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Revolutionary
among

revolutionaries

Destruction is well
known (o me, Says
Waleed Quisi, 5
Ceramic artist whe
has witnessed war
and returned o art
Based in Irag, his

~ works are now held
in collections across
the world. Adam
Welch explores his
approach to clay
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WALEED R. QAISI

Ceramic against ceramic

you learn to be an artist." - Robert Rouschenberg
There's a time for the creative person when he
finds himself in front of different choices that have a major
effect in forming his ideas and moral philosophy beside his
spiritual and artistic vision, so he begins to ask himself
these questions:

Why do I choose this style in presentation?

Why do T prefer this material to fulfill my creativity?

Why do I attack the surface of the work with lines and

additives?

Why do I commit to the shape of a pot?

ALl these questions and more are struggling inside me
while I am working or thinking through the crowded things
and shapes around me... At first these guestions were so
difficult for me to answer. However, when I reviewed my
artistic journey to realise the reasons behind my choices
during this period, I found that by practising continuous

n Yau do not choose to be an artist and I do not think

work and discovering the shapes of things, breaking them
and attacking the surface after shaping it with lines and
additives, has lead me towards extravagance. This has in-
spired me for free existence, because I believe that dynamic
things create a space between meditation and action and
shake up creative action.

I still remember when T studied fine art in Baghdad - 1
had no experience in ceramics - my professor taught me
the skills and technigues of this art. Howewver, at that time
I was convinced that no matter how important skills and
technigues are, they are not the real and the final scale for
creativity. Therefore my love and belief in materials made
me, despite my naive experience at that time, think deeply
and work hard to develop my artistic articles to create new
art works, stimulating curiosity and inguiry about why they
look out of the ordinary - ceramic against ceramic.

When I remember what was said to me about right and
wrong, I realise that it is pointless, because I think that

12
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the past; as a result it is a continuous struggle
with the memory and upon it a creation obsession
1s built from one aspect.

My starting point is searching for the que
because I trust it more than the answer, that is
why my art work is a continuation of my memory:
it does not grow from a pre-planned mind but
from instant decision by making a huge number
of art pieces through a long period of time, which
allows a slow growth of change to happen nor-
mally and spontanaously.

- We have to believe that time is the only ele-
ment that a ns inquiries,

- We have to eliminate -certainty -.

- We have to search for our own concept.

"We came to t orld not to build it but to
build a real parallel one." Pic

Through this open understanding, 1 worked
an to achieve a self-growth in my work through
the relationship with myself on the one hand and
with the other on the other hand.

A concep at a relationships area

and visual... a scene

able for deliberation... and suspicious

and comprehensive narcissist... and conscious

of his desire... for the abandoned.

Once... he created a space for its essence

Another time he created a meaning to which

has no meaning... by the meaning of dazzle-

ment.
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Throwing Thing. 2009, Ceramic.
87 x 20x 39 v,

Waleed R Qaisi

Article by Ali al-Najjar

I THE BEGINNING OF THE 19905 WHEN 1 FIRST CAME

into contact with the creations of the Iragi

ceramist Waleed R Qaisi, | felt that his works
were not the familiar types that other contemporary
young artists were producing. The structures and
the formations and the colours were both unique
and austere. The experience was a strong indicator
of the factors of mobility and individualism that
characterise his ability and mark him as a free spirit
flying away from the flock. As [ have earlier pre-

dicted, his sense
of adventure,
which somewhat
led him away
trom the high
sensory nature of
the typical Iraqi
ceramics product, never abandoned him. The artis-
tic sensuality, which is the major defect of the Iraqi
ceramics products, is forever accompanied by literal,
decorative and antique details that are enriching but,

90 cCeramics: Art and Perception No. 86 2011

at the same time, exhausted by the transient exces-
sive holding disabilities.

The definition of experience for Qaisi was a clear
concept of having the room to manocuvre his way
into the unfamiliar, to which he was no alien. He bor
rowed functioning areas of materials that were unfa-
miliar and emerging and, to a certain extent, similar.
Despite the fact that clay is at the heart of his work,
he is always looking for the unfamiliar performance
that would turn it to a diverse looking metal that
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is not far from its transformational inner nature as
long as its mass or delusional image is kept intact,
whether he uses iron, lead, liquid lead or even wood.
Delusion is the intention of the artist and his ultimate
quest and, in this sense, the alienation in the work
is never surprising, rather it becomes the essence of
the artistic process. It is also the main requirement
tor the maintenance of its intentions by manufactur-
ing the synthetic structures favoured by the artist
over many of the customs and practices of various
ceramic work that is available in the midst of the fine



porcelain market in general.

Qaisi's obsession with sculplure was not the result
of an experimental chance and his multiple experi-
ments  might  have
caused many ramifi-
cations it he allowed
himself to be led by
their surprising con-
sequences. As it is, his
passion comes from
an old and demanding
dream that is insepa-
rable from an historic
legacy that haunted
and dominated his most intimate thoughts, a legacy
that continues to affect the best Iraqi artists whether
they are painters, sculptors or ceramists. The com-
bining or mixing between these properties in most
of the work produced by those artists is witness to
the effect of the suggestive powers of the legacy. To
some people, this is a matter of geographic or his-
toric identity and to others it is a way to experiment
with current practices that engulf the consecutive

Organic. 2010, Cerarnic. 40 x 20 x 18 om,

time lines to which both history and geography have
succumbed. Qaisi’s work and ceramic sculptures are
manifestations for the deeply intertwined links that
tie his local roots and tastes to the global cultural ori-
rin and its secret ballots.

Clay is the secret of creation and the clay work
in Sumeria embodies the secrets of the soul and
the body and releases the secret regions of imagi-
nation from the darkness to the light. And despite
the fact that these creations hide behind their uni-
versal, worldly and beyond-lives, their hollowness

Passion for Research in

Different Clays

encloses spirits that would speak, if only asked.
Mexican Mayan archaeologists, as well as the
African Zulu have passed their original ritualistic

use and turmed into

free spirits tr:wellmg

The ArhSt and h|5 the lmes with their

untold secrets.

That is why a capa-
ble artist will not only
represent the regular
shapes of humans or
animals with his sculp-
tures but will often, par-
ticularly in the ancient
land of Africa and Mexico, make use of organic addi-
tives to cover the surfaces of some ceramics. Despite
the fact that the art of ceramics had built its glory
on the needs of consumers, the spiritual and creative
needs were an added passion that became an inte-
gral part of the artistic process.

As most of his contemporaries, Qaisi had several
experimental options, including going to extremes
in the adoption of the traditional clay form but he
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chose the
surface

crust
to become his
favourite field
of experiences
for ceramics,
just as he has
chosen clay as a compliant mass between these two.
He started by separating the body from the form
and the function and then he dismantled the surface
and feel and even the colours and re-established

Ceramics: Art and Perception Mo. B6 2011 91

Block Dialogue. 2010, Fired clay,
aciylic, perspix and fabric,



What is Waiting There. 2008,
Mixed media, ceramic, perspix, acrylic

and paper.,

them all again as he envisaged them into cylindrical
or cubic, closed or open or any other artistic possi-
bilities. Although he insisted on distancing himself
from indulging in the traditional form of ceramics,
he adopted its external formal accessories which
derived their roots from the organic heritage of the
African clay. He searches within the wonder of these
forms in order to draft an emigrant ceramics paral-
lel, surprising in its discoveries for other contempo-
rary composition.

Upholding the neglected is often practiced by the
artist as an act reckoned to cumulate tradition and
to restore the respect long lost to our alienated civi-
lisation. And as alienation is the passion of all artists
who are ccmtimmu.‘al}f striving to renew their means
and methods, it is also the passion of this generation
of humans who have been moulded after the current
commercial culture. In this sense, alienation should
be our alter ego that is always part of our identity.
Within this overall understanding of the strange
and alienating heritage (apparently) and the con-

temporary  (or
immediate),

the artist main-
tains his crea-
tions  detached
from the ceram-

ics region  and

attached to sculpture and structural configuration.
In most of the flat work produced by Qaisi over
the past decade, he actually spills water on to the
smooth surface within the mass. In the beginning he
was showing its sensitivity and smooth texture and
then he was trying to scar its surface but, in all cases,
he did not hide its emotional essence in an approach
that best represented his strong artistic executions.
At that time he was also fond of coloured metal
which attacked the purity of the mud and created its

92 Ceramics: Art and Perception Mo. 86 2011

own extravagances. This often tempted other ceram-
ics artists who felt that his approach was a diversion
from the typical methods. Then he finished some of
his new work in a neutral colour scheme, perhaps in
an attempt to approach the neutral nature of the clay
material but, also, in a diversity of opposite varia-
tions that show his knowledge of abstraction and his
awareness of the performance of material

The act of destruction is evident in the ceramics
of Qaisi (a metaphoric ceramics), the opposite of his
coherent sculptures, with their multiple units and
lines. Perhaps it is a concern about the familiarity of
its forms but, at the same time, he tends to destroy
the ends and glue them back again, not to their origi-
nal shape but rather to a shape that is enhanced by
the act of destruction, accumulation, installation and
scattering. The passion for destruction and fragmen-
tation is the artist's stylistic manoeuvring within the
strict sense of concern that exists when he masks his
concern by creating a fantasy that is in itself a form
of uncertainty.

Baghdad Falling 2003. 2005. Mixed media, fired clay, glaze, acrylic and fabric.

Looking at the works of this artist perhaps brings
us fo consider the work of Picasso. It was Picasso
who said "only the legend remains” in the sense that
the impossible has become an art no matter what is
left of its effects. If Picasso’s sculptures were meant
to organize chaos, then Qaisi's works are meant to
represent chaotic organization, since they were built
on the dismantling of form and not its construction.
It is true that they are new building constructions
that are unmistakable but, beyond the structure, the
central mass is the first block of the establishment of
ceramics, whether vessels or sculptures. As Qaisi has
relinquished this requirement in the execution of his
works of art, he has also waived the principle of its
local colours which | agree that, it adopted, would
be contrary to a mechanical cognitive act and would
turn them to heaps of colours that depart from the



region’s stylistic trends. It seems that the artist real-
ized this since he started his unfamiliar works and
continued to pilot a different colour scheme that was
equal in its practical consequences.

What we lack in the work of Arab potters, includ-
ing lIraqis, is sculptural ceramics. Certainly, high
functionality is important to the perfﬂrm’!me of thu
clay material and its abilities. As the importance of
decorative art remains active in the works of the Arab
potters, the ceramics effect was missed as their main
concern was decoration with flourishes and lustre
And since we preferred bronze, stone and wood, we
neglected ceramics techniques including the pos-
sibilities of technical thermal ceramics. Though we
might be doing this to preserve the glazes trom the
geology of the area and time, thinking of ways of
embellishment and glazing resulted in surtaces close
to the colour and nature of the clay used. Works of
art are some of the means of contemporary a rtistic
creation and some of Qaisi’s works approach this
trend but [ think that he has the potential to gain

Error in the Information. 2008. Fired clay, acrylic and pencil,
1200 x 200 x 40 cm.

better results, which promises that he will be flying
away from the flock. Perhaps in such works we will
find some of the legacy of our history and through
research and innovation in the virgin mud materials
he uses we will see the pristine nature and forma-
tions that reflect their plasticity.

The second observation concerning the work of
Qaisi is to understand the ambiguous adaptation of
the clay sculpture as he departs away from the sen-
sitivity of the performance of this material in some
of his sculptures to ceramics in favour of approaches
to other materials such as rock (and certainly the
method of heat treatment after that). He loses the
sensitivity of performance to the benefit of rigidity
that is sometimes crude, sometimes add ressing the
layer of thick glass with its dim colour and which
is as close as possible in the final results to the

vision evoked by other metallic materials. Despite
the weirdness of implementation and the output
of these recent actions, what distinguishes them is
the loss of the insinuation of its association with
the raw material that was possible through other
different processes to give impressive and varied
results. What remains is the artist’s search for his
own vision which is subject to change through the
passage of time, experimentation and sequencing
And if [ were looking for the essence of ceramics in
the ceramics itself, it does not mean that [ do not see
in Qaisi’s attempts reasons for scrutiny, I am simply
trying to restore the illusions of ceramics, which are
slipping through our hands for the sake of experi-
mentation only. This certainly does not mean that
the artist is not aware of it but the euphoria of nov-
elty and strangeness is what motivates him to pro-
duce his unusual work. Perhaps we see his creative
momentum of a recovery that does not eliminate
the contemporary archaeological requirement abso-
|1|h*lj.’, but P.rl‘lf‘.rh;'r_‘..“« the *‘-Iud_‘n.’ of the first natural area

open on the prospects
for the future.

Finally, what dis-
tinguishes the expe-
rience of Waleed R
Qaisi, is the experi-
mental range that
goes  beyond  his
ceramics and he is a
ceramist with distinction. He has a surplus of crea-
tivity that often refuses to compromise other gains
at the expense of self-motivated fancy which will
always be easily manipulated as Innb he remains
faithful to it.

Alial-Najjar is a painter and art critic who lives in Sweden
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Madel. 2008, Ceranic.
17241 13 om.



Wednesday Tbelieve a little bit of nervousness and uncertanity should
16.05.2016 be there for you to go along way.’ Bollywood »

An artist who
aims to stimulate
the mind and the
emotions of an
observer through
his artwork.
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Using art to

stimulate thinking

LLEWELLYN FLORES

DOHA

HE message
of an artwork
may not get
conveyed so
easily. To an
untrained eye, mean-
ing can even escape
entirely. “It’s not easy,”
said Waleed R Qaisi, in
an interview during his
recent exhibition at the
Fire Station Gallery titled
‘Expansion to the Horizon
with a Desire to Impro-
vise’. “The artist cannot
convey everything. It’s
like a message that peo-
ple cannot always easily
understand.”

But that which cannot
be easily perceived, can
often be discerned
by the heart. “Some
people may not un-
derstand but do
they like it?”
he asked
hypo-
thet-

Waleed R Qaisi

ically.

At the exhibition, Qaisi used differ-
ent materials, clay and common things
like plastic, paper, strings, wood and
even paint brushes. His aim was to
stimulate the mind and the emotions
of an observer on seeing materials
mixed in unusual ways and placed
in unlikely positions. He says, “Art
should stimulate thinking.”

One of the moving installations
at the exhibition was a chair hanging
from a wall, on the edge of which was
a ball, seemingly about to fall off. Half
the ball was covered with clay which
left traces of it along the path which

it seemed to have traversed. One can
put oneself in the ball’s position and
ask, ‘Is the edge of the chair my limit?
What will happen if I go beyond? Will
it be the end of the (im)print I leave
behind?’

Perhaps Adam Welch, Greenwich
House Pottery NY Director and Prin-
ceton University lecturer, described
best how Qaisi presents his art when
he wrote, “Waleed employs a multilay-
ered approach to question meaning,
language, cultural constructions, and
communication, through the juxtapo-
sition of dissimilar objects and materi-
als,” in the Ceramic Review published
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Qaisi has never
easily accepted the
norm but has often
questioned it. He
questioned restric-
tions and traditions.
He attributes this
critical streak to hav-
ing read much in his
youth. This character
trait was carried over
to how he views

art that led him to
consider himself a
‘rebel’ in art.

in January 2016.
The artist born in Baghdad, Iraq,
has participated in many exhibitions
all over the world — the UK, US, Asia
and the Middle East and several solo
exhibitions in the UK and in the Gulf
region. His style and art works have
been featured in several ceramic
magazines like the Ceramic Review,
Ceramics - Arts and Perceptions, New
Ceramics and Ceramics Monthly.
Qaisi has never easily accepted the
norm but has often questioned it. He
questioned restrictions and traditions.
He attributes this critical streak to
having read much in his youth. This
character trait was carried over to how
he views art that led him to consider
himself a ‘rebel’ in art. He does not
plan before working on clay. “When
I start, I don’t think about
anything,” he says. “I

veys in his works is that nothing is
permanent and, that we can rebuild
from that which has been destroyed or
ruined. World renowned ceramist Pe-
ter Callas has this to say about Qaisi:
“His geographic and cultural austerity
has inspired him to create works that
haunt one’s soul and challenges the
limitations of ideology and material.
He gets high marks for going into our
conscious in an impressive way.”

Qaisi is currently a teacher at
Youth Creative Art Centre Doha. He
teaches students from age 15 of dif-
ferent nationalities. “I like teaching.
Sometimes it inspires me, especially
when working with adults,” he said.
Many children, some with autism, and
artists, have benefitted from Qaisi’s
moulding at the centre. “As a teacher,
Waleed has taught me a lot (about) the
essence of art. He was the one who en-
couraged me to express myself without
fear. I would say other than the tech-
niques, this was a big lesson he gave
me. I feel blessed and grateful that I
started my journey as an artist with
him as my mentor,” said Vibha Nanda.
Vibha has since been travelling around
the world exhibiting and selling her
paintings and sculptures.

“He is an open book. Keen to give
you and teach you all he knows,” said
Jacinthe Lamontagne-Lecomte, a
multi-media artist and sculptor whose
works have been exhibited since 2011
in Doha and in France. “Waleed Qaisi
is a ceramist as well as a wonderful
painter, and a magnificent art teacher.
I have been following his advice for
several years now, in clay first and in
painting.”

Qaisi believes “all people are art-
ists.” But it is up to the teacher how to
find that gift and catalyse it. He steers
away from the stereotypes of ceram-
ics — a material for making functional
items such as plates and vases. “This
is good but art is different. I teach my
students how to think through the clay
— think about why you’re putting a
line, try to see the invisible.”

The ceramist considers clay his

broke the vase he submit- “I suffered in the beginning because first love. “Clay is like poetry to me.
- tedfor an assignment, other artists didn’t understand me,” It’s like a pretty woman. It can some-
~  despite earning high  he recalled. “But now some of them times be frightening because it’s so

work very fast. I don’t
believe in making
plans because the

plan is already ~ marks, because understand. easy and yet so difficult. It is easy
here (point- “. he didn’t like it. “In 1996 or '97, in Jordan, I saw because it is a flexible material, you
ing to the " Reforming the Peter Voulkos and thought ‘Wow. He’s  can play with it. It is difficult because
back of his broken pieces  like me.” Voulkos was an American it has space inside which decides its
head.) I . made him artist of Greek descent known for his strength, form and its beauty — op-
want to appreciate Abstract Expressionist ceramic sculp- posite of the sculpture. If the ceramist
fly and be  the work tures, which crossed the traditional cannot have this deep feeling with the
free.” | more. “At divide between ceramic crafts and clay, he cannot create art.”

It did . that time, fine art. “I was not good in English at
not mean - Ididn’t the time but I went to the Internet to
he never ~ know search for his work and I liked him.
ques- | why,” He became an inspiration.” Seeing
tioned his he said. Peter’s works made Qaisi very happy.
methods or Qaisi still “To see someone doing the same thing
style. When deforms and I was doing, I felt that at least I was

he was still
a student, he

reforms many not crazy.”
of his works. One of the messages Qaisi con-




