an uncertain future.

A
L

L
 O

V
E

R
 T

H
E

 F
A

IR
 G

R
O

U
N

D



4342

haig aivazian
Lebanon, b. 1980

The objects in Rome Is Not In Rome are based on architectural and cultural 

fragments, inspired by perceptual elements like shadows, refractions, and mirages. 

These sculptures offer a reflection on the narratives of power that are invested 

in archeological artifacts, and on what happens to those narratives in an age of 

globalized patrimony and museology. Initially designed to occupy four empty 

pools in Marrakech’s El Badi Palace —a 16th century Saadi Dynasty ruin — the 

installation includes Aqueduct: a two-part pipe like column made of fired clay and 

concrete, Stadion: a leather upholstered fer-forgé coliseum, Well: a highly reflective 

red copper sink propped up onto a zelige tiled platform and Two Women at a 

Fountain: a large yellow copper hand clasping a circular wooden handle, based on 

an aquarelle by Eugene Delacroix. Each of the objects is meant as an encounter 

with a disparate historical fragment, where viewers happen upon the collection of 

items as an intriguing finding of sorts.

Rome Is Not In Rome is an investigation of historical motifs and motives which 

approach archeology and architecture as powerful tools that shape ideology and 

that have constructed visions of the world from the very first formulations of a 

global imaginary. The project seeks to make evident an uninterrupted lineage 

between early forms of looting and dispossession, and a softer form of cultural 

hegemony as formulated by contemporary global cultural initiatives such as The 

Louvre, The British Museum and others..

Rome is not in Rome
2016
Copper, steel, wood, leather.
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Two Women at a Fountain (Detail from Rome is Not in Rome), 2016, Yellow copper, wood, 70 x 
100 x 150 cm. (Produced by Marrakech Biennale 6 and Ateliers Eric Van Hove)

Credits: DGA- 2018 

The Citadel of Tripoli, known as Qala’at Sanjil, or Castle of Saint-Gilles, is a citadel 

and fort on a hilltop in Tripoli, Lebanon.

After capturing Jerusalem, the Franks established a kingdom in 1099. The 

crusade’s military leaders, along with many vassals, clerics, and a large number 

of farmers, attempted to establish their own fiefdoms in the border territories. 

Raymond de Saint-Gilles, Count of Toulouse, head of the Provencal and Languedoc 

crusade, decided to invade Tripoli where, in 1102, he established his country. In a 

siege, the Franks vainly attempted to capture Tripoli. Facing fierce resistance by 

Banu-Aammar, the Governor of the Fatimid city, Raymond de Saint-Gilles decided 

to strengthen his siege: he built a castle 3km East of the city on the strategic 

heights that overlooked the river and the plain. The castle of Tripoli remained in 

the possession of the Franks until 1267, when it was overtaken by the Mamluk 

Sultan, Baibars.
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Colosse Aux Pieds D’Argile is a large-scale sculpture composed of marble 

columns and concrete cylinders that transform the exhibition space into a field. 

The columns are reclaimed from a nineteenth-century house in Beirut that was 

clandestinely destroyed by a group of workers to force its reluctant owners to 

sell it. The cylinders are concrete stress test samples from the skyscraper that 

was built to replace this house. The work confronts two versions of the same 

architectural element – the column – acquired from the same site spanning the 

course of one hundred years of urban development. Both the house and the 

skyscraper have reflected different ideals of how life should be lived. Both have 

been extrapolated into ideas of how homes should be built, un-built or re-built. 

Each has been used to usher concepts of modernity and each holds within their 

building blocks the seeds of their own unmaking.

rayyanE taBEt
Lebanon, b.1983

EmanuEl tovar
Mexico, b.1974

Colosse Aux Pieds d’Argile, 2015, 16 marble and sandstone columns, 19 marble and sandstone 
bases, 292 concrete cylinders; Dimensions variable. Courtesy of Aïshti Foundation and the artist. 
Image courtesy of Gallery Sfeir-Semler. Photograph by Rosa Ruhling.

Monumento a la inmaterialidad (Monument to immateriality) begins with the 

confrontation between the amorphous rock and the stonecutter. Gradually, the 

carver will forge the rock by first creating a cube from which he will later carve 

a sphere and then form a pyramid, and finally the piece is carved irregularly. The 

stone loses volume and matter with the carving, until the original rock disappears 

completely, its process of formal transformation concludes by turning into dust, 

becoming nothing.

This work process, which goes through the basic geometric forms, seeks to 

reach the intangible; in the same way that, over time, different civilizations built 

one above the other, leaving the past as a mere foundation, in order to rise to an 

uncertain future. By means of the disintegration of the stone, a kind of monument 

(or anti-monument) is constructed that without a certain form makes space for 

new ideas, emotions, abstractions and thoughts, giving shape to immateriality.

Monumento a la Inmaterialidad / 
Monument to Immateriality
2014
Documentation of a performance, film, 9 min.

04 01

Colosse aux Pieds d’Argile
2015
Marble and sandstone columns, marble and sandstone bases, concrete cylinders.

Images courtesy of the artist - photos by Jorge Cua
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“... And that question is this: when we look around the world, as scientists have 

done for the last hundred years, there appear to be about 20 numbers (26 physical 

constants) that really describe our universe. These are numbers like the mass of 

the particles, like electrons and quarks, the strength of gravity, the strength of the 

electromagnetic force—a list of about 20 numbers that have been measured with 

incredible precision, but nobody has an explanation for why the numbers have the 

particular values that they do. And the wonderful thing is, if I had 20 dials up here 

and I let you come up and fiddle with those numbers, almost any fiddling makes 

the universe disappear.”

Brian Greene

In this quote, Brian Greene is talking about the 26 constants in physics. These 

26 numbers set the rules for our universe, and from these rules arise infinite 

combinations. According to one theory (string theory), if we get to look at the 

tiniest of the tiniest particles in our universe, we would find individual strings that 

vibrate at different frequencies and forms that combined with others eventually 

shape our universe. Every single known thing is made up of the combination 

of different rhythms, every person and every thing we know has its own set of 

rules, characteristics and clocks. Thus societies and cities are formed with these 

individual “clocks”, we and the universe are the result of millions and millions of 

combinations. Everything is related, there is an interdependence within all things in 

our universe.

In this work, metronomes rest on top mirrors, and are set in motion randomly, 

generating a soundscape that will eventually end every day, and then set again in 

a completely different pattern than the previous one based on chance timing and 

certain individual decisions. The work allows random events to function within 

the context of a controlled system. Thus, the infinite combinations of rhythmic 

patterns are set in motion. Each day a new event, never the same twice. During 

the month-long exhibition of this work, the soundscape and also the reflected 

landscape will always be different to each viewer. An infinite cycle of patterns.

The universe is a symphony of different clocks, and we are nothing but melodies.

paBlo dávila
Mexico, b.1983

03

Rhythmic Field
2018
Mirrors, metronomes.

Image courtesy of the artist
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STUDIOCUR/ART: Karina El Helou (Curator and Director), Helena Schummer 

(Assistant), Sarah Baghdadi (Project Manager), Jessica Merjaneh (Intern)

BeMA/APEAL Team: Rita Nammour (Founding Member), Sandra Abou Nader 

(Founding Member), Nada el-Khoury (Vice-President of APEAL), Nayla 

Abdelnour (Administrative Manager), Line Itani (Communications), Hussein Fawaz 

(Accountant)

Mediators & Ushers: Ruwwad Al-Tanmeya & City University students

Scenography & Production: Antoine Maalouf Architects

Multimedia installations: Moustapha Yamout, Zico House & Takwin digital

Consultants on the project: Bernard Khoury (Architect) - Farès El-Dahdah 

(Director of the Humanities Research Center at Rice University)

Embassy of Mexico in Lebanon: Ambassador Jose Ignacio Madrazo, Claudia 

Maroun (Cultural Attaché)

The Municipality of Tripoli: Mayor Ahmad Kamareddine 

Independant advisors and collaborators:
Mexico: Anissa Touati Corporation (Curator) Georgina Sangines (Assistant)

Lebanon: Chloe Kattar (PhD student in History at Cambridge University), 

Mohamed Younes (Bachelor student in Architecture at AZM University)

France: Nem Architects & Marc-Antoine Durand

Press & PR: Soapbox & Rana Najjar

Special thanks to: Ziad Mikati, Akram Owayda, Antoine Abou Rida, Radwan 

Moukade, Samar Karam, Sarkis Khoury, Lynn Tehini, Alya Chehab, Bashir Khodr, 

Wafaa Khoury, Maya Hafez, Fadia Doumani, Toufic Dabboussi, Joe Barza, Ziad 

Chakaroun, Sarah El-Charif, Nadine Daoud, Marina Farès, Nathalie Ackawi, Amar 

Zahr, Maria Elena Simon, Armando Beltràn, Viviana Kuri, Juan Palomar, Lorena 

Pena Brito, Grupo Habita, Tania Archwan, Julie Tegho, Katy Tarazi, Kerstin 

Erdmann, Gladstone Gallery, Kurimanzutto Gallery, Sfeir-Semler Gallery, Léa 

Chikhani, Jean Gebran, Issam Hachem, Zaki Ayoub, Antoine Saad, Maya Chami, 

Orphée Haddad, Interbrand, Batroun Mountains Organic Winery.

thanK you

Cycles of Collapsing Progress: Works On Paper
a limited edition of 260 numbered copies.

With the participation of: 
Artists: Gregory Buchakjian

 Haig Aivazian

 Joana Hadjithomas & Khalil Joreige

 Javier Rodriguez

 Jorge Mendez Blake

With the additional participation of: Bernard Khoury - Architect

      Archives of L’orient-Le Jour

      Map of Ideas

Edited by: Studiocur/art

In collaboration with: Anissa Touati Corporation 

Publication design: -scope Ateliers 

Printed & Bound at: -scope Ateliers, Beirut

Commissioned by: Beirut Museum of Art

About Antoine Maalouf Architects:
Antoine Maalouf Architects is a Beirut-based experiential design studio that 

tackles every aspect of space intervention.

The task of the practice merges functionality, design, and environmental 

sustainability to contribute to the creation of Antoine Maalouf Architects has been 

involved in projects such as: Salon Beyrouth, Lebanon; The Saudi Press Agency’s 

auditorium, KSA; Cooking Liberty, UAE; and The Silent Echo, Lebanon.

Graphic Design and Exhibition guide design by: THE GOOD THYMES

Images of the Rashid Karami International Fair by: Line Itani, courtesy of BeMA

part oF thE proJECt
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Thursday 27 September 2018

CONFERENCE: 
OSCAR NIEMEYER’S FAIR IN TRIPOLI: A MODERN LEGACY IN DANGER
 

Time: 7pm-9pm

Place: Sursock Museum

 Auditorium, Level -2

In English

Free admission

In 1962, the Brazilian architect Oscar Niemeyer (1907-2012)—known 

for the government buildings he designed in Brasilia, among many 

others all over the world—was invited to Lebanon to conceive one of 

his first large-scale projects outside the Americas in Tripoli.

The then titled ‘Lebanon International and Permanent Fair’ was 

commissioned by the Lebanese government and was originally 

designed to include permanent exhibitions, three museums and 

an experimental theater, among other buildings. It was partially 

completed in 1974, when the Civil War put an end to the construction, 

and the Fair became obsolete.

This panel will offer two presentations from specialists in modernist architecture: 

Farès el-Dahdah

THE INTERNATIONAL AND PERMANENT LEBANON FAIR PROJECT AND ITS 
ANTECEDENTS IN THE WORK OF OSCAR NIEMEYER

Bernard Khoury 

WHEN THE FUTURE LOOKED BRIGHT, WE DIDN’T WEAR SHADES 

This talk is organized in parallel to the exhibition Cycles of Collapsing Progress organized by 

the Beirut Museum of Art (BeMA). 

The presentations will be followed by a conversation with curator of the exhibition Karina El 

Helou and a moderator, and will end with a Q&A with the speakers.

parallEl program
par

all
el e

ven
t 1 About Farès el-Dahdah: 
An educator, scholar, humanist, and designer, Farès el-Dahdah received his 

undergraduate degrees in fine arts and architecture from the Rhode Island 

School of Design and went on to pursue his graduate studies in urbanism 

and architectural theory at Harvard University’s Graduate School of Design. 

Following a two decade-long professorial track at Rice University’s School of 

Architecture, he was appointed director of the Humanities Research Center 

(HRC) in 2012 and Professor of the Humanities in 2014. El-Dahdah is the recipient 

of visiting fellowships from the David Rockefeller Center for Latin American 

Studies (DRCLAS), the Canadian Center for Architecture (CCA), and is currently 

a Faculty Scholar at the Baker Institute for Public Policy (BIPP). He has written 

extensively on Brazil’s modern architecture, and has been involved in a number 

of collaborative projects with Casa de Lucio Costa (CLC) and Fundação Oscar 

Niemeyer (FON), two Brazilian cultural foundations on the boards of which he 

serves. With support from the Andrew W. Mellon Foundation, el-Dahdah co-led 

the 2015-16 John E. Sawyer Seminar on the Comparative Study of Cultures titled, 

Platforms of Knowledge in a Wide Web of Worlds: Production, Participation, and 

Politics.

About Bernard Khoury: 
Bernard Khoury studied architecture at the Rhode Island school of Design (BFA 

1990 / B.Arch 1991). He received a Master’s in Architectural Studies from Harvard 

University (M.Arch 1993). In 2001, he was awarded by the municipality of Rome 

the honourable mention of the Borromini Prize given to architects under forty 

years of age. In 2004, he was awarded the Architecture + Award. He is the co-

founder of the Arab Center for Architecture. He was a visiting professor at the 

Ecole Polytechnique Fédérale de Lau- sanne, L’Ecole Spéciale d’Architecture in 

Paris and the American University of Beirut. He has lectured and exhibited his 

work in over one-hundred and twenty prestigious academic institutions in Europe 

and the US, including a solo show of his work given by the International Forum for 

Contemporary Architecture at the Aedes gallery in Berlin (2003) and numerous 

group shows including YOUprison at the Fondazione Sandretto Re Rebaudengo 

in Turin (2008) and Spazio at the opening show of the MAXXI museum in Rome 

(2010). He was the co-curator and architect of the Kingdom of Bahrain’s national 

pavilion at the Venice Biennale’s 14th International Architecture Exhibition in 

2014. His work has been extensively published by the professional press. Khoury 

started an independent practice in 1993. Over the past twenty years, his office 

has developed an international reputation and a significant diverse portfolio of 

projects both locally and in over fifteen countries abroad.
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Wednesday 10 October 2018

CONFERENCE:
LUIS BARRAGAN AND BEYOND
 

Time: 6pm-9pm 

Place: Azm University, Tripoli

In English

Free Admission

Speaker: Juan Palomar, Head of Barragan Foundation

Luis Barragan is a world famous Mexican architect, known for his 

considerable influence on national and international architecture. 

His serene and evocative houses, gardens, plazas, and fountains won 

him the Pritzker Prize in 1980. Born in Guadalajara, Mexico, in 1902, 

Barragàn studied civil engineering before re-directing himself towards 

architecture. He was part of the Escuela Tapatia or Guadalajara 

School, from 1924 until 1936, which espoused a theory of architecture 

dedicated to the vigorous adherence to regional traditions. During 

this period, he travelled several times through Europe and northern 

Africa, where discovered Mediterranean and Muslim architecture; it is 

said that it is then that his interest in landscape architecture grew. He 

acknowledged that his work was heavily influenced by Le Corbusier 

and the compositions of German born French landscape architect 

and illustrator Ferdinand Bac.

The conference will be followed by three-days workshops with AZM university 

students.

About Juan Palomar:
Juan Palomar, architect. Born in 1956 in San Pedro Tlaquepaque, Guadalajara, 

México. Graduated in 1980 from Iteso, Jesuit University at Guadalajara. Further 

studies in France, 1976-1977. Disciple of the architects Luis Barragán, Ignacio Díaz 

Morales and Andrés Casillas. Professional practice since 1980, at various stages in 

association with Kuni Hartung, Carlos Petersen, Alberto Kalach with whom he won 

the international contest for the Biblioteca Vasconcelos in Mexico City, of which he 

is coauthor. The projects in which he has been involved and is currently working on 

have ranged from a minimal house to a city for fifty thousand inhabitants. Principal 

at Taller Juan Palomar. Director of Urban Planning for Guadalajara (2007-2009) 

and Zapopan (1994-1997).

Professor of Architectural Composition at Iteso University since 1983 to the 

present.

A number of books published on architecture, landscape and cities. Among them 

Luis Barragán (Reverté and Rizzoli), La casa de Luis Barragán (Reverté), Arte 
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Urbano en Guadalajara (El Informador), Jalisco, tierra del tequila (Artes de México), 

Atlas de Proyectos para la Ciudad de México (With Alberto Kalach.) (Conaculta), La 

casa de Luis Barragán (Reverté).

Writes two weekly columns for El Informador journal, one on architecture and the 

city, and the other on varied themes. Has given lectures in several institutions in 

Mexico, Europe and the United States. Founded and presided (1989-2002) the 

Fundación de Arquitectura Tapatía Luis Barragán A.C. (institution that inherited 

the house, contents and archives of the architect) of which he continues being an 

active member.

He is Chronicler of the City of Guadalajara. Was a friend of Álvaro Mutis. Tends a 

garden.

Monday 24 September - Thursday 27 Septmber 2018

SCREENING:
JALAL TOUFIC’S FILM TRILOGY
THE MATRIX FOR AI ET AI.

Time: 6:30pm

Place: Metropolis cinema, Empire Sofil

With the exception of brief intermissions, the screening of the 116-

hour film trilogy will begin at 6:30pm on 24 September and go on 

till 27 September. The shortest of the trilogy’s films (137 minutes) will 

be followed by a Q&A with the artist through Skype at 9:00pm on 24 

September.




