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Cycles of collapsing progress

In the post-modern world, 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 is possible to think about the limits of
progress and the costs that entails.

Collapse Of Modernism

The Rashid Karami International Fair (Tripoli, North-Lebanon)

was conceived by the world famous Brazilian architect Oscar Niemeyer
in 1962. Partially built by 1974, it remained unfinished as a result

of the Lebanese Civil War, and partially abandoned afterwards as a result
of the country’s economical crisis and Syrian presence. This forward-
thinking project, launched during the mandate of President Fouad
Chehab, runs to 19 structures. Amongst those planned were the Grand
Cover, a Space Museum, a Housing Museum, a Lebanese Pavilion and

an Experimental Theatre. Having survived the turmoil of recent decades,
the Rashid Karami International Fair has become a utopian symbol of
the new Lebanese state, awaiting to fulfill its promises of a better future.

Envisioned as a place for leisure, commerce and art open to all publics,
the Fair became obsolete before it was even finished, as it had offered
a space for a non-existent idealized Lebanese society.

The publication Works On Paper is a project conceived in parallel
with the exhibition Cycles of Collapsing Progress, held at the Rashid
Karami International Fair (by Oscar Niemayer) and the Citadel of
Tripoli in September-October 2018, and curated by Karina El Helou
in partnership for Mexico with Anissa Touati Corporation.

Participating artists at the exhibition:

Haig Aivazian, Edgardo Aragon, Ali Cherri, Pablo Davila, Jose Davila,
Lamia Joreige, Joana Hadjithomas & Khalil Joreige, Fritzia Irizar,
Jorge Mendez Blake, Damian Ortega, Marwan Rechmaoui,

Gabriel Rico, Stephanié Saadé, Roy Samaha, Jalal Toufic,

Emanuel Tovar, Zad Moultaka

Works on paper include:

Artists:

Haig Aivazian

Gregory Buchakjian

Jorge Mendez Blake

Joana Hadjithomas & Khalil Joreige
Gabriel Rico

Javier Rodriguez

&

Bernard Khoury- Architect

Map of Ideas by Karina El Helou

Archives from L’Orient-le-Jour



Map of Ideas

The civilization of the umran hadari (urban civilization) marks the
highest degree of progress people can reach, it is the culmination
of population’s existence. Umran hadari is the state to which the
umran badawi ends, royalty for example and everything that marks
human society have a time limit to exist, like every individual among
the created beings. Reason and history teach us that in the space
of forty years, the forces and growth of a man reach their last limit,
nature suspends its action for some time, and then decadence begins.
It is the same with the umran hadari; it is the term beyond which
there is no longer any progress. When we have carried to the very
limit of elegance everything connected with domestic economy,
we yield to the pursue of our passions and habits that prevent it to
maintain itself in religion and takes it away from happiness in the
world. Civilization is the umran hadari, and luxury indicates the last
term of the progress of a society, from then on the nation begins to
be corrupted and fall into decay, as it is for the natural life of animals.

Collapse

Ibn Khaldoun, 14th century

From its inception, the living organism contains the germs of death.

Ion Khaldoun, 14th century

Most ideas of cycle, dualism, polarity,
opposition, conflict, but also reconciliation
of contraries were either discovered or
clarified by virtue of lunar symbolism.

Mircea Eliade, 20th century

More than two hundred explanations have been proposed for why
the Roman Empire fell. But we still don’t know which of these
hypotheses are plausible, and which should be rejected. More
importantly, there is no consensus on what general mechanisms
explain the collapse of historical empires. What is needed is a
systematic application of the scientific method to history: verbal
theories should be translated into mathematical models, precise
predictions derived, and then rigorously tested on empirical material.

Peter Turshin, 20th century




On définit souvent la modernité par ’humanisme soit pour
saluer la naissance de ’homme, soit pour annoncer sa mort.

Bruno Latour, 20th century

Progress

De méme que les modernes n’ont pu exagérer l'universalité
de leurs sciences- en arrachant le fin réseau de pratiques,
d’instruments et d’institutions qui pavait le chemin menant des
contingences aux nécessités-, ils n’ont pu, symétriquement,
qu’exagérer la taille et la dureté de leurs sociétés. Ils se sont
crus révolutionnaires parce qu’ils inventaient I'universalité des
sciences arrachées pour toujours aux particularismes locaux
et parce qu’ils inventaient des organisations gigantesques et
rationalisées qui rompaient avec toutes les loyautés locales du passé.

Bruno Latour, 2oth century

The progress of civilization which Ibn Khaldun describes are
especially those which affect the forms of consumption: the pompous
clothing, the luxurious foods, the refinement of pleasures, the relative
sumptuousness of interiors, the development of the arts of pleasure.
Ibn Khaldun hardly mentions any progress in the productive activities
carried outin the production. (..) he repeatedly emphasizes that the
increase in productivity results from a more extensive division of labor.

Muhsen Mahdi

Traditional man desires to escape linear march of events,
empty of any inherent value or sacrality. The abandonment of
mythical thought and the full acceptance of linear, historical time,
with its terror, is one of the reasons for modern man’s anxiety.

Mircea Eliade, 2oth century
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Part IV, section 2b.
The inauguration
of Beirut Airport

On June 6, 1939, authorities of

the French Mandate in Lebanon
and Syria dedicated Beirut’s airport.
Built on sandy grounds in the
southern outskirts of the city, it was
equipped with a passenger terminal,
air sheds and a control tower.

After World War 11, as the
development of air transport
required larger structures, a newer
airport was to be built in Khaldeh.
In order to ensure its funding,

the government decided to parcel
out the grounds of the first airport
on the real estate market.

In consequence, after the opening
of the new Beirut International
Airport, on April 12, 1954,

the previous one was immediately
demolished. The commemorative
plaque was dismantled and put
aside. Ultimately, the plaque
re-emerged, cut in two parts and
converted in two table tops, being
the only physical remains of
Beirut’s first airport.

Dr Eugéne Cottard, Inauguration of the first airport in Beirut, 1939.

Stereography transparency, 4.5 X 10.5 cm.
Dr Eugeéne Cottard Collection.
Courtesy of the Arab Image Foundation, Beirut.

Previous pages:

Part IV, section 2b.

Two marble plates, two iron structures. Inscription:
“L’AERODROME DE BEYROUTH

A ETE INAUGURE LE 6 JUIN 1939

PAR S.E. GABRIEL DE PUAUX

AMBASSADEUR DE FRANCE

HAUT COMMISSAIRE DE LA REPUBLIQUE FRANCAISE
EN SYRIE ET AU LIBAN

S.E. EMILE EDDE

ETANT PRESIDENT DE LA REPUBLIQUE LIBANAISE
EN PRESENCE DE MONSIEUR ORTLIEB

DIRECTEUR DE ’AERONAUTIQUE AU MINISTERE DE L’AIR

REPRESENTANT MONSIEUR GUY LA CHAMBRE
MINISTRE DE L’AIR DU GOUVERNEMENT FRANGAIS”.
Courtesy of Nada Habis Assi




Part VI, section zc.
Pan American World
Airways (later known
as Pan Am) offices

On September 30, 1953,

Middle East Airlines, general
agents for Pan Am in Lebanon,
commissioned Alexander Calder

a mobile. The sculpture was to be
suspended in the hall of the Pan
Am building, designed by George
Rais and Théo Canaan, assisted by
Assem Salam on Assour (presently
Riad el Solh) square. Calder arrived
in Beirut on January 16, 1954 and
stayed one month, using one of the
unfinished floors of the building as
a temporary atelier.

In the autumn of 1975, war spread
in the heart of Beirut, Riad el-Solh
square became a battlefield and
the mobile disappeared. In 1991,
Pan Am bankrupted. In the
summer of 2014, 29 slides taken
inside the Beirut atelier of Calder
were proposed on Ebay. According
to the seller, the photographs were
taken by American diplomats.

Unidentified photographer

Hall of the Pan American, 1956. Silver prints.

ACA, George Rais Collection.

Courtesy of the Arab Center for Architecture, Beirut.

Next pages:

Part VI, section 1c.

Unidentified photographer.

29 35 mm Colour Slides (1 slide with metal and glass mount, 14 slides with cardboard
mount numbered in black, 14 slides with cardboard mount numbered in red),

5 x 5cm each (approx.).

Courtesy of Dr Wassim Chemaytilli.
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“Utopia (El no-lugar es
un lugar real)” /

Utopia (The No-Place is
a Real Place) 2017-2018

Variable media

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 used so much to describe
idyllic places as perfect societies
or unattainable values. The idea
of modernity, which has been
developing in the West for more
than two centuries, has also been
intimately linked to the idea of
utopia, associated in this case
with a point in the future that is

still promised to reach through
progress and technology.

From another perspective -
perhaps more superficial - the
term <utopia» has been used as
the name of different hotels and
accommodations around the
world, in which the idea of utopia
is associated with escaping the
everyday life and retirement to an
idyllic place full of well-being and
pleasure. Traveling to locations
in China, USA, Thailand and
Greece, Méndez Blake has visited
some hotels named «Utopia»

with the intention of analyzing
the architecture of the hotel,
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 the original text of
Thomas More with the chronicles
of fictitious trips to the island and
reflections about modernity and
contemporary society.

Front of Postal Card sent to KEH

Caption of photograph goes here
With the name of the photographer
and the date it was taken on

Back of Postal Card sent to KEH






In the town of L people don't look at history as events to remember,

but as a fluid matter. If you see a complex dam or canal, the beautiful walls
and constructions are just there as secondary elements, Utopians look at wabter
as we look at bronze.

The water that runs between the streets is considered as history running
through the middle of your house. A network of memory canals witnesses the

days gone, without specific perscnages or events to celebrate: An ever changing
monument that celebrates everything and nothing.

It's winter in Utecpla.
Dogs lock for the sun.
Jorge Méndez Blake

Spiritual Utopia Hotel
March 2018
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A Space Museum

On the 28" July 1962, Oscar Niemeyer arrives in Beirut. Having recently
completed the monumental Brasilia project in his home country,

he is one of the most celebrated architects in the world. The following
Monday, Niemeyer is received by the President of the Republic, Fouad
Chebab, who had commissioned the International and Permanent Fair
of Lebanon in Tripoli that Niemeyer is to design.

That same summer The Lebanese Rocket Society, a group of students
engaged in space exploration at Haigazian University and led by their
mathematics professor Manoug Manougian launch two rockets into
space: Cedar IIB and Cedar IIC. The launches, made possible by the
funds that Chebab had assigned to the society the previous year, were
widely reported in the press. From 1960 - 1967, more than ten rockets
were sent into the Lebanese sky and plans for a satellite were developed
before the project was suddenly interrupted, and strangely forgotten.

These two projects, independent of each other are yet inextricably linked
and find common ground within an almost hidden room beneath

the helipad that stands at the centre of Niemeyer’s fair. This structure
was intended to be a Space Museum, ‘bearing lasting witness to the
evolution of the conquest of the cosmos,” in the words of its architect.
And had it survived, it would have been one of the first of its kind.

But both projects were suspended, halted in their tracks.

Could Niemeyer have designed this Space Museum with the intent

of exhibiting The Lebanese Rocket Society’s achievements?

Both projects are animated by the same political desire for change,
revolution, anti-imperialism, scientific knowledge and human progress,
by the sense of being contemporary, of sharing the same time with the
rest of the world. In reactivating them in the present, without nostalgia,
the Space Museum and The Lebanese Rocket Society are brought
together for the first time, in order to reflect on political utopias,
modernism, failure and the dreams of science fiction.

JOANA HADJITHOMAS
& KHALIL JOREIGE



























Page 24: The helicopter landing apron
and The Space Museum at The Rashid
Karami International Fair, by Oscar
Niemeyer. Photo by Joana Hadjithomas
and Khalil Joreige

Page 25: The Lebanese Rocket Society
in front of Cedar I1I, 1962
© archive of The Rocket Society, ARR

Page 24 and 25, below: Joana
Hadjithomas and Khalil Joreige,
Restaged, part IV of the Lebanese Rocket
Society project, photographic print each
100 X 70 Cm 2012

© The artists and Galerie In Situ —
fabienne Leclerc (Paris).

Page 26: Stills from Oscar Niemeyer,
un architecte engagé dans le siecle,
a film by Marc-Henri Wajnberg

© Wajnbrosse Productions

Page 27: Launch of Cedar ITA, 1961
© archive of The Rocket Society, ARR

Page 26 and 27, below: Film stills from
animated section by Ghassan Halwani
for the feature documentary The
Lebanese Rocket Society: The Strange
Tale of the Lebanese Space Race, by
Joana Hadjithomas, and Khalil Joreige,
produced by Abbout Productions and
Mille et Une Productions, 2013.

Page 28: Plans and drawings for

The Space Museum, extract from
Oscar Niemeyer, “Lebanon permanent
international fair at Tripoli”

modulo 30 (1962)

Launch of Cedar ITA, 1962

© archive of The Rocket Society, ARR

Page 29: Graph extract from page 6 from
the bilingual booklet published November
29, 1962, on the occasion of Lebanese
Independence Day for the launching

of Cedar III . Notice the size of Everest
bottom left.

© Haigazian Archive, ARR

Page 28 and 29, below: Inverted
photograph of unknown rocket launch

by The Lebanese Rocket Society,

with red and black structural interventions
© Joana Hadjithomas and Khalil Joreige

Page 5 and 6, below: Sketches by Joana
Hadjithomas and Khalil Joreige
Research and studio manager: Steven Daly

Page 30 and g1: Work in progress for
Scenario for a museum, three possible
narratives:

a) The Space Museum with elements taken
from the animation of Ghassan Halwani in
the film The Lebanese Rocket Society

b) The Space Museum based on
documentation from the exhibition of
The Lebanese Rocket Society at
Haigazian University in 1965

c¢) The Space Museum with artworks

by Joana Hadjithomas and Khalil Joreige
related to the Lebanese Rocket Society

Sculpture in alabaster, copper,

Work in progress, 2018.

In collaboration with gD printing,
Material Labs (Gilbert et Jad Debs),
Maissa Maatouk.

© Joana Hadjithomas & Khalil Joreige
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Speak: that shall be my memorial,

And so the winter came.

this light snow is still fresh

people find themselves thinking:

But now there is a new, wintry silence in the street,

with spades and
trowels wrapped The living come

‘Has anything changed?

A few days ago, I couldn’t say a single word.



She is sleeping on a rickety bed;

A narrow little stream loops round the village

the stream flows.

Her thin, careworn face is pale; defenseless and
painfully dear to me.

I can hear voices.

slow, sometimes spoken in an unnatural drawl

But my heart is full of
anguish and fear

I raise
Young, beautiful



Javier M Rodriguez,
born in 1980,

lives and work in
Guadalajara, Mexico

As most of Rodriguez practice,
the use of copper plates to
reproduce images or text is yet
another mean to materialize the
image movement. They are time
based pieces and they function
through simple chemistry as

an old Daguerreotype to slowly
develop an image through time.
In this particular series of a movie
script (Tarkovsky’s The Mirror)
been transcript into metal,

on a starting point there’s a poem
visible as just some words have
been oxidized by Rodriguez to
create a personal narrative from
the text. But it’s a poem that will
be lost in time as the entirety

of the remaining text will catch
up with the oxidation decay

(in around eight years) and the
original narrative would emerge.
There are two simultaneous
stories existing on the same
plane and a two-act structure
that requires actual movement
in matter to be completed.

Original artwork based
on the movie script

A WHITE, WHITE DAY

Script by Andrei Tarkovsky

and Aleksandr Misharin

Translated by William Powell

and Natasha Synessios.

These pages are print reproductions
from the original artworks.

Previous pages (left):

Javier M. Rodriguez

And so the winter came, 2018
Copper plate, epoxic lacquer,
valchromat and wood.

39 X 30.5 cm

Ed. /3

Previous pages (right):
Javier M. Rodriguez

The stream flows, 2018
Copper plate, epoxic lacquer,
valchromat and wood.

39 X 30.5 cm

Ed. /3




The Prodigal Son

At the beginning, myths and legends explained life through the major
natural cycles and legends. Daily life was therefore punctuated by annual
rituals to activate those cycles, mainly related to agriculture and solar

or lunar calendars represented by corresponding deities. The cosmogony
was also considered through the prism of legends, gods and myths.

This intervention proposes man as a center in which his practical
and mystical knowledge gravitate around him.

The title of this piece refers to the ability to decipher divinity through
knowledge, in it I suppose the possibility of observing the night sky
in two geographical points on planet Earth (Lebanon and Mexico)

as a meeting point and principle for an aesthetic dialogue in which
the two cultures can coexist and complete each other.

From the historical point of view it is indisputable that the ancient
cultures that flourished in the territory that we define today

as the Middle East and Mesoamerica, they could see the same stars

in the sky, the difference was only the names with which they were
named, for example the Pleiades the Olmecs called them “Tianquiztli”
which means -the market- and the Sumerians called them “Mul-Mul”
which means -The stars-, like these we can find many examples.

This practical fact postulates heaven as a channel through which

all human connect with others, which through its observation can be
defined at the same time and therefore our life cycle and it is through
this absolute influence that the stars have had and will continue to have
on the human that influence, so I decided to take them as the basis

for this piece.

In this piece, the symbolism is very important and it is related

to the projection of human in the heart of the very center of the cosmos,
postulating him as “The prodigal son of creation” which has access
to celestial knowledge and through which he acquires the ability

to the creation of new knowledge and matter.

GABRIEL
RICO












En Plein Air!_En Plein Dedans! [Etude]
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L’Orient-Le Jour est le seul quotidien libanais d’expression francaise,
né le 15 juin 1971 de la fusion de deux journaux, L'Orient (fondé a
Beyrouth en 1924) et Le Jour (fondé a Beyrouth en 1934).

[l est présidé par Michel Eddé.

Journal de qualité

L’Orient-Le Jour a ouvert ses colonnes aux plus prestigieux penseurs,
chroniqueurs, écrivains et journalistes du Liban moderne. Etendard
de la francophonie, il a comme mission principale d’étre le relais
d’une information indépendante et de qualité pour tous les
francophones ayant un lien avec le Liban et le Moyen-Orient. Michel
Touma, Ziyad Makhoul et Emilie Sueur en sont les rédacteurs en chef.
L’Orient-Le Jour défend depuis sa création les mémes valeurs
démocratiques, le pluralisme, 'ouverture vers 'autre et le dialogue
des cultures et des religions. Il décrypte I'actualité, les enjeux et les
problématiques libanais et ses prolongations dans la région d’une
fagon unique et professionnelle.

Avec un contenu riche et une diffusion ciblée, ses articles et dossiers
s’affirment d’emblée comme le meilleur rendez-vous de I’actualité
libanaise et du Moyen Orient. Il offre également a ses lecteurs un
panorama de 'actualité en continu et en direct sur son site Internet

lorientlejour.com ou sur ses versions App et mobiles.

Un journal indépendant

Financierement, le journal ne recoit aucun argent politique,

il n’appartient pas a un groupe politique. Il vit de la vente des journaux,
des abonnements papier et en ligne, et de la publicité.

Editorialement, les journalistes défendent librement leurs opinions

a travers leurs éditoriaux. Les actionnaires sont demandeurs d’intégrité,
d’objectivité et de rigueur, tout en respectant une totale liberté

d’expression.

Source d’avenir

Voila quatre-vingt-quinze ans que L'Orient-Le Jour continue de
transmettre aux générations futures les valeurs démocratiques et

la liberté d’expression dans le cadre d’une culture francophone toujours
vivante, diffusant les mémes valeurs que Georges Naccache, Michel Chiha
et Charles Hélou défendaient. L’Orient-Le Jour est une vraie « Source
d’avenir » enraciné dans I’histoire avec ses journalistes ténors, mais
résolument tourné vers I’avenir avec une équipe jeune et dynamique

qui sait s’adapter aux nouvelles technologies de I'information et

de la communication.

Un groupe de presse diversifié

Le Commerce du Levant

L’Orient-Le jour est le principal actionnaire du mensuel économique
Le Commerce du Levant, une référence économique au Liban
et dans la région.

www.lecommercedulevant.com

I’Orient-Le Jour Junior

Un magazine mensuel qui s’adresse aux jeunes Libanais agés de 12 a 16
ans, il est offert avec ’Orient-Le Jour le dernier lundi de chaque mois,
puis remis en vente a un prix tres accessible.

www.lorientjunior.com

L’Orient-Littéraire
L’Orient Littéraire est distribué avec le journal tous les premiers jeudis
du mois et disponible sur

www.lorientlitteraire.com




Article from L’Orient Le Jour archives
Published on July 2gth 1962

Title: “Arrivé hier & Beyrouth M. Oscar
Niemeyer S’est Rendu Aussitét A Tripoli
pour élaborer, sur place, les plans

de la Foire”

© All rights reserved




Article from L’Orient Le Jour archives
Published on Novembre 8th 1963

Title: “Grande-Bretagne Australie
réservent 18.000 metres carrés a la Foire
Internationale de Tripoli”

© All rights reserved

Photograph from L’Orient Le Jour archives
Photographed on 15 Juin 1965

“Foire de Tripoli” n°622

© All rights reserved

Photograph from L’Orient Le Jour archives
Photographed on 15 Juin 1965

“Foire de Tripoli” n°® 16221

© All rights reserved



Photograph from L’Orient Le Jour archives
Photographed 28 décembre 1966
“Niemeyer a la Foire” n-16214

© All rights reserved

Article from L’Orient Le Jour archives
Published on May 2xth 1968

Title: “Foire de Tripoli: C’est la foire”
© All rights reserved




Photograph from L’Orient Le Jour archives
Photographed on 21 Mai 1968

“Foire de Tripoli” n-16218

© All rights reserved




Article from L’Orient Le Jour archives
Published on May 21th 1968

Title: “Foire de Tripoli: On ne tue pas la
poule aux oeufs d’or”.
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In 1991, as the newly proposed plan for the rehabilitation

and re-construction of the Beirut Central District was being
implemented, we proposed to turn the process of demolition
of war damaged buildings in the city into a collective
architectural experiment. Our proposed scenario “Evolving
scars” was, first of all, a political act in opposition to the
adopted conventional urban planning methods. The project
consists of a temporary transparent skin that is implemented
around the outer periphery of a ruin and a “memory collector”
that deploys itself within the perimeter of the ruin while
collecting data.

The intensity of collecting information is translated by the
gradual demolition of the existing edifice. The “remains”

of the ruin are collected and contained within the transparent
peripheral membrane.

The method and rate of demolition becomes a consequence

of the intensity of collecting information. The process ends
with the complete demolition of the ruin, the physical
saturation of the transparent peripheral membrane and the
saturation of the memory collector. The proposed concept did
not project the city into hypothetical future, nor did it propose
the erection of physical structures in the city. “Evolving Scars”
was instead an attempt to translate the demolition of buildings
into an ephemeral architectural act.






















