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Place attachment is a significant affective, cognitive and emotional bond between people and
places of significance. Displaced populations draw on their attachment to a place of origin to
help them develop attachment to their new places. Currently eight million Palestinians are living
in diaspora as they continue to be displaced. Art-based research is an emerging method in place
attachment studies. This research aims to construct a visual art-based place attachment narrative
of the Palestinian landscape to inform future landscape design interventions for Palestinian
communities. A visual discourse analysis method is applied on the content of the “Intimate
Terrains” Exhibition in Birzeit, Palestine (2019) to interpret place attachment to the Palestinian
landscape as portrayed by Palestinian artists. This research, while specific to Palestine, can be
generalized and can be utilized by landscape architects who intend to better understand the
communities they design for and who intend to create meaningful places.
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My Palestine

..."ﻋﻠﻰ ھﺬه اﻷرض ﻣﺎ ﯾﺴﺘﺤﻖ اﻟﺤﯿﺎة
، ﺳﯿﺪة اﻷرض،ﻋﻠﻰ ھﺬه اﻷرض
، أم اﻟﻨﮭﺎﯾﺎت،أم اﻟﺒﺪاﯾﺎت
 ﺻﺎرت ﺗﺴﻤﻰ ﻓﻠﺴﻄﯿﻦ،ﻛﺎﻧﺖ ﺗﺴﻤﻰ ﻓﻠﺴﻄﯿﻦ
". أﺳﺘﺤﻖ اﻟﺤﯿﺎة، ﻷﻧﻚ ﺳﯿﺪﺗﻲ،ﺳﯿﺪﺗﻲ

1986 ﻣﺤﻤﻮد دروﯾﺶ
“On this land what makes life worth living:
On this earth, the Lady of Earth,
Mother of all beginnings, mother of all ends,
She was called Palestine, her name became Palestine
My lady, because you are my lady, I deserve life”
Mahmoud Darwish, 1986, (De Vet, 2007, p11)

I am a Palestinian, immigrant, and a Canadian in process. Since I arrived in Canada, I have been
looking for the familiar on an unfamiliar ground. It was a month after arriving in Canada that I
personally established familiarity with my new place. My son’s school’s field in London,
Ontario reminded me of my childhood playing fields in Hebron, Palestine. The landscape was
not similar, nor were the trees, nor the colours; it was the openness of the Canadian landscape I
believe that ignited the memories of the “free” play of my childhood, and reminded me of the
fields that I used to navigate while I was a child.
Another instance where I felt attachment to the Canadian landscape was when I spotted a redbud
tree on the University of Guelph campus. The glorious pink flowers reminded me of a beloved
native Palestinian tree (Cercis siliquastrum) called arous alghab in Arabic, translated to the
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‘forest’s bride’ in English. Both Cercis species, both native to the land they are on, a Cercis
canadensis and Cercis siliquastrum.
I often remember my homeland. My attachment to my homeland of Palestine is now manifested
in many ways, especially in making sure that I have Palestinian belongings, such as special
Hebron pottery plates and cups, embroidery, and food. While most of what I have also indicates
identity, keeping that identity is important, and making sure it is passed on to my kids. There is
something very assuring that I am able to obtain Palestinian produce here in Canada. In my case,
it wasn’t until I left Palestine that I understood the sense of attachment to it.

Chapter 1: Introduction
“To be rooted is the most important and least recognized need of the human soul” Simone Weil
(as cited in Lewicka, 2014, p. 50)

Place attachment in its simplest form represents a bond that “develops between people and their
surroundings” (Manzo & Devine-Wright, 2014), and is considered a universal phenomena that is
widely discussed in the fields of human geography, environmental psychology, community
design, psychology, social studies, climate change, urban development, and landscape
architecture (Gustafson, 2014; Lewicka, 2014; Low, 1992; Manzo & Devine-Wright, 2014).
While Studies on place attachment have had various aims and methods across and within those
fields, most researchers considered place attachment as a sign of well-being as it contributes to a
set psychological benefits (Gustafson, 2014; Scannell & Gifford, 2017). Place attachment as a
concept is intertwined and connected with concepts such as rootedness, belonging, development
of sense of place, sense of home, place identity, placemaking, displacement and mobility,
(Manzo & Devine-Wright, 2014). Therefore, place attachment has an interchanging nature that
depends on a series of dynamic processes where changes in ‘life or place’ can positively or
negatively affect the bonds between people and places (Cross, 2015). Low (1992) defines several
processes that contribute to the development of place attachment. These processes are
interconnected with one another, and are classified by Cross (2015) into two categories: first,
processes in which the history and culture are considered key components in developing place
attachment, which includes Low’s genealogical, narrative and cosmological attachment types;
second, processes that form experiences that lead to place attachment development, which
include Low’s loss and destruction and celebratory place attachment types (Cross, 2015). A lost
1

place can either be destroyed, changed, become inhabitable or inaccessible due to factors such as
environmental disasters, or human interventions (urban developments, political crisis and
warfare). In these cases, place attachment gets disrupted amongst people who were affected
(Brown & Perkins, 1992; Low, 1992; Scannell & Gifford, 2017). The loss and destruction place
attachment processes allow for links to form between people and the lost place through
reconstructing it in their memories (Low, 1992).
Residents of countries that are undergoing political conflicts over land experience place
attachment disruptions due to the destruction and loss of their surroungings, which according to
Scannell & Gifford (2017) leads to displacement. Palestinians in Palestine and the Palestinian
diaspora are no strangers to loss of land, land disposition, and displacement. The IsraeliPalestinian conflict has caused devastating losses in significant places for Palestinians and has
caused major changes in the Palestinian landscape during the past 72 years. The year 1948 –
known as al Nakba (catastrophe) for Palestinians –marked the beginning of the conflict, although
its roots date further back. Around 750,000 Palestinians were displaced from their hometown in
what became Israel in 1948 (UNRWA, n.d), while others continued to reside in Historic
Palestine (modern Israel and current Palestine). Currently there are eight million Palestinians
who are dispersed around the world as shown in figure 1 below (Al-Zaytouna BADIL, 2020;
Center, 2017).

2

Figure 1 Palestinian Refugees Worldwide at the Beginning of 2017 (Al-Zaytouna Center, 2017) 1.

The complexity of the Palestinian situation allows for a diversity of studies about place
attachment. However, such studies in the Palestinian context are not widely conducted. Scholars

The term “Occupied Palestine 1948” is used by the source in the figure above in place of “Israel”. The term is
highly contested as it disregards the State of Israel on the map, which is internationally recognised within the area
highlighted, see figure 2 below.

1
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who study place attachment resort to a variety of approaches that can either utilize quantitative
methods to measure place attachment or lean on qualitative methods to uncover the meaningful
relation with place (Hernández, Hidalgo, & Ruiz, 2014; Scannell & Gifford, 2014). An emerging
qualitative method in the studies of place attachment is art-based research (Wang, Coemans,
Siegesmund, & Hannes, 2017), in which art (visual and other forms) can be utilized in three
different ways. The first approach is ‘art as research’ where the art is integrated into the research
process as a way of inquiry. The second is ‘art in research’ where the art can be used as a tool to
produce or represent data as a methodology or a means to an end. The third approach is ‘research
about art’ where art provides the data to be analyzed (Wang et al., 2017).
One of our roles as landscape architects is to design places for people to populate, use and continue
to use. For a design to be successful it should address the needs and requirements of the people
and communities it is designed for. Understanding place attachment and the place attachment
process becomes essential to planning and design processes as it contributes to creating meaningful
places and enriched designs. This thesis will investigate place attachment in the Palestinian context
through the study of Palestinian visual art.

The Palestinian Context
The term Historic Palestine will be used throughout this thesis in reference to the geographical
area including Israel, the West Bank and the Gaza Strip, where the term Palestine will be used in
reference to the geographical area occupied in 1967 and constitutes of the West Bank and Gaza
Strip, (see figure 2). Palestinians are people who reside in Palestine, and who self-identify as
Palestinians who reside in Israel and hold Israeli citizenship. Palestinians in Israel are often
referred to as Israeli Arabs, Palestinian Israelis, Palestinians (or Arabs) of 1948, and filistinyee
4

(or Arab) al dakhel which means Palestinians or Arabs of the interior (the inside of the Green
Line). Historic Palestine is located on the eastern coast of the Mediterranean (figure 3) and has a
distinct and varied geography with diversity from coastal plains to central highlands, to deserts
and to internal plains (Nazer, 2008).

Figure 2 Israel, West
Bank and Gaza Strip
(Historic Palestine),
(OCHA, 2011)

Figure 3 Historic Palestine location map (Beauchamp, 2018; colours modified by author, 2020)

Historical Background
Modern Palestinian history has been formed by a series of events since the First World War.
Migration to Historic Palestine and forced migration away from Historic Palestine were the
results of these events. A series of Jewish migrations, mainly from Eastern Europe, to Historic
Palestine, followed the Balfour Declaration in 1917 (a promise by the British government to
create a national state for the Jewish people in Palestine (United Nations, 1978)). In 1948,
Balfour’s promise was fulfilled by the creation of the State of Israel on 77% of Historic
Palestinian land (PCBS, 2017; UN, n.d).
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The year 1948 is known to Palestinians as al Nakba in Arabic (translated to the catastrophe) and
resulted in the destruction of over 500 Palestinian villages (Abu-Sitta, 2004 as cited in Sherwell,
2019) and the forced displacement of over 750,000 Palestinians (UNRWA, n.d). These
Palestinians took refuge in other parts of Palestine (West Bank and Gaza strip) and neighbouring
countries (Jordan, Lebanon, Syria, and Egypt). The border between the two formed entities,
Israel and the West Bank and Gaza, was known as the Green Line and were closed off. The
Green Line is the Armistice Line specified based on the ceasefire agreement between Israel and
neighbouring Arab countries (UN, n.d). Movement of Palestinians was restricted on both sides of
the Green Line.
In 1967 there was another war which resulted in the military occupation of the West Bank, Gaza
Strip, the Syrian Golan Heights, and the Sinai Peninsula of Egypt. The year 1967 is known as al
Naksa (another synonym of al Nakba or catastrophe) for Palestinians and their Arab neighbours.
Another wave of around 250,00-500,000 Palestinians sought refuge in neighbouring Arab
countries as a result (Brice et al., 2020; UN, n.d). Amongst those refugees were the members of
the Palestinian Liberation Organization (PLO). The Israeli forces occupied the West Bank
(which was under Jordanian administration at the time) and Gaza Strip (which was under
Egyptian administration at the time). One of the results of this war was the opening up of the
borders between the West Bank, Gaza, and Israel. Palestinians on both sides of the Green Line
were allowed to move under special permits and restrictions. In this period some Palestinian
refugees of 1948, who resided in the West Bank and Gaza, made the trip to the cities, villages,
and even houses they used to own before they fled, which now had Israeli residents. Currently
eight million Palestinians are living in diaspora, of which 5.6 million are still living in refugee
camps in Lebanon, Syria, Jordan, the West Bank and Gaza (UNRWA, n.d).
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In this period also, as a consequence of the Camp David Accords of 1978, Jordan gave up its
territorial responsibilities of the West Bank, and Egypt gave up control of Gaza. The Sinai was
returned to Egypt, but the Golan was retained by Israel. As a consequence of these arrangements,
the residents of the West Bank, Gaza, and East Jerusalem became stateless.
In the next twenty years, Israeli settlements – illegal under international law – were built on the
lands of the West Bank and Gaza. The First Intifada, or “uprising” in English, started in
December 1987 to protest the Israeli occupation and its policies against the Palestinians. The
First Intifada came to an end in the early 1990s upon the signing of the Oslo Accords, which
marked the beginning of the peace process between Israelis and Palestinians. This period marked
the return of some PLO members to the West Bank and Gaza, and showed prospects of
prosperity for the Palestinian people. Initially, the Palestinian land in the West Bank was divided
into three areas: Area (A) functioning under exclusive Palestinian administration; Area (B)
functioning under a combination of Palestinian civil administration and Israeli military control;
and Area (C) under exclusive Israeli administrative control (figure 4) The Israeli government
continued the occupation processes of land confiscation and the building of illegal settlements on
Palestinian land especially in Area C, as well as the demolition of houses in East Jerusalem.
The Second Intifada broke out in September 2000 in rejection to the continuous annexation and
confiscation of Palestinian lands in the West Bank, and the expansion of the illegal Israeli
settlements. The Second Intifada witnessed the building of the Separation Wall, which is a wall
annexing Palestinian land into and out of Israel and segregating Palestinians inside the West
Bank with increased borders and checkpoints. While the Separation Wall was regarded as a
security need for Israel, it has nonetheless led to massive restrictions of movement between
Palestinian cities (Weizman, 2007). The Second Intifada also witnessed Israeli invasions of
7

Palestinian cities and villages (in Areas A and B) which has led to massive public property
destruction and the demolition of homes and civil service buildings (Weizman, 2007). The Gaza
Strip came under siege that continues to this day.

Figure 4 West Bank areas A, B, C classification as determined by the Oslo Accords in
1993 (OCHA, 2011)
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The Palestinian Landscape
“Any landscape is composed not only of what lies before our eyes but what lies within our
heads” (Meinig, 1979, p. 34)

The landscape of Historic Palestine is a diverse and open
landscape that is divided into four topographic zones with
distinct character, climate and vegetation. Coastal Plains
stretch from the Mediterranean to the Central Highlands.
The Central Highlands consist of connected hills and

Figure 5 Farm in Gaza (Akram, 2020)

narrow valleys, the hills descending gradually to the west
meeting the coastal plains, and to the east towards the
Jordan Valley. The Jordan Valley runs along the Jordan
River. Finally, the Negev Desert is in the south (Nazer,
2008). The coastal plains are characterized with citrus

Figure 6 Beit Rima - Central Highlands (Jaser,
2019a)

orchards, orange groves, and grain fields. The Central
Highlands are characterized by the terraced olive groves,
vineyards, rainfed vegetable fields, and hilltop grazing
lands. The Jordan Valley is characterized by its vast

Figure 7 Wadi Firan - Jordan Valley (Jaser,
2020)

irrigated agricultural fields and palm trees (figures 5-8).
Local stone is the preferred building material through out
Historic Palestine, and can be found in most urban areas
and villages, especially in old city and village centers
(figure 9) (Brice et al., 2020; Nazer, 2008). Terraced fields
9

Figure 8 Negev Desert (Jaser, 2019b)

in the Central Highlands are scattered with stone structures called manateer (for plural, or mintar
for singular) which means watch towers in English (figure 9 ), typically built by Palestinian
farmers in their agricultural lands to watch over their fields in harvest seasons (R. Shehadeh,
2008).
Palestinians in Palestine reside either in urban centers or
rural villages. Ramallah City as an example of an urban
centre in the West Bank, Gaza City as an example in the
Gaza strip. These areas are located within the Area A
classification of Palestinian land. The urban areas are

Figure 9 Mintar or watchtower (Riwaq, 2020)

surrounded by rural areas and villages usually within
municipality districts of major cities. The rural area is
comprised of small urban like centers, with vast lands
surrounding them. In the central highlands, hills are
terraced and planted with olives, almonds, fruit orchards, or

Figure 10 Ras Karkar Village near Ramallah Central Highlands (Riwaq, 2019a)

vines trees. Valleys are usually fertile and cultivated with
annual produce, grazing occurs on the hilltops. Village
buildings are located on the sides or tops of the hills (figure
10). Palestinian villages are located in Areas A and B.
Nomadic Bedouin communities exist in Area C lands

Figure 11 Bedouin Community, near Jericho
(Riwaq, 2019b)

(figure 11).
The prominence of Historic Palestine – and by extension its landscape – stems from its centrality
in Biblical history (Hariharan, 2014; R. Shehadeh, 2008) and is regarded as the “Holy Land” by
Jews, Christians, and Muslims alike. The strategic central location of Historic Palestine,
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connecting Asia and Africa, has been considered important since ancient times and rendered the
territory a place of constant conflict (Nazer, 2008), most recently the Israeli-Palestinian conflict.
Historic Palestine was also a destination for European and western travellers and cartographers
who visited, recorded and described its landscape (R. Shehadeh, 2008). Some travelers recorded
descriptions of the Historic Palestinian landscape while ignoring its existing inhabitants.
However, the travelers’ frequent or typical disappointment in the Palestinian landscape can be
traced to the idealized Biblical images that developed in Renaissance Europe (Hariharan, 2014;
R. Shehadeh, 2008).
Shehadeh’s books Palestinian Walks: Forays into a Vanishing Landscape (2007) and Going
Home: A Walk Through Fifty Years of Occupation (2019) highlight the Palestinian landscape and
its changes in the last 50 years. While one might argue that Shehadeh’s take on Palestinian
landscape might, in fact, be subjected to shortcomings of self-ethnography/self-research, it
nonetheless portrays a different outlook on the landscape, incorporating landscape and its
meaning to its original residents. Shehadeh, echoed by Segal and Weitzman 2, challenges
descriptions of Palestinian landscape recorded by western travellers, and states that by ignoring
the landscape’s original inhabitants, a distorted landscape image that it is abandoned was formed
(Segal & Weizman, 2003 as cited in Shehadeh, 2008). This distorted image about the Palestinian
landscape does not necessarily represent its beauty according to Shehadeh. Shehadeh’s challenge

Segal and Weizman were Quoted by Shehadeh as follows: “the very thing that renders the landscape ‘biblical’, its
traditional inhabitation and cultivation in terraces, olive orchards, stone buildings and the presence of livestock, is
produced by Palestinians, whom the Jewish settlers came to replace. And yet the very people who cultivate the
‘green olive orchard’ and render the landscape biblical are themselves excluded from the panorama. The
Palestinians are there to produce the scenery and then disappear” (Segal & Weizman, 2003 as cited in Shehadeh,
2008)

2
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highlights how the same physical landscape elements are perceived differently by people, and
how place attachment can in fact influence the meaning and perception of landscape.
The landscape for Palestinians represents their identity, their living memory, and a valuable
place where attachment is an emotional feeling as well as a duty, as described by Palestinians
interviewed by (Matar, 2011). In her book What It Means To Be Palestinian, Matar states that
the livelihood of the Palestinian people depended on the Palestinian landscape since before al
Nakba.
“Up to then, life was about growing plants, cooking, looking after livestock, getting
married, bringing up children and socializing. We grew beans, okra, tomatoes, figs
and watermelon. Some of my friends went back to visit and I begged them to pass by
my village and bring me a handful of earth, and they told me how beautiful it still
is.” Um Thabet (Matar, 2011, pp. 38-39)
Currently the Palestinian landscape continues to be a witness of the ongoing Palestinian-Israeli
conflict and is continuously changing and shrinking due to the practices and policies of the
Israeli occupation which are contributing to the fragmentation of the landscape (Benvenisti,
2000; Fields, 2017; Weizman, 2007). In his most recent memoir, Shehadeh takes his readers
through one walk in one day in the city of Ramallah, 10 km north of Jerusalem, through which
he describes the changes and shrinkage of the landscape of Ramallah (R. Shehadeh, 2019).
Although this book was written mainly describing the landscape of Ramallah, it can be
representative of other Palestinian cities and their shrinking landscape, as all cities and their
surroundings face the same challenges and policies dictated by the Israeli occupation,
highlighted in the ongoing confiscation of Palestinian land and the illegal building of Israeli
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settlements on these lands (figure 12). However, the idealised image of the Palestinian landscape
lives in the memory of the exiled Palestinians (Said, 2000).

Figure 12 Changing land control 1917-2017 (The Oakland Institute, 2017)

Palestinian Landscape and Visual art
“Since humans first put pigment on cave walls, nature has inspired artists of all types as both the
well-spring and focus of our creativity” (Gray & Birrell, 2015, p. 334)

Visual arts are considered vivid expressions that can address issues of identity (Berger, 2009).
Landscape and geography are considered a source of inspiration for different forms of art such as
literature, poetry, music, and the visual arts (Said, 2000). Landscape is therefore a theme that is
constantly represented in Palestinian art and is layered with different meanings and concepts,
especially those of memory, place and identity (Sherwell, 2019). On the other hand, where
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Palestine holds significant religious value, the Palestinian landscape has been idealized
particularly in the European Renaissance when art based on Biblical scenes was created by artists
who had not even visited the local landscape (Said, 2000). The Historic Palestinian landscape
was highly idealized in European paintings in romantic illustrations, and it was probably why
western travellers like Thackeray reported their disappointment in the descriptions of the existing
landscape (R. Shehadeh, 2008).
According to Sherwell (2019) there was some European influence on the paintings of Palestinian
artists in the nineteenth century, especially the early landscape paintings with romantic
characteristics. This is echoed by Boullata (2009) who also adds that up until the Nakba (in
1948) other forms of art represented by traditional crafts also existed; examples are pottery,
embroidery, and glass. Representations of the landscape of Historic Palestine were drawn from
elements of the landscape, patterns and rhythms found in natural environments. An example is
pottery art that relies on motifs inspired by Palestinian flora and fauna (Sherwell, 2019), as seen
in figure 13. Another example is women’s embroidery art on traditional clothing, in which each
city or region has its own distinctive pattern and colours (figure14). Much of the art before the
mid-nineteenth century got lost due to the Nakba, and not much is documented (Boullata, 2009).
An emerging generation of artists employ these traditional representations to assert Palestinian
identity and produce products of everyday use.
The representation of the Historic Palestinian landscape has changed and evolved since the
Nakba in response to the geopolitical events that have taken place in Historic Palestine and have
also responded to the evolution of global art movements in the past century (Boullata, 2009;
Sherwell, 2019). The representation of the Historic Palestinian landscape has been affected by
the experience of Palestinians and their relationship to the landscape, as noted by Boullata.
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Furthermore, the place in which the Palestinian artists resided also has a major effect of how they
have perceived their home landscapes (Boullata, 2009).

Figure 13 Traditional pottery of Hebron area (Author)

Figure 14 Traditional embroidery (Author)

Goals and Objectives
As expressed by Edward Said “Geography stimulates not only the memory but dreams and
fantasies, poetry and paintings, philosophy and fiction, music” (Said, 2000, p. 181), I find it
relevant to study the landscape and art and their relation together. For this thesis the focus will be
on place attachment in the Palestinian landscape as seen in the works of visual Palestinian artists.
In this research the art serves as the content, which will be analyzed with regard to the concept of
place attachment in the Palestinian landscape. My focus will be visual art since, apart from being
a form of expression, it is imbedded with meanings that provide rich data. Palestinian artists have
expressed in their visuals their special relationship with their changing landscape.
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The Goal of this research is to construct an art-based place attachment narrative of the
Palestinian landscape to inform future landscape design interventions for Palestinian
communities in Palestine and Palestinian communities in diaspora. The objectives of this
research are: to define place attachment indicators for the Palestinian people and the Palestinian
landscape informed by a literature review about place attachment theory, place attachment
definitions and place attachment for Palestinians and to build an understanding of place
attachment as portrayed in Palestinian visual art by conducting a visual discourse analysis of
Palestinian visual art.

Thesis organization
This introductory chapter provides some background information, and a brief historical and
geographical context about Palestine. The following chapter, Chapter Two, is a literature review
about place attachment theory combined with studies about place attachment in Palestine. It also
includes a review about landscape visual art in Palestine. Chapter Three covers visual discourse
analysis as an art-based method and explains the methodology used in constructing the art-based
place attachment narrative of the Palestinian landscape presented in chapter four. In Chapter
Four the content of the “Intimate Terrains: Representations of a Disappearing Landscape”
exhibition in Birzeit – Palestine is analysed and organized based on a framework of major events
in modern Palestinian history. Chapter Five summarizes the primary observations and arguments
as well as highlights the implications for the landscape architecture profession, the limitations of
the research and future research prospects.
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Chapter 2: Literature Review
“To be human is to live in a world that is filled with significant places: to be human is to have
and know your place.”
Relph, 1976, p1 as cited in Low, 1992, p166
This literature review explores scholarly articles and studies of place attachment, the objective of
which is to define place attachment indicators. In addition, it explores scholarly sources of
Palestinian art history, the objective of which is to define a framework for Palestinian landscape
art. These indicators and framework will be used as reference in the analysis process.

Landscape and Place Attachment
Landscape is looked at and defined differently by scholars according to their interpretation of its
meaning. According to Meinig (1979) the same ‘landscape scene’ can be interpreted in many
different ways depending on the perception of the observer. In exploring of the word landscape
itself, both Jackson (1984) and Spirn (1998) refer to the roots of the word and derive the
association between people and land 3. Spirn indicates that if we pay enough attention, we will be
able to see the connection between a place and its inhabitants 4 (Spirn, 1998). The European
Landscape Convention was held in 2000, and one of its purposes was to adopt a formal
definition of the term landscape (Egoz, 2016) which was defined as “an area, as perceived by

Spirn explores the roots of the word “landscape” as follows: “ Landscape associates people and place. Danish
landskab, German landschaft, Dutch landschap and old English landscipe combine two roots. “Land” means both
a place and the people living there. Skabe and schaffen mean “to shape”; suffixes skab and -schaft as in the English
“-ship”, also mean association, partnership” (Spirn, 1998, p. 16)
4
Spirn says: “Landscape is loud with dialogues, with story lines that connect a place and its dwellers” (Spirn, 1998,
p. 17)
3

17

people, whose character is the result of the action and interaction of natural and/or human
factors” 5 (Europe, 2000:I.1.a, as cited in Egoz, 2016). The definition incorporates the
relationship between the word landscape and the word ‘human’ or ‘man’. Based on that, there
are three key defining elements of the landscape: (1) the human perception of the landscape (how
is it seen) (2) the human interaction with the landscape (everyday activities); (3) and the human
connection to the landscape (Bond).
Place attachment is defined as an affective, cognitive, emotional, and symbolic bond between
people and places of significance (Altman & Low, 1992; Lewicka, 2014; Scannell & Gifford,
2014, 2017; Woods, 2006). To be attached to a place means a person has a “feeling of belonging,
willingness to stay close, and a wish to return when away” (Lewicka, 2014, p. 49). People are
also willing to endure costs to visit a place they are attached to (Scannell & Gifford, 2014). The
human-place relation is evident in the definition of landscape and the definition of place
attachment which makes both landscape and place attachment concepts interrelated.
Scannell & Gifford (2014) state that the cognitive bond is associated with place, people, and
events. They explain that an affective or emotional bond between man and landscape is usually
represented by emotions of “love, happiness, joy, pride, and contentment” which can be regarded
as positive. On the other hand, this bond can be also represented by painful memories that have
resulted from dramatic events or change. The authors also explain that the cognitive bond
consists of a mental representation and a structural representation of a place that consist of
“knowledge, memories, and beliefs” (Scannell & Gifford, 2014, p. 245) which give a place its
meaning. The human-place bond can be central to specific cultures such as indigenous peoples’

This definition can be traced to Humboldt’s definition of about 175 years ago; landscape is the “totality of all
aspects of a region, as perceived by man” (Humboldt, 1845, as cited in Ermischer, 2004).

5
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connection to a place (land). The place for them includes “sacred meanings, connection to
ancestors, spirit, nature, food, medicine, customs, and ways of life” (Scannell & Gifford, 2014, p.
286).

Place and Place Attachment
A place as defined by different scholars is a meaningful space 6 (Assmann, 2018; Cresswell,
2004; Gustafson, 2014). In his book Place: a short introduction, Cresswell explores the meaning
of “place”. He writes: “when humans invest meaning in a portion of space and then become
attached to it in some way (naming is one such way) it becomes a place” (Cresswell, 2004, p.
10). This definition is echoed by Assmann (2018) who indicates that when people refer to a
geographical area as a place, they tend to have formed an affective bond with it. This means that
attachment to a place is part of what makes it a place. Assmann also indicates that human activity
is an important factor in giving a place its meaning, and where the human activity can shape and
reshape the place throughout history (Assmann, 2018). As per Relph (1976) a place is a location
with a specific identity acquired by its social and cultural meaning in addition to the human
activity (Relph, 1976 as cited in Deming and Swaffield, 2011). To Low (1992) the definition of
place attachment holds within it the definition of place 7. Throughout this thesis, the Palestinian
landscape will be considered the place to which Palestinians are attached, and through the

6

“Place may signify a meaningful spatial unit regardless of size” (Tuan, 1977 as cited in Gustafson, 2014).

“Place is a location where biophysical features, human activities, and social and cultural meanings and
values combine to create a distinct identity” (Deming and Swafield, 2011)
“A cultural definition of place attachment implies that for most people there is a transformation of the experience
of a space or piece of land into a culturally meaningful and shared symbol, that is, a place” (Low, 1992, p.166)

7
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investigation of the Palestinian visual art I will be looking for signs of attachment to the
Palestinian landscape.

Typology of Place Attachment
Because we as people are all different, a place can have different meanings for different people
and the reasons why can vary, which leads to different types of place attachments (Gustafson,
2014). Low (1992) defined six typologies of place attachment that describe the connections
between a person and a place. Some typologies are social and familial place attachments: (1)
genealogical connection that develops through family ties and historical identification of place;
(2) Loss and destruction connection that develops through the process of reconstructing a lost
place through memory; (3) economic connection that develops through ownership. Other
typologies can be ideological: (4) cosmological connections that develop through believing in
place, whether the religious aspect or mythological aspects; (5) pilgrimage, where the connection
can be to either religious or sacred places (ex. visiting a religious place for religious ceremonies)
or celebratory (ex. concert arena); (6) narrative connection develops through story telling and
place identification that links people to the landscape (Low, 1992).
Scannell & Gifford (2010) have developed a ‘tripartite organizing framework’ for place
attachment (figure 15). According to their framework, place attachment has three dimensions:
person, place, and process.
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Figure 15 The tripartite model of place attachment (Scannell & Gifford, 2010, p. 2)

Person Dimension: Scannell & Gifford (2010) indicate that a person can develop an attachment
to a place through his/her individual connections through personal experiences in a specific
place. They further explain that personal memories of a place cause place attachment. A place
attachment can also be developed through the collective shared historical and religious
experience of a group or community (Scannell & Gifford, 2010) .
Place Dimension: Scannell & Gifford (2010) indicate that a place can either have physical or
social characteristics through which people develop a connection to place. Physical
characteristics of a place refer to physical elements in the built and natural environments that
allow a person to achieve personal goals (economic, social or health goals for instance), while
the social characteristics of a place refer to the social relationships that a specific place provides,
such as family ties or community connections and a collective group identity (Scannell &
Gifford, 2010).
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Process Dimension: Scannell & Gifford (2010) indicate that that an attachment can develop to a
place either through affective, cognitive or behavioural processes. An emotional bond that could
be positive such as love, pride and belongingness to a place, or could be negative such as sadness
and grief caused by losing a place. A cognitive bond forms through practical knowledge and
social information about a place, for instance, or by giving meaning to a place through memories
(either collective or personal), and identity. The behavioral attachment manifests through actions
such as willingness to stay in – or close to – a place, or by reconstructing a lost place, for
example, either physically or in memory (Scannell & Gifford, 2010).

Place Attachment Indicators
Place attachment is a complex concept that is intertwined with concepts of place identity, place
dependence, belonging, home, and memory (Scannell & Gifford, 2014). Many scholars have
studied place attachment, place attachment processes, and place attachment benefits. The
following concepts are regularly associated with place attachment and they will be discussed
within the Palestinian context: memory, nostalgia, identity, belonging, home and physical
detachment.

Memory
“It makes me happy to remember and I feel I am alive again” Um Thabet (Matar, 2011, p. 38)

Lewicka says: “memory is a ‘glue’ that connects people to their places” (Lewicka, 2014, p. 51).
Memory is an agent that enables continuity between the past, present, and future (Lewicka,
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2014). This continuity is an important aspect in developing attachment to places as manifested in
Armstrong’s study on three immigrant communities in Marrickville – Sydney, Australia
(Armstrong, 2004). Armstrong studied how three ethnic groups (Greek, Vietnamese, and
Lebanese), who immigrated to Marrickville, established place attachment and sense of place
upon settling into their new place of residence. The Lebanese community identified a clothing
factory as a place of significance since it relates to the trading traditions in ancient Lebanon.
Similarly, the Greeks relied on their culture and heritage to imbue their new residence with
meaning (Armstrong, 2004). This is similar to the Italian neighbourhoods (Little Italy) or
Chinese neighbourhoods (China Town) in cities like Ottawa and Toronto, which add to the
richness and diversity these cities. This means that memories are an important factor for people
to develop an emotional bond or an attachment to a place.
Memory can be a vessel that holds the feeling of home, the connection to a place or a specific
landscape. In stories documented by Yousafzai, people refer to the landscape of their home as
being inscribed in their memory (Yousafzai & Welch, 2019), which corresponds to the writings
of Simon Schama about the landscape being “the work of the mind”, and that “its scenery is
built up as much from the strata of memory as from layers of rock” (Schama, 1995, as cited in
Benvenisti, 2000, p1). The landscape in this sense transfers to a ‘landscape impression’ as
described by Samuels (1979), where the landscapes “belong to and arise from the thoughts of
someone” (Samuels, 1979, p. 70) and are “about the landscape” (Samuels, 1979, p. 70).
Similarly, the Palestinian landscape lives in the memory of displaced Palestinian generations. For
Palestinians, remembering their landscape happens in two forms. The first form is the personal
memory derived from the individual displacement experience of the first generation of
Palestinian refugees in 1948 and 1967. The second form is a collective memory of the landscape
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that is constructed by the stories/narratives passed on by the first generation of Palestinian
refugees.
“I was born here in the camp, in September 1981. My parents were born here too. In
1948, my grandparents on both sides left our land, our original village, Beit Jibrin, I
feel I’m from there. I know all its details, since I’ve heard so much about it from my
grandparents. I know that it’s our village. I know the story of how my grandparents
fled the village in October of 1948.” Muhammad Al-Azzah, (Malek, Hoke, & Carp,
2014, pp. 228-229)
For Edward Said (2000), memories are reflective of identity as they are formed based on “what
‘we’ or ‘they’ really are” (Said, 2000, p. 177). Similarly, collective memory is reflective of
national identity, as it is formed by the reconstruction of past events of one nation and
embedding those events with meaning (Said, 2000). The collective memory of people depends
on their position. For example, Americans and Indigenous peoples share two different collective
memories (Said, 2000). Similarly, the Palestinians and Israelis share two divergent collective
memories. The collective memories stem from two competing narratives on the same landscape.
For the Israelis, Historic Palestine represents the ‘Promised Land’, a ‘landscape of hope’ and
settlement after the devastating Holocaust and their endured systematic racism in the Jewish
diaspora (Harder, 2007). The creation of the State of Israel came at the expense of Palestinians,
their landscape, and their memory (Segal & Weizman (2003) as cited in Shehadeh, 2008). As
practices undertaken by the Israeli government to cover the evidence that the Palestinian
landscape once existed are still practiced (BADIL, 2020), the Palestinian landscape still lives in
the memory of the first Palestinian refugees and their descendants. For the first generation of
Palestinian refugees, the Palestinian landscape is a frozen memory of what it used to be,
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untainted and unchanged (Ginsberg, 2009). What it is now is merely a ‘landscape impression’ in
their minds that is passed down from one generation to the next. These impressions of landscape
are expressed in different media including visual art. This memory allows for the continuity of
the special connection between Palestinians and their landscape regardless of the discontinuity of
their existence in it. Examples are found in Matar’s book What it Means to Be Palestinian.
“You know, I dream of Palestine all the time. I see the olive trees so clearly and the
grass on which we used to sit and eat figs after a day’s work in the fields. We, the
girls and the women, worked the fields and tended the orchards, just like the men.”
Um Thabet (Matar, 2011, p. 38)
It is ironic that in the creation of the State of Israel, and the return of Jews from their diaspora to
a “landscape of memory”, a consequence has been the creation of another “landscape of
memory” for Palestinians in their diaspora.

Nostalgia
Nostalgia is a form of memory and is defined as a “sentimental longing for what is not”
(Lewicka, 2014, p. 53). In the Palestinian context it refers to Palestine as it was before 1948.
Nostalgia can be an important tool to keep the continuity between people and the places they left
– or places that changed or have undergone traumatic events (Lewicka, 2014). People who are
nostalgic “no longer feel at home at their place” (Gustafson, 2014, p. 39). Gustafson refers this to
the changes that happen around someone’s place of residence.
For the Palestinians of 1948, the changes happened abruptly as they were uprooted from their
villages and cities. Nostalgic feelings were expressed in the idealized ways by which
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Palestinians describe their landscape and the activities they used to do, and how their
remembered reality has changed to the worst (particularly for those who ended up in refugee
camps). The quote above by Um Thabet is an example of the nostalgic feeling of this generation.
Other nostalgic feelings might be demonstrated in the internally displaced Palestinians of the
1948. These are Palestinians who left their villages in Historic Palestine and took refuge inside
the borders of Israel, and although they are considered Israeli citizens, they are not allowed to
return to their original homes (Boullata, 2009). These Israeli Palestinians can see their homes but
are forbidden from residing in them. Similarly, Palestinians in Tulkarem in the West Bank can
see the Mediterranean Sea, and feel its humidity, but are unable to reach it.
Where nostalgia can be a characteristic of place attachment for displaced Palestinians, dwelling as described by Gustafson (2014) can be a characteristic for some Palestinians in Palestine. As
per Savage (2010), dwelling is associated with “historical attachment to place” formed by
“strong social ties” that developed as a result of residing in one place for most of the person’s
life 8 (Savage, 2010 as cited in Gustafson, 2014, p39)

Identity
Identity here will be discussed from the aspect of place identity and how it relates to place
attachment. As Hauge (2007) indicates, it is hard to separate the two concepts from one another.
One of the aspects that forms self-identity is a meaningful connection between people and places
(Dreyer, 2019), and that everyday activities lead to better knowing a specific place, which

Gustafson (2014) cites Savage (2010) as he talks about “dwelling” and “nostalgia”. Where “dwelling represents
historical attachment to place where one has spent all or most of one’s life and has strong social ties”, nostalgia is a
characteristic of residents who “no longer feel at home in their place” due to changes to the place by new residents
of the place.

8
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strengthens people’s connection to it (Cresswell, 2004), and it therefore becomes their significant
place (Seamon, 2014). Place identity is developed through the “interaction between people and
their physical environment: people affect places, and places influence how people see
themselves” (Hauge, 2007, p. 45). Mihaylov & Perkins (2014) state that place identity is
interrelated with other concepts that form place attachment, such as place dependence (where
“individuals depend on the place for certain activities and experiences” (Mihaylov & Perkins,
2014, p. 66), place bonding (formation of a bond to a place), and a sense of community.
Interviews by Matar (2011) with Palestinian Refugees, and interviews by Nazer (2008) and
Malek et al. (2014) with Palestinians under occupation reveal that Palestinians identify and
associate with places of their everyday life in Palestine and Historic Palestine.
Scannel & Gifford (2014) indicate that different place characteristics can play a role in
developing place identity, in which physical features become icons and symbols of the place.
Cresswell (2004) indicates that on a national scale, a place can tie specific people to a specific
area, which can develop into a national or collective identity. People also have the inclination to
show rootedness in a place through history, which creates a sense of identity. Naming a place can
be yet another way in which places gain their identity, identify places and connect them to
‘cultural narratives’ (Cresswell, 2004).
In Palestine, places have a struggle of identity that starts from the renaming of streets and
villages on maps done by cartographers (Benvenisti, 2000). As described by Shehadeh (2008)
road signs with Arab villages’ names are usually tampered with by Israelis, and vice versa. One
other aspect of the Palestinian identity struggle lies within the issuance of identity cards, whether
by Israeli or Palestinian authorities. Each identity card is colour coded, and number coded to
reveal place of residence, which in return dictates certain restrictions on residence, movement
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and treatment at checkpoints (Berger, 2009). To the occupier, the identity card identifies
Palestinians and links them to certain ‘places’. For Palestinians, their identity doesn’t stop here.
Their identity is composed of their individuality and collectivity, of their sense of belonging and
continuity (Berger, 2009) 9.

Belonging and Sense of Home
“This land is the skin on my bones, and my heart flies above its grasses like a bee”
(Darwish, 1980, p. 28)

Belonging projects complexity when discussed in the context of migration and displacement as
Armstrong (2004) indicates. To belong to a place is to feel a part of it (Scannell & Gifford,
2017). In her study, Armstrong found out that Greek immigrants, in Marrickville – Sydney,
Australia, had a ‘divided sense of belonging’ expressed in their divided loyalties (Armstrong,
2004). Scannell & Gifford (2017) highlight belonging as one of the important benefits of place
attachment. Belonging entails “feeling at home”, “having roots”, “fitting in” (Scannell &
Gifford, 2017, p. 260), connection with other residents, and having a “sense of origin” (Scannell
& Gifford, 2017, p. 260). Lewicka (2014) indicates that memory of place contributes to the sense
of belonging to it. The sense of belonging is also associated with the sense of being ‘at home’
and can be triggered by the connection to a place (Massey, 1994 as cited in Dreyer, 2019).

Amongst Palestinians, a few identifications were established that refer to the status of Palestinians in Palestine and
out of Palestine, some of which are: Lagi’een: refugees of 1948; Naziheen: refugees of 1967; Moba’adeen: expelled
by Israeli Occupation due to their political activities and not allowed to enter; Filisteeni al dakhel or Arab al
thamaniya w arba’3een (48 Arabs): Palestinians who reside in Israel, who in 1948 were inside the Green Line, and
are now Israeli citizens, some of whom are internally displaced.
9
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Home as a concept is intertwined with the concept of place identity, where the everyday
repetitive tasks form a familiar meaningful place (Dreyer, 2019). Home also constitutes a
continuous connection between the past and present (Gustafson, 2014). Studies on place
attachment and migration suggest that attachment to one’s home place is an important factor in
developing an attachment to the new place of residence for migrants (Armstrong, 2004;
Gustafson, 2014; Rishbeth & Powell, 2013). Connections to home can be either positive or
negative according to Cresswell (2004) and Gustafson (2014). A positive connection might be
explained by the migrants’ strong bonds to their homeland which can contribute to making
connections with their new homes and leads to a better quality of life. The migrants here feel the
pull to go back, have a sense of belonging, are able to develop a unique identity as well as find
and create familiarity in their new places (Scannell & Gifford, 2017). A negative connection
however might be explained by a broken tie between migrants and their home countries caused
by the violence that they or their ancestors experienced. Here the place attachment is disrupted
and can affect the migrants’ well-being negatively (Scannell & Gifford, 2017). However, a
feeling of home “refers to a person’s tie to a place and counteracts feelings of desolation,
fragmentation, and disorientation” (Dreyer, 2019, p. 112). Another term associated with place
attachment and home is rootedness, meaning a person who has roots in place, like social ties and
everyday activities (Lewicka, 2014; Mihaylov & Perkins, 2014)
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Detachment
“No body can take away what we carry inside” Maria (Yousafzai & Welch, 2019, p. 117).

Detachment as a term is used to describe the physical detachment from a place; place attachment
can be disrupted in the case of displacement, especially forced displacement due to wars and
environmental crises (Gustafson, 2014; Lewicka, 2014; Scannell & Gifford, 2014). In this case,
people are forced to leave their significant places behind and be relocated to new places with no
choice of their own. Examples of that can be refugee camps. Although people in this case are
physically detached from their significant place, most of them maintain the emotional bond to
that place (Scannell & Gifford, 2014). Examples are illustrated in Malala Yousafzai’s book We
Are Displaced as she tells the stories of women refugees from different parts or the world, in
which they demonstrate that their bond to their hometowns is strong, as Yousafzai herself
expresses:
“I miss the sounds of Pashto being spoken in the streets and the smell of the earth
after a heavy rain in the mountain village where my grandparents live. I miss the
lush green of Swat Valley, the place I called home for the first fifteen years of my
life.” (Yousafzai & Welch, 2019, p. 49)
Physical detachment does not necessarily mean emotional detachment. Instead of the person
being inside a place, the place becomes inside the person. However, in some cases people are
physically and emotionally detached from their significant places, and if they fail to form other
bonds to other places they become ‘footloose’ or ‘placeless’ (Gustafson, 2014). People in this
case, for example in refugee camps, can be detached from the new places where they are forced
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to be, which can affect them negatively in terms of physical and psychological health 10
(Gustafson, 2014; Lewicka, 2014). Scannell and Gifford (2014) describe the stages of disruption:
(1) pre-disruption where a person is becoming aware of the change to come or is making a
decision to leave a place; (2) disruption in process, the actual act of detachment; (3) postdisruption in which people cope with their detachments and reconcile with the disruption by
keeping a connection to their old place and establishing a new connection to their new place
(Scannell & Gifford, 2014).
A term associated with detachment is uprooting, the act removing someone from their home or
natural environment (Cambridge English Dictionary, 2020). The stronger the connection to
place, the harder the loss of the place (Scannell & Gifford, 2014). According to Scannell &
Gifford, and echoed by Boullata (2009), the loss of place leads to a “loss of sense of belonging,
continuity, and self-identity” (Scannell & Gifford, 2014, p. 287). Boullata further states the
uprooted peoples’ identity is “often linked to the dream and promise of return” (Boullata, 2009,
p. 16). This is why Palestinians who are still living in refugee camps, whether in the Palestine, in
neighbouring countries, or in the diaspora, “still know who they are, and where they belong in
history and geography, because of this promise.” (Boullata, 2009, p. 16).

“Place attachment seems thus to be a pretty universal phenomenon. The French philosopher Simone Weil said that
“to be rooted is the most important and least recognized need of the human soul” and the data above seem to speak
in favour of this claim. The implication would be that disruption of attachment, through forced relocation, may have
severe psychological and health consequences (Apfelbaum,2000; Fullilove, 2005; Tall, 1996)” (Lewicka, 2014, p.
50)

10

31

History of Palestinian Visual Art
This section of the literature review will focus on providing a brief history of the Palestinian
visual art, while highlighting how the Palestinian landscape was represented in each period.
Although the main focus of this thesis is the visual art produced after the Nakba (1948), it is
valuable to shine a spotlight on what art existed in pre-Nakba Palestine. This will help
understand the role of the Nakba in the transformation of the representations of, and implications
for, the Palestinian visual art in the years that followed (Makhoul & Hon, 2013). According to
Boullata (2009), a chronological or temporal account cannot be the sole basis of understanding
Palestinian art history; the geography and locale of the artists are of equal importance. Figure 16
below highlights a framework of dates that represent turning points in the Palestinian art
movement corresponding with historical events in the modern Palestinian history.
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Figure 16 Art history framework (Author)
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Pre-1948: Pre-Nakba
The second half of the nineteenth century was marked by the rise of the nationalist movement
that accompanied the decline of the Ottoman Empire in the region (Boullata, 2009). Artworks
produced in this this period were “embedded with a sense of national realization” (Makhoul & Hon, 2013,
p. 8), and were produced by artists who mirrored their contemporary poets and musicians in imagining

the Palestinian nation (Makhoul & Hon, 2013). This period witnessed different European
interests in Palestine whose missions were to protect the non-Muslim religious minorities, which
lead to a European influence on the art scene (Boullata, 2009; Sherwell, 2019). For example, the
Russian Orthodox mission had its influence on the evolvement of a secular visual art from the
dominant religious form (Boullata, 2009). Key artists of this period were Nicolas Saig, Tawfiq
Jawhariyeh, and Daoud Zalatimo, as well as others who were their students, who had a role in a
transition of art from icon paintings (in churches) to figurative secular art (Boullata, 2009;
Makhoul & Hon, 2013). As per Makhoul & Hon, this transition was fast in comparison to its
European counterpart, and as figurative painting was starting in Palestine, it was ending in
Europe. According to the examples highlighted by Boullata, the paintings either represented
events in history such as Bible stories and Islamic scenes of conquest, or portraits of iconic
figures, or still life. Other forms of art existed in this period as well, which included local crafts
such as Armenian pottery, ceramics, as well as fellahi (villagers’) embroidery; arabesque art and
calligraphy, photography, and architecture (Ankori, 2006; Boullata, 2009; Makhoul & Hon,
2013).
The Palestinian landscape is depicted in some religious paintings. The Jordan River and
surroundings for example are portrayed in Baptism in the Jordan River (1940) by Khalil Halabi,
whereas in Nicolas Saig’s Escape of the Holy Family to Egypt (c.1920), dry stone walls and
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vegetation form the background of his paintings. Similarly, his Husseini Surrender (c.1918) has
some landscape elements in the background. His piece Caliph ‘Umar at Jerusalem Gates
(c.1920) shows the walls of Old Jerusalem and a plaza where people are gathered. Perhaps it is
mostly in the works of Tawfiq Jawhariyeh and Sophie Halaby that the landscape is the main
theme that is represented in this period. According to Boullata, tracing back the emergent art
movement pre-1948 is a hard task. This is due to the rupture in Palestinian society, the “dispersal
of Palestinian people”, the theft of artwork in urban homes, and the demolition of the
cosmopolitan cultural center in Jerusalem, the incubator of the art movement then (Ankori, 2006;
Boullata, 2009; Makhoul & Hon, 2013).

1948-1967: Nakba
Palestinian art in this period has two trajectories of development: on the one hand the traditional
crafts such as pottery and embroidery as well as religious icons continues the traditions of the
pre-Nakba period, and have their expression of the collective Palestinian identity; on the other
hand, ‘fine arts’, mainly represented in paintings, changes in style and content due the ‘sense of
fragmentation’ that marked this period (Ankori, 2006). The Palestinian visual art of this period is
mainly focused on portraying the displacement experience and exile inspired by the displaced
artists’ own experiences as well as their displaced communities (Ankori, 2006; Boullata, 2009;
Sherwell, 2018). The artists either portray the exile experience and the harshness surrounding it,
or portray idealized images of the lost homeland from memory (Ankori, 2006). According to
Ankori, the themes of representation are rootedness and displacement and are targeting both
Palestinian and international audiences. This was due to the dispersal of Palestinians around the
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world. The paintings styles were more realist and figurative, inspired by Europe, the Soviet
Union, and Latin America (Ankori, 2006).
The Palestinian landscape in this period is represented in two ways. First, the landscape is a nondominant composition that usually forms the background of exile paintings, where Palestinian
villages are either seen in the distance or destroyed (Ankori, 2006). According to Ankori in her
analysis to Ismail Shammout’s paintings, the people in the paintings usually have expressions of
grief, and there is usually an absence of young women and men. This absence is representative of
the loss of the motherland (young women/mothers) and the loss of heroic fighters (men/fathers),
leaving the elderly and orphaned children. However, young men and women are included in later
images during the early 1960s in response to the revolutionary movements and the creation of
the PLO, and the concentration on building a national identity that represents resistance to the
disposition (Ankori, 2006).
The second way the Palestinian landscape is represented is through the idealized image of the
artists’ hometowns in which they portray images of the everyday activities, festivities, and
harvest events of the lost homes. These images are drawn from memory and represent life before
the Nakba (Ankori, 2006). Examples are paintings by artist Ibrahim Ghannam. Although Ankori
discusses those images in the Nakba period, they were however produced in the 1970s as
indicated in both her book and Boullata’s book.
The dispersal of the Palestinian people led to the fragmentation of the Palestinian community
(Makhoul & Hon, 2013). This influenced the art produced by Palestinian artists in the diaspora.
As explained by Boullata, artists who stayed within the borders of the newly declared State of
Israel were separated from their fellow artists (residents and refugees) who lived in the West
Bank and the Gaza Strip (Boullata, 2009). Similarly, the Palestinian artists living in refugee
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camps or exiled outside the borders of Historic Palestine were totally disconnected from the
works of their fellow artists back at home.

1967-1987: Naksa
The Israeli military occupation of the West Bank and Gaza Strip in 1967 was a contributor in
some form of unity, or so to speak, of Historic Palestine. Under the occupation – in the West
Bank and Gaza – the production of art was difficult due to restrictions imposed by the Israeli
military, while visual art publication, whether in print or by holding exhibitions, was subject to
screening processes and confiscation, and many Palestinian artist were subject to arrest
(Sherwell, 2018). Producing art in this period was considered an act of patriotism and resistance.
The art among both the artists and audiences was a means of preserving and asserting a
Palestinian cultural identity that was under attack (Sherwell, 2018). Palestinian artists of this
period who resided in Israel represented a generation who grew up as second class citizens in
Israel and when they learned about the Nakba, their art was similar in nature to that of the artists
who represented and experienced the Nakba. Their art revolved about the memory of their
homeland and the “sense of belonging to the same homeland and a common culture in which
metaphors in visual expression often find resonance in verbal expression” (Boullata, 2009, p.
33). Palestinian artists In Historic Palestine produced artworks that are mainly in the form of
paintings, as observed in AlHoash & Sherwell (2011), Ankori (2007), Boullata (2009), Makhoul
& Hon (2013) and Mleahat & Mulloy (2018), while as per Boullata, Palestinian artists in exile
produced artworks that are abstract and relied on different material and techniques. Artists like
Mona Hatoum, for example, mainly in the early 1980s produced films and installations, while
Samia Halaby, Kamal Boullata leaned towards abstract forms.
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This period is identified by the emergence of “a new sense of collective identity” (Sherwell,
2018, p. 25). Paintings of the remembered land by Ismail Shammout and Ibrahim Ghannam
continued to inspire others, and the works of many artists revolved around the land and the
collective past (Ankori, 2006). To counter the restrictions in the use of national symbols in art,
the Palestinian landscape is introduced and regarded as the ‘locus of Palestinian identity’ and
was considered a ‘safe’ theme to express, as it was not censored by the Israeli occupation
(Sherwell, 2018). The Palestinian landscape theme started to be dominant in Palestinian art
starting from mid-1970s (Sherwell, 2018). Images of the rural Palestinian landscape and
representations of harvest activities, festivities and everyday life are very popular, and express
the relationship between people and their land and are found in the artworks of Ibrahim
Ghannam, Ismail Shammout, Nabil Anani, and Sliman Mansour. Other elements of the cultural
landscape, such as houses, terraced olive groves, sanasel (drystone retaining walls), and
manateer (villagers’ watch towers), are also found in the paintings of artists like Sliman Mansour
and Nabil Anani (Al-Hoash & Sherwell, 2011; Ankori, 2006; Boullata, 2009; Mleahat & Mulloy,
2018).

1987-1993: First Intifada
This period marked a turning point in Palestinian art in occupied Palestine and the transition
from figurative painting and classical form of expression towards experimenting with local
materials (Ankori, 2006; Khaldi, 2018; Sherwell, 2019). Two main reasons contributed to this
transformation in the Palestinian art scene: first was the inability to compete with the iconic
images of the First Intifada that were presented by the media and press (Ankori, 2006); and
second, the artists responded to the calls to boycott calls to Israeli products (Ankori, 2006;
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Boullata, 2009; Khaldi, 2018). This newly formed movement was called the Experimentation
and Creativity Movement and was established by four artists: Sliman Mansour, Nabil Anani,
Vera Tamari and Tayseer Barakat (Khaldi, 2018; Sherwell, 2018). However, artists in exile were
not affected by this movement, as observed in Ankori (2007), Boullata (2009) and Halaby &
Farhat (2014).
The representation of landscape transformed from mere imagery to include a sensory dimension,
in which the audience experiences the feel and smell of the art piece (Sherwell, 2019). Examples
of natural materials used in this period are: “mud, earth, cactus, olive leaves, olive oil, clay,
henna, herbs, olive oil soap, oranges, and water” (Sherwell, 2018, 2019). The experimentation
with new material led to abstractions in the produced forms while still incorporating familiar
Palestinian national symbols in the artworks (Khaldi, 2018).

1993-2000: Prospects of a Palestinian State
This period was marked historically with the signing of the Oslo Accords, establishment of the
Palestinian Authority (PA), and prospects for independence and a new Palestinian state
(Boullata, 2009). Palestinian artists of the diaspora were able to visit all parts of Historic
Palestine and got to explore what “home” was, as Vera Tamari explains in an discussion session
(Institute of Palestinian Studies, 2019a). As Tamari explains, this period witnessed meetings
between Palestinian artists in Palestine and artists of the diaspora which introduced the
Palestinian artists to the contemporary art scene. There was an exposure towards film making,
installations, performance art, and photography which introduced new languages of expression
(Institute of Palestinian Studies, 2019a). According to Tamari, the audience started to shift from
the popular to the intellectual, which required the artist to produce critical artworks. This,
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however, did not hinder the already existent Experimentation and Creativity movement, which
continued to produce artworks with local material and inspire the new generation of Palestinian
artists (Khaldi, 2018). The representation of the Palestinian landscape corresponded with the new
introduced languages of expression.

2000- Present: The Second Intifada and The Following Years
Palestinian visual art had a fast-paced evolution following the excessive force against
Palestinians demonstrated by the invasion of Palestinian cities, curfews, demolition of homes and
public institutions, closures, an abundance of checkpoints, movement restrictions on main roads
between Palestinian cities, increase of imprisonment, the ongoing siege of Gaza, the building of
the Separation Wall (which lead to the destruction of agricultural land), division of Palestinian
villages and separation of families, all of that in addition to the expansion of the illegal, under
international law, Israeli settlements (Boullata, 2009) . The beginning of the 21st century has seen
an emergence of a new generation of Palestinian artists, from within Israel, the West Bank, the
Gaza Strip, neighboring refugee camps, and in exile, who regardless of their whereabouts, are
able to draw from their Palestinian experience and use forms of expression beyond pictorial
expression, such as “video, photography, installation, and personal performance” (Boullata,
2009, p. 30). The Palestinian landscape continues to be a theme of representation since it is the
target of many Israeli military violations.
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Symbolism in Palestinian Landscape Art

“I will never forget the day that Bashir’s brother came with his father to Ramla. The
old man was blind. Upon entering he caressed the rough stones of the house’s façade
then he asked if the lemon tree was still there. We guided him toward the courtyard.
We put his hands on the trunk of the tree he had planted himself. He did not say a
word, but I saw great tears running down his cheeks. My father gave him a lemon.
He held it in his hand as he was leaving. Later, Bashir’s mother told me that the old
man used to be in the habit of pacing across their apartment carrying a wrinkled old
lemon whenever he could not sleep.” Rene Backmann April 23, 1998 in Then
Palestine (Towell, 1998, p. 105)

The use of symbols and icons in Palestinian visual art has been popular since before the Nakba,
and was manifested in the use of religious icons and natural patterns (Boullata, 2009; Institute of
Palestinian Studies, 2019b). Artists relied on symbols that were derived from poetry, literature,
and the revolutions against the colonial regimes, both the British and the Israeli (Institute of
Palestinian Studies, 2019b). Some elements of the Palestinian landscape were prominent in
Palestinian visual art as they were part of the revival of the Palestinian heritage that occurred
during the late 1970s and early 1980s (Sherwell, 2019). Some of these elements were the
Palestinian village, motherhood and motherland, olive trees, orange trees, and the cactus plant
(Abufarha, 2008; Ankori, 2006; Boullata, 2009; Nazer, 2008; Sherwell, 2019).
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Native Plants
Trees in the Palestinian landscape are imbedded with meaning and are associated with both
experience and memory for Palestinians (Nazer, 2008). Many Palestinians regard trees to be
symbolic representations on many levels. Palestinian native trees are widely represented in the
work of Palestinian visual artists (Nazer, 2008).

The Olive tree is considered the most significant symbol in the Palestinian landscape. It is
considered holy since it is mentioned both in the Qur’an and the Bible. It primarily symbolizes
Palestinian identity and the attachment of Palestinian farmers to their land (Nazer, 2008). The
olive tree represents rootedness and steadfastness which is manifested in harvesting activities
(Sherwell, 2019). Olive harvesting activities and olive groves’ maintenance reflect strong family
and social ties in addition to a high sense of community, since harvesting is usually a communal
event (Abufarha, 2008). As Abufarha mentions, planting olive trees represent reciprocity and
continuity between past, present, and future generations.
Orange trees were mostly planted on the coastal plains of pre-1948 Palestine with Jaffa as the
city most well known for its oranges and orange industry in the 1930s and 1940s, which was a
source of pride for Palestinians. The orange groves along the coastal plain were taken over in
1948, as well as the orange industry brand “Jaffa Oranges”, by Israeli militias. This theft, as
described by Palestinians, lead to the association of oranges and orange groves with the loss of
land, loss of life, and a symbol of the displacement of the Palestinian population. Oranges are
represented in Palestinian literature as well as the visual arts (Abufarha, 2008). The novelist
Ghassan Kanafani was known for his use of oranges as a symbol of connection between
displaced Palestinians and their land, while artists like Ismail Shammout and Sliman Mansour
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are known for utilizing the oranges in their artworks. The oranges also represent Palestinian
identity especially when referring to the lands of Historic Palestine lost in 1948, and Palestinian
rootedness in place when paired with harvest activities (Abufarha, 2008; Boullata, 2009).
Cactus plants symbolise the community and social bonding in Palestinian villages. Historically,
the sabra (cactus) was normally planted to demarcate boundaries between orchards and olive
groves and were considered, like fences, shared property between the two sides (Abufarha, 2008;
Nazer, 2008). The cactus produces a sweet fruit in July, and cactus season is considered special
amongst Palestinians. The harvest is a communal event, and so is eating the fruit. Sabra, the
Arabic name, comes from Saber which translates to “patience” in English. It symbolises the
resilience of the Palestinian people (Abufarha, 2008). The cactus was also found on the borders
of Palestinian villages in Historic Palestine, and while the villages were destroyed, the cactus
plants are still present and are used now as indicators of the destroyed places. The cactus is
considered as a keeper of the memory of those villages (Abufarha, 2008). In later years the
cactus proved to be resilient in the face of the Israeli attempts to bulldoze Palestinian land, and
symbolizes the resilience, peoplehood, belonging, attachment, and rootedness of the Palestinian
people and their land (Abufarha, 2008; Boullata, 2009).
Other trees gained value as they were mentioned in the holy books, such as oaks and fig trees,
which are also very prevalent in the Palestinian landscape (Nazer, 2008). Trees like apricot,
poplar, pomegranate, carob, pine and mulberry have value associated with daily use and special
occasions (Nazer, 2008). Other plants that carried special symbolism are the poppy which
represents the sacrifice of martyrs in defending their land. According to ancient tales from the
Canaanite, Phoenician, and Greek eras, the red colour of the poppy is believed to originate from
the blood of the fallen. “The poppy symbolizes the relationship of exchange and reciprocity
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between the Palestinians’ life and the land of Palestine where the Palestinians’ bodies give life to
the land of Palestine” (Abufarha, 2008, p. 362).
The Palestinian Village
The Palestinian village became the symbol that represents Palestinian national identity in the late
1970s and early 1980s as part of the revival of the Palestinian heritage movement. When the
Israeli military-imposed restrictions on the visual arts, the Palestinian village was adopted as a
symbol by many Palestinian artists under occupation, since it was considered ‘safe’ and escaped
the Israeli censors (Sherwell, 2019). The Palestinian village was portrayed by Palestinian artists
in a utopian way, where elements of different Palestinian villages were used to construct an
idealized composite image (Sherwell, 2019). The ideal image of the Palestinian village
represents home and is embedded with nostalgia for the past that contradicts the brutal reality of
the Occupation (Sherwell, 2019).
Motherland and Homeland
Motherland and motherhood are another theme highly adopted by Palestinian artists under
occupation. Generally, images of Palestinian villages contain female figures which are associated
with Palestinian identity since they (the female figures) are wearing the thob (a traditional dress
decorated with embroidery patterns specific to certain a geographical area) (Sherwell, 2019).
This correlation between the female figure and homeland is also of dominance according to
Sherwell (2019). Palestine, as for many other countries, is referred to with feminine pronouns in
the Arabic language. In Palestinian poetry, Palestine is described as a woman, mostly as a
mother, as found in Fadwa Tuqan’s poetry (Sherwell, 2019) and as a mother, sister, and beloved
one as evident in Mahmoud Darwish’s poetry (Hamzah, 2009). The mother figure, maternal
symbolism, and Palestine as a motherland have been dominant in all forms of Palestinian art
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including visual art (Sherwell, 2019). The bond between Palestinians and Palestine is expressed
as a maternal bond, and attachment to the land can be compared to attachment to one’s mother.
Key of Return and Keffiyeh
The Key of Return has been a powerful symbol for Palestinians since the Nakba, and it is a
reoccurring element in Palestinian visual art (Ankori, 2006). Palestinians who fled their homes in
1948 have held onto their house keys and house deeds, their proof of ownership (Said, 1986 as
cited in Ankori, 2006). The Key of Return, as indicated in the name, symbolises the hopes of
refugees to return to their homes in Historic Palestine. It is also coded with loss, longing, and
nostalgia (Institute of Palestinian studies, 2019b).
Another symbol of Palestinian identity is the keffiyeh or hatta, which is a head cover used
traditionally by Bedouin men as protection from the sun (Damluji & Biswas, 2010). For
Palestinians, the keffiyeh acquired a national identity since it was used by Palestinian fighters,
and later by Yasser Arafat (Renfro, 2018). The Keffiyeh is adopted in Palestinian arts as well as
the visual art to symbolize identity and resistance (Institute of Palestinian Studies, 2019b).
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Chapter 3: Research Design & Methods
Literature and theories related to place attachment, place attachment in the Palestinian context,
and a review of Palestinian art history were discussed in the previous chapter. This chapter
explains the methodology used to investigate and analyze the data to obtain reliable and valid
findings. As indicated earlier, studies on place attachment utilize either quantitative methods to
measure place attachment, or qualitative methods to uncover the meaningful relationships with
place, or a combination of both (Hernández et al., 2014; Scannell & Gifford, 2014). Armstrong
(2004) highlights the need for a different approach to study and uncover the relationship between
people and place. This thesis employs art-based research methods to develop a place attachment
narrative of the Palestinian landscape.

Art-based Research and Place Attachment
Art-based research has been adopted recently by place attachment researchers (Wang et al.,
2017)). To reiterate what was mentioned in the Chapter one (p. 6), there are three different
approaches to employ art-based research according to Wang et al (2017). The first approach is
‘art as research’ in which the art integrated in the research process as a way of inquiry; the
second is ‘art in research’ where the art can be used as a tool to produce or represent data as a
methodology or a means to an end; the third approach is ‘research about art’ in which art
provides the data to be analyzed (Wang et al., 2017).
My research fits under the “research about art” classification introduced by Wang et al. (2017);
art under this classification provides the content to be studied and analyzed. The art is already
produced outside the scope of the research, and I am, as a researcher, considered an observer of
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the art with an outsider’s perspective (i.e. not involved in the process of art-making) (Wang et
al., 2017). The authors specify five forms of art used in art-based research. A researcher can
focus on one form or a combination of forms. These forms are visual art, sound art, literary art,
performing art, and new media (Wang et al., 2017).

Visual Discourse Analysis
Rose defines discourse as “a particular knowledge about the world which shapes how the world
is understood and how things are done in it” 11 (Rose, 2007, p. 142). Simultaneously, she refers to
‘art’ as discourse of its own, concerned not only with the ‘visual images’ themselves but also
‘the knowledge’ around them. Albers (2007) argues that visual media produce a ‘visual text’ that
classifies as a language. “Visual discourse analysis”, on the other hand, is an interpretive
research method that is concerned with the analysis of art as a language and that seeks out how
images contribute to the construction and production of specific meanings within a particular
community or social world (Albers, 2007; Deming & Swaffield, 2011; Rose, 2007). Rose
indicates that visual discourse analysis is a persuasive approach used to construct “a discursive
formation” which is “the way meanings are connected together in a particular discourse” (Rose,
2007, p. 142), while Deming & Swaffield identify one way that discourse analysis can be used is
to “investigate the narratives that are imbedded in written accounts” (Deming & Swaffield, 2011,
p. 163). I intend to use visual discourse analysis to investigate the place attachment narrative
imbedded in Palestinian visual arts.

Rose simultaneously cites Nead’s definition of discourse as “a particular form of language with its own rules and
conventions and the institutions within which the discourse is produced and circulated” (Nead, 1988 as cited in
Rose, 2007 p 142)

11
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Rose defines two types of visual discourse analysis: (1) visual discourse analysis I is concerned
with the analysis of the “visual images” either produced within or which produce a particular
discourse. (2) visual discourse II is more concerned with the “practices of institutions” and their
ideologies rather the images themselves (Rose, 2007). Since place attachment is a personal bond
between people and their places of significance, I will focus on utilizing Rose’s first type of
visual discourse analysis to analyse the representations of the Palestinian landscape in relation to
place attachment as portrayed by Palestinian artists.
This thesis is classified under the “research about art” category of art-based research. The art in
this thesis is used as data to be analyzed. As outlined before, the representation of the Palestinian
landscape and place attachment to the Palestinian landscape are the interests of this study.
Therefore, the following selection criteria have been established:
1. The selected artworks are to be representative of the Palestinian landscape and its
elements;
2. The selected artworks are to be representative of the artist as individuals;
3. The selected artworks are to be non-representative of Palestinian political parties and
their ideology; and
4. The selected artworks are to be produced after 1948.
Rose (2007) suggests three strategies for finding sources of data: first, is to define a starting
point that can be “productive, interesting or provide theoretically relevant results” (Rose, 2007,
p. 149); second, is to widen the search by pulling out more images and text from sources using
other research methods, including but not limited to snowballing techniques, conducting
interviews, and browsing other researchers’ works; lastly is knowing where and when to stop,
which can be identified when the researcher has “enough material to persuasively explore the
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intriguing aspects” (Rose, 2007, p. 150). For this thesis, the Intimate Terrains: Representations
of a Disappearing Landscape exhibition in Birzeit, Palestine, provided the starting point for the
data collection. Since the exhibition comprised 58 artworks 12, it was decided that the exhibition
would provide the stopping point as well. The artworks displayed in the exhibition are analyzed
within a wider visual art context extracted from other Palestinian visual art history sources.
Figure 17, Research Design Flowchart (on page 50), demonstrates the way in which the visual
discourse analysis methodology was applied in this thesis.

Data Selection
The primary data source for this investigation is the artworks featured in the exhibition called
Intimate Terrains: Representations of a Disappearing Landscape. The exhibition took place in
the Palestinian Museum in Birzeit, Palestine (April 2nd 2019 -December 31st 2019). The
exhibition explored the Palestinian landscape as portrayed by different generations of Palestinian
artists, both in Palestine and in the Palestinian diaspora, and how the representation of landscape
has changed over time (Palestinian Museum, 2019).
Following Rose’s guidelines, the Exhibition Catalogue was established as the starting point for
the data sources. The exhibition displayed artworks that spanned from the pre-Nakba period
(prior to 1948) until early 2019. The Exhibition Catalogue – obtained from the Exhibition’s
guest curator Dr. Tina Sherwell – provided images of the artworks, accompanied by the artists’
statements in addition to an essay – written by Sherwell – discussing the artworks thematically.
While the exhibition was curated, and the artworks were chosen by the curator based on her

A series that comprised of multiple pieces is considered as one artwork in this thesis. The Exhibition included 87
individual art pieces, that were executed by 36 artists.

12
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vision and her understanding of what constitutes a representation of the Palestinian landscape,
the exhibition was considered the largest exhibition in Palestine to ever have displayed
Palestinian visual art and landscape art (Parry, 2019). Based on the size and reach of the
exhibition, and after the examination of the content of the exhibition, the artworks displayed
were considered to be suitable as the primary data for analysis.
Following Rose, the next step involved widening the sources for analysis. This included tracking
down sources written in English about Palestinian art and Palestinian artists. These sources
provided a wider context for the artworks displayed in the exhibition and include the following
main resources: Kamal Boullata’s Palestinian Art from 1850 to the Present; Bashir Makhoul and
Gordon Hon’s The Origin of Palestinian Art; and Gannit Ankori’s Palestinian Art. In addition,
other resources written about Palestinian artists and their work were consulted. These sources
are: Mleahat and Mulloy’s Nabil Anani: Palestine, Land and People; Maymanah Farhat’s Samia
Halaby: Five Decades of Painting and Innovation; and Al Hoash and Tina Sherwell’s Sliman
Mansour.
This step also include the review of additional sources such as peer reviewed journal articles that
were accessed through the University of Guelph library website, and interviews with artists or
about the work of artists, obtained from artist websites, YouTube, the Palestinian Museum social
media platforms, and the website of Zawyeh Gallery, which is an independent visual art gallery,
located in Ramallah and Dubai, that promotes established and emerging Palestinian artists in
Palestine and the diaspora (Zawyeh Gallery, 2020). These sources will be referred to as the
secondary sources.
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Place Attachment to the Palestinian Landscape
Goals & Objectives/ Research Criteria

Literature Review
Place Attachment
(PA) Indicators

Place Attachment
Theory

Palestinian
context

History of Palestinian
Visual Art

Visual Discourse Analysis

Data Selection

Intimate Terrains Exhibition

Data Organization
By Timeline

Coding -

Pre-defined themes

Coding -

PA indicators

Development of Place Attachment Narrative

Synthesis and Discussion

Conclusion

Figure 17 Research Design Flowchart (Author)
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Narrative
Timeline

By the time the exhibition was selected for analysis, it was still running. Travelling to Palestine
and experiencing the exhibition in situ was difficult. I had, however, enjoyed the exhibition as a
visitor, rather than a researcher, during an earlier visit to Palestine, which ignited my interest in
landscape representations in visual art. I was able to obtain a PDF version of the Exhibition
Catalogue, which became a primary data source. Simultaneously I relied on the Palestinian
Museum website, and the Palestinian Museum Instagram page for additional insights about the
artworks through “artwork of the week” posts or interviews with some artists. I also had a copy
of the English version of the Exhibition Guide 13 obtained in July 2019 during my visit to the
gallery. Although the lack of actual presence might affect the analysis of the work as artwork, the
thesis, however, is concerned with the analysis of the visual content of the artworks in regard to
their representation of the landscape and their expressions of place attachment. The quality of
analysis then is not affected by being at the exhibition or not. In fact having a printed version of
the artworks provided more sustained access to them, as well as more time to be able to analyze
and study them.
As highlighted earlier, the artworks were mainly accessed through the Exhibition Catalogue. The
exhibition, however, included seven videos and one photo book. Four of the videos were
accessed on Vimeo and YouTube, while the other three were not published publicly and could
not be accessed. An understanding of the un-accessed videos’ content was formed by reading the
accompanying artist statements, as well as interviews with the artists about their videos, accessed
on YouTube. The photo book was accessed on Vimeo.

The Exhibition Guide is a general publication that accompanies tours in the Exhibition, provides brief information
about the featured artworks, as well as their location in the Exhibition.

13
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To construct an art-based place attachment narrative of the Palestinian landscape, two objectives
are identified. The first is to define place attachment indicators for the Palestinian people and the
Palestinian landscape, and the second is to build an understanding of place attachment as
portrayed in Palestinian visual art by conducting a visual discourse analysis of Palestinian visual
art.
Data Analysis
As a first step, the artworks were extracted from a printed version of the exhibition catalogue,
printed from the PDF version, after which they were organized in a chronological order
following the timeline – or framework – outlined in the literature review (figure 18).

Figure 18 Chronological data organization following the Narrative Framework (Author)

The next step was to assign each artwork with its corresponding theme as outlined in the
Exhibition Guide. The Exhibition Guide classified the artworks by themes and included names of
artists and their artwork and some visuals, as shown in appendix 1. The visuals in the Exhibition
Guide provided a more efficient and faster way to complete this process than referencing to the
Exhibition Catalogue. After the examination of the individual artworks as outlined in the
Exhibition Catalogue (part of step 3 below), it was discovered that they were not consistent with
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their categorization in the Exhibition Guide. A few artworks were listed under different themes;
for example, Amer Shomali’s Post “Visit Palestine” poster was classified under Distance and
All that Remains theme in the Exhibition Guide, and under the Archaeology of Place theme in
the Exhibition Catalogue. Another difference between the Exhibition Guide and Catalogue was
the Distance and All That Remains theme in the Exhibition Guide was broken down into two
themes in the Exhibition Catalogue: Distance, and All That Remains. Since the Catalogue was
more thorough in discussing the artworks, the themes outlined in the Catalogue were adopted for
the analysis. The predefined exhibition themes are outlined in appendix 2.
The third step included further examination of each artwork against the context of the time
period in which it was produced. This process relied on the Exhibition Catalogue and the
secondary sources outlined in the ‘widening your sources’ data selection process. This phase
included: looking at the artwork as an individual piece; reading the accompanying artist
statement; noting the title of the artwork and the artist’s use of material; noting how the
landscape is represented; checking the secondary sources and cross-referencing each artwork in
the exhibition with its contemporary artworks and other artists in the same time period, as well as
the artist’s body of work, with concentration on landscape art. The artwork was then coded for
the place attachment indicators outlined in the literature review (see appendix 3).
Al Naksa &
Occupation

Peace Prospects
& Hope

Palestine before
the Nakba

Al Nakba
& Loss

st

The 1 intifada &
Experimentation

Figure 19 Art-based place attachment narrative framework
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nd

The 2 intifada:
fragmentation
and separation

Lastly, a narrative framework is developed (figure 19 above) and a place attachment narrative is
constructed, in which the artworks are discussed chronologically and grouped by the exhibition’s
theme. It is worth noting that since most of the artworks in the exhibition were produced after the
year 2000 and little has been written about them in Palestinian art history sources, they were
discussed in context with each other. Please see appendix 4 for a detailed record of the data
organization and coding for place attachment indicators of the artworks.
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Chapter 4: Place Attachment Narrative

This chapter constitutes the detailed analysis of the individual artworks in accordance with the
methodology of visual discourse analysis culminating in art-based place attachment narrative for
the Palestinian landscape. A brief recap of the of the process is stated below. Please also refer to
figure 17 page 50.
The data that forms the basis for the following analysis is derived primarily from the Intimate
Terrains Exhibition’s content. Artworks are extracted from the Exhibition Catalogue, and then
organized chronologically based on the narrative framework that was derived from the history of
Palestinian art discussion in the literature review. Each artwork is then coded for the pre-defined
exhibition themes, and then examined in reference to the context of the time period in which it
was produced. The secondary sources provide the basis for the wider context, and the focus is on
landscape art. Simultaneously each artwork is coded for place attachment indicators. The artbased place attachment narrative is then constructed, comprised of the following time periods (as
illustrated also in figure 19 above):


Pre-1948: Palestine Before Al Nakba



1948-1967: Al Nakba and Loss



1967-1987: Al Naksa and Occupation



1987-1993: The First Intifada and Expirementation



1993-2000: Peace Prospects and Hope



2000-Present: The Second Intifada; Fragmentation; and Separation
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Pre 1948: Palestine Before Al Nakba
This period is represented by three paintings by
the artist Tawfiq Jawharieh painted around the
1930s (Sherwell Altakruri, & Shrouf, 2019). These
paintings are The Palace, Alhambra, and
Untitled; they were categorized under “The
Unrecognizable Landscape” exhibition theme.
One painting (The Palace) is shown in figure 20
as an example. Similar in style and colour
scheme, the three paintings represent
romanticized scenes including open water,
columns, and idealized landscapes, which were

Figure 20 Tawfiq Jawharieh, The Palace (c.1930) oil on
canvas (Sherwell et al., 2019, p. 188)

inspired from photographs and the artist’s
imagination (Boullata, 2009; Sherwell et al., 2019). Tawfiq Jawharieh, an apprentice for an
Armenian iconographer, worked with Nicolas Saig (who according to Boullata is considered one
of the pioneers of religious iconography) on commissioned work in churches in Jerusalem. He
was also the son of Jiris Jawharieh, also a painter (Boullata, 2009). Religious missionaries from
Europe and Russia influenced Palestinian artists like Jawharieh and his generation and is evident
in the early nineteenth century artworks in Palestine (Ankori, 2006; Boullata, 2009; Makhoul &
Hon, 2013). Jawharieh later developed his own style in painting (Boullata, 2009), and he was
considered among the key artists who lead the transformation of Palestinian art from religious
iconography to the secular (Ankori, 2006; Makhoul & Hon, 2013), moving away from painting
for churches and more towards representing Palestinian life, including the landscape. The
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romanticized picturesque style was starting to fade in Europe and emerging in Palestine
according to Makhoul & Hon. Calligraphy art was another form used by Palestinian artists in this
period, which is inspired by Islamic art (Makhoul & Hon, 2013) Artists like Jamal Badran
incorporated Arabic text with floral motifs inspired by the Palestinian landscape in his craft
works (Boullata, 2009). The Palestinian landscape in this period was featured in paintings of
Biblical events or Islamic conquest scenes, as observed in Ankori (2006), Boullata (2009), and
Makhoul & Hon (2013).
As figure 20 shows, the painting represents the Palestinian landscape in an idealized picturesque
way (Sherwell, 2019), with classical architecture in the foreground, mountains in the background
indicating a beautiful view, and no presence of humans. The presence of water may indicate the
richness of the landscape, as water itself is considered a scarce resource in the area. Described as
a serene and tranquil landscape by Boullata, a Palestinian looking at these landscape paintings
now cannot recognize either the location, the landscape, or the serenity and tranquility of the
setting. In terms of place attachment, these paintings may be associated with a distant
imaginary memory of what used to be or never was. There is uncertainty in the association with
the landscape represented in the paintings, especially if compared to landscapes represented after
the Nakba.
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1948 – 1967: Al Nakba and Loss
The Exhibition featured three artworks by
Sophie Halaby, The Mount of Olives Series of
two paintings executed between 1940-1950,
and two untitled paintings executed in 1954.
Halaby’s paintings were categorized under
the “Elusive Viewpoints” exhibition theme.
Halaby has a similar colour scheme amongst
the three artworks that are derived from the
natural colours of the Palestinian landscape
of the central highlands, primarily around
summertime, (figure 21). Halaby’s paintings

Figure 21 Sophie Halaby, The Mount of Olives Series (c19401950) Watercolor and ink on paper (Sherwell et al., 2019, p. 118)

primarily portray the landscape of Jerusalem from a non panoramic viewpoint as if she was
looking through a window (Sherwell et al., 2019). Her focus is still life and the landscape of
Jerusalem (Boullata, 2009), especially the Mount of Olives (Sherwell et al., 2019), now a wellknown neighbourhood in East Jerusalem. According to Boullata (2009), Halaby resided in the
eastern part of Jerusalem after her family fled Israeli attacks on the western part of the city in
1948. The exhibited artwork shows no presence of people and a lack of focus in detailing the
landmarks; she is focusing on the rhythms and patterns of the landscape itself (Sherwell et al.,
2019). Boullata points out the repetition and continuity in her Mount of Olives drawings over the
course of her life as an artist, as well as the female body with nearly the same colour palette
(Boullata, 2009). Perhaps this repetition of images of the same place represents a special bond
and an association to that place, as suggested in description of her artwork in the Exhibition
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Catalogue. The narrow views she portrays
represent a more intimate relation to the
homeland (Sherwell et al., 2019). Halaby’s
representation of the Mount of Olives in
figure 21 is fairly similar to the photographic
view of the Mount of olives in figure 22. This
observation follows the trend amongst the
internally displaced artists, as outlined by

Figure 22 View towards mount of Olives c.1910, (Persekian,
2017, p. 70)

Boullata earlier, of portraying a figurative landscape. Based on this, its worth noting that the olive
trees here are probably included as part of the original scene and are not included for their
symbolism. According to Boullata, Halaby is considered one of the pioneer female urban artists
in the Palestinian art scene; however the rhythms and patterns in her work are echoed in the
villages by Palestinian embroidery, which by relies on patterns in nature, and has been led
mainly by Palestinian female villagers (Ankori, 2006). Her other two paintings in the exhibition
also represent mountains of the Palestinian landscape, and follow the same style. Comparing the
three artworks to the Palestinian landscape now (figure 23), one can only observe the tremendous
change that has occurred, especially by the Israeli occupation. Halaby’s work can be seen in the
current moment in time as a nostalgic look to the past, in which signs of occupation did not exist.
According to (Sherwell, 2019), Halaby witnessed the transformation of the Palestinian landscape
caused by the Israeli occupation in different time periods, but her paintings always portray the
landscape as if it has never changed (Sherwell, 2019). Being classified in the exhibition in the
“Elusive Viewpoints” theme comes to assure that these landscapes she presented are not
anymore attainable to Palestinians, out of reach landscapes. That is true about landscapes of
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Jerusalem nowadays in general: a city out of reach for most Palestinians. In terms of place
attachment, Halaby’s work can be read as imbued with emotion for a place, representing the
homeland unchanged, and a nostalgia for what once was.

Figure 23 Mount of Olives now, (Shiva, 2013)

The artwork by Sophie Halaby cannot be considered to be
representative of all the artwork following the Nakba period
that stretched over twenty years. Isma’il Shammout (19302006) also experienced the Nakba as his family were forced out
of Lyyda (on the Mediterranean coast) and settled in a refugee
camp in Gaza (Boullata, 2009). His paintings, unlike Halaby’s
are dominated by people experiencing the exodus, the physical
detachment and uprooting of the homeland, as seen in figure
24. Shammout’s artwork is focused on representing the
Palestinian refugee experience and emotions in multiple
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Figure 24 Ismail Shammout, Whete to?
1953, oil on canvas, Picture internet, text
GA p49

versions of his artwork that span his life as an artist (Ankori, 2006; Boullata, 2009). According to
Ankori, the loss of homeland is represented in the absence of women in Shammout’s paintings
which portray the refugee expulsion and walking journey (Ankori, 2006). Memory and
nostalgia are dominant in Shammout’s paintings in the 1950s as observed in Ankori’s
Palestinian Art and Boulatta’s Palestinian Art from 1850 to the present. The theme of memory
continues in his later works as he persists in portraying the experience.

1967-1987: Al Naksa and Occupation
Across this period a total of five artworks belonging to three artists are displayed in the
exhibition. The artworks stretch across three of the exhibition themes as follows:
(1) The Unrecognizable Landscape: Samira Badran’s Jerusalem Nightmare and Self Portrait,
both executed in 1978;
(2) Motherhood and Dreamscapes: Sliman Mansour’s Yaffa (1979); and
(3) Traces of Memory: Walid Abu Shakra’s Prickly Pear Cactus and Olive Tree at al Batten
(1982) and Mintarat al Batten (1981).
The artworks are concentrated in the late 1970s and early 1980s, right around the emergence of
the landscape as a theme of representation in Palestinian art. Samira Badran’s pieces have a
similar colour scheme and style. Badran was born in exile to a family originally from Haifa on
the north Mediterranean Coast; the family ended up in Libya after 1948 (Boullata, 2009). The
Badran family moved back to Palestine and resided in Ramallah (a city to the north of Jerusalem)
just before the 1967 War and the occupation of the West Bank and Gaza Strip (Boullata, 2009).
Badran witnessed the war as a teenager, and the memory of the deformation of the homeland by
61

the Israeli Occupation resonated with her
and is later evident in her work, as seen in
figures 25 and 26 and other examples on her
website. Her work illustrates the machines,
equipment and tools used by the Occupation
(see figure 27 below) – over the years and to
the present day – indicating the
estrangement of the homeland, the

Figure 25 Samira Badran, Self Portrait (1978), Ink and
Watercolour on Brown Paper (Sherwell et al., 2019, p. 128)

landscape, cities, and even the self (Sherwell
et al., 2019). Her self-portrait in figure 25
has yet another layer of estrangement due to
the social restraint on women in Palestine
(Sherwell et al., 2019). The coastline and sea
can be interpreted as a reference to her
family’s Haifa origin. In her work the

Figure 26 Samira Badran, Jerusalem Nightmare (1978), ink and
Watercolour on Brown Paper (Sherwell et al. 2019, p.127)

familiar is missing, and so is the idealized landscape represented by other artists in this period.
Her focus is on the instruments of Palestinian physical detachment and estrangement from
their surroundings. The focus then is on not only on what was lost, but also the tools that caused
the loss (see figure 27).
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Figure 27 Israelis bulldozing the Palestinian houses in front of the Western Wall dated 1967 (Persekian, 2017, p. 74)

Sliman Mansour’s focus on illustrating the landscape took place around the mid 1970s,
especially representing the Palestinian village (Sherwell, 2011). The emergence of the
Palestinian landscape as a main theme of representation after the mid 1970s resulted in an
abundance of illustrations of the Palestinian landscape, the Palestinian village, and associated
harvest activities. This observation comes from looking at the art produced by artists as
illustrated in my secondary sources. Yaffa, (Arabic for Jaffa) by Mansour, (figure 28) serves as
an example and a representation of his work and other artists’ work in this period. These works
include Ismail Shammout’s Pomegranate (1987), Ibrahim Ghannam’s Olive Harvest, The
Harvest (1979), Home Courtyard (1974), Al Yajur Dabkeh Dance, and Threshing Ground
(1972). Ghannam was in exile in refugee camps in Lebanon when his art was produced. His
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paintings are inspired by his memory of his
homeland and the everyday activities of Yajur
village near Haifa (Boullata, 2009). Nabil Anani
is another artist who portrays the Palestinian
landscape, perhaps a bit differently in style to
the previously mentioned artists, but similarly in
concept, as in his Halhul paintings in 1977 and
1978, Embroidery (1985), In Front of Our
House (1986), Tal Al Za’tar (1982), Deir ibzie
(1981), Martyr’s Mother (1977), Kana Lana
Figure 28 Sliman Mansour, Yaffa (1979) Oil on Canvas
(Sherwell et al., 2019, p. 134)

Bayarah (1977).

Sliman Mansour was amongst the Palestinian artists leading the Palestinian identity discourse:
social, political, and artistic (Sherwell et al., 2019). As the artist explains, Yaffa was produced to
counteract the attempt to erase Palestinian identity. In the painting “the colours reflect vivid
popular emotions, the warmth of passion, longing for the lost part of the land, and the attachment
to it at the same time” (Mansour, 2019, p. 135). In the painting, an orange grove in harvest
season is illustrated, where traditionally the women were an integral part in the harvest activity
as they appear in the background. Including the women in artwork is a direct reference to the
motherland, while the oranges represent the lost land. The painting’s name falls into Mansour’s
tradition of naming his paintings after the names of cities and villages 14 (Boullata, 2009), where
he and artists of his generation use the painting names to “mark the distance between a past

The State of Israel since its creation has policies of intentionally replacing Arabic place names with Hebrew
names from the Bible or with reference to Jewish history (Benvenisti, 2000; Weizman, 2007).

14
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moment and a present one, thus bringing into focus the cultural connotations of the intimate
association of home” (Boullata, 2009). Bridging the past and the present allows for the
continuity of a collective memory of the land to pass on to future generations to ensure the
attachment to their land is not lost. The woman in the foreground is illustrated holding oranges
she has picked, dressed in a traditional Palestinian thoub (a traditional embroidered dress, where
each region had a specific pattern) while looking in the horizon representing loss (Sherwell,
2019). Both the Palestinian village and the female figure in Mansour’s drawing represent the
identity of Palestinians and the Palestinian landscape. Anani at this time was also focusing on
the Motherhood and land concepts that are carried out through to his present works. Mansour’s
painting is listed under the motherhood and dreamscapes exhibition theme; however, place
attachment is also detected by nostalgia, memory of the land, and the asserted identity which
are all coded in the painting.
Walid Abu Shakra is another artist who associates places’ names with his artwork titles to
“articulate the natural connotations of home” (Boullata, 2009, p. 261). Abu Shakra names his
drawings after Palestinian places that no longer exist on Israeli maps (Boullata, 2009), (see
footnote 14 above), acting, in a sense, as a saviour of the memory of the place. The two artworks
in the Exhibition have the same style and are representative of his other work as observed in
Boullata (2009). His work figuratively represents the natural elements of the Palestinian
landscape and lacks human presence, while traces of human activity are detected (Boullata,
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2009), as seen in figure 29. The artist’s
logic is his intention to document and
preserve the landscape before it disappears
due to urban development (Sherwell et al.,
2019). Mintarat (in figure 29) means a
watchtower, and al-Batten is a hill adjacent
to Umm el Fahem, Abu Shakra’s
hometown inside the Green Line (i.e
within Israel) (Makhoul & Hon, 2013).

Figure 29 Walid Abu Shakra, Mintarat al-Batten (1981) Drypoint
etching (Sherwell et al., 2019, p. 68)

Mintarat or Mintar is a stone structure found in the Palestinian countryside, which functions as a
summer house for Palestinian families who attend to their land (R. Shehadeh, 2008). Abu
Shakra’s illustrations are full of ‘landscape codes’ and familiar landscape elements (Boullata,
2009): almond trees (which hold a significant aesthetic value especially as they bloom in spring),
olive trees (a symbol of rootedness and identity), and the cactus (the symbol of memory of
destroyed villages). Even the names of places are codes for the native Palestinian, according to
Boullata. Abu Shakra’s drawings were executed in exile in London, UK and are inspired by his
childhood memories and pictures he took of his homeland (Boullata, 2009). Walid Abu
Shakra’s work was an inspiration to his cousin, Asim Abu Shakra, who is known for his artwork
about the cactus plant. But unlike his cousin, the cacti illustrated by Asim Abu Shakra are mostly
contained in pots and placed on windowsills, representing the status of uprootedness and denial
of identity within the borders of Israel (Boullata, 2009).
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1987-1993: The First Intifada and Expirementation
The exhibition featured two artworks for two artists in this period distributed on two exhibition
themes as follows:
(1) Traces of Memory: Vera Tamari’s Rhythms from the Past (1989)
(2) Belonging: Sliman Mansour’s Jifna (1992)
Both artworks are executed using local material, which lines up with the transformation in the
Palestinian visual art scene following the eruption of the First Intifada, from images of the
landscape to the use of landscape elements to represent place (Makhoul & Hon, 2013). As
mentioned earlier, many of the Palestinian artists in the Occupied West Bank and Gaza Strip
boycotted materials obtained from Israel, such as painting supplies (Ankori, 2006; Boullata,
2009; Makhoul & Hon, 2013; Sherwell, 2019).
Tamari and Mansour, along with Anani and Barakat, whose similar works are included in the
Exhibition, started using natural and found materials during the First Intifada and continued until
present years, thereby influencing later generations of Palestinian artists (such as Johny Andonia
for instance, discussed later in the Second Intifada period) to experiment with local materials, as
observed in Ankori (2007), Boullata (2009) and Makhoul & Hon (2013). The significance of
natural materials is derived from (1) the cultural heritage – materials used in crafts, like clay
(Makhoul & Hon, 2013) (2) vernacular architectural materials like the use of mud, stone, and
native trees in buildings and interiors (Makhoul & Hon, 2013) (3) vernacular building techniques
(Sherwell, 2019), and (4) natural material and native plants popular amongst villagers (Boullata,
2009) such as olive trees and their products, the cactus plant (Sherwell, 2019), and native herbs
and spices (Makhoul & Hon, 2013).
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The use of natural materials in artwork “bears a
literal and symbolic relationship to the land”
(Makhoul & Hon, 2013, p. 209), and as Mansour
explains about Jifna (figure 30): “I did not draw the
land in a natural landscape, but I drew the landscape
with natural material” (Mansour, 2019, p. 130). The
use of natural material in Mansour’s and Tamari’s
works confirms the concept of belonging to the land

Figure 30 Sliman Mansour, Jifna (1992), Mud, henna,
colour powder on jute and wood (Sherwell et al., 2019,
p. 131)

and preserving the memory of place as the
Exhibition themes suggest. Again, Mansour uses a place name as a title for his work in
association with home. He also aims at resisting the erasure of the land’s history, by evoking the
memory, this time through the senses, especially through scent (Mansour, 2019), and utilizes it
to map the identity of the place.
In Rhythms from the Past (figure 31), Tamari molds
the clay, layering it in the shape of the Palestinian
hills, planting scattered pieces of broken pottery on
and in between the layers of clay. The layered
landscape, its elements, and elements found in the
landscape have been a focus Tamari’s art (Sherwell,
2019). The artist associates herself with the

Figure 31 Vera Tamari, Rhythms from the Past, 1989,
Ceramic, 3D sculpture-terracotta, glazes, engobe and
wood (Sherwell et al., 2019, p. 99)

landscape as the source of her inspiration (Tamari, 2019). Her works also represent an
archaeological approach towards highlighting the human traces in the landscape (Sherwell,
2019; Tamari, 2019). The pottery here, a traditional craft, represents the identity of Palestinians
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and its placement within the layers of the landscape represents the identity of place and
belonging to place, and the memory of place, all of which are indicators of attachment to the
place. Her use of clay is similar to Mansour’s use of mud, the idea is that the use of the earth as a
material represents the bond to homeland (Makhoul & Hon, 2013). The layered landscape and
scattered material are signs of continuity of history (Tamari, 2019). The same analysis here
applies to her other work, Fragmented Landscape (1995), in the following period.

1993 – 2000: Peace Prospects and Hope
The exhibition featured nine artworks included in this period, distributed across five exhibition
themes as follows:
(1) Traces of Memory: Vera Tamari’s Fragmented Landscape (1995), Khalil Raian’s Tamra
Village (1995), Samia Halaby’s Untitled (1995), and Naser Soumi’s Icon for Jaffa
(1996).
(2) Belonging: Tayseer Barakat’s Untitled (1997) and Untitled (1997).
(3) Motherhood and Dreamscapes: Nabil Anani’s Motherhood (1995).
(4) Fragmentation: Bashir Makhoul’s Who’s Who Series (1999) including four pieces are
assessed as one artwork: One Centimeter of My Sand, One Centimeter of My Blood, One
Grain of My Soil, One Drop of My Tears.
(5) Archaeology of Place: Laila Shawa’s Walls of Gaza Series (1994). Shawa’s series
consists of four pieces – selected from originally twelve pieces – that are assessed as one

69

artwork. The selected works from the series include Passages to Freedom, Towards
Liberation, Gates Within Gates, and Letter to a Mother

The artworks of this period in the Exhibition demonstrated continuity amongst artists in Palestine
from the previous period in material choices: natural materials, wood, clay, found objects (in
artworks of Tamari, Barakat, and Anani). Some remaining artworks were produced by
Palestinian artists who reside outside of Palestine and came back to visit (Halaby, Soumi, and
Shawa), and demonstrate newer techniques (silkscreen monotype and digital prints). Raian and
Makhoul are both Palestinian artists who were internally displaced in 1948, and reside in Israel.
In the “Traces of Memory” theme, Tamari’s artwork, Fragmented Landscape, continues with
similar techniques to her other work in the Exhibition from the previous period, although
Fragmented Landscapes is in the form of a 2D installation mimicking the layered landscape,
with integrated fragmented elements of the landscape such as twisted olive branches and pieces
of pottery. Similar to her previous work she shows traces of human activity through hints at
archaeology and emphasizes the connection, continuity of the past, and memory.
Tamra Village (figure 32) illustrates Khalil Raian’s childhood memories of the village he grew
up in after being displaced from Al-Damun, a nearby village destroyed in 1948 (Ankori, 2006;
Raian, 2019). This painting is part of a series of paintings Raian made for Tamra Village (The
Palestinian Museum, 2019a). The artist expresses feelings of belonging to his village, and
feelings of peacefulness when he passes by it (Raian, 2019). He says that “a home lives inside a
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person as a person lives inside a home”
(Wafa, 2006) referring to his connection
to Tamra. Naming his painting after the
village’s name is an indication of
connection to home. Raian derives the
village’s colour pallet from his
memories and imagination, “the
colours of good old days” (Raian, 2019,
p. 155) expressing by that nostalgic
feelings. Raian identifies as Palestinian

Figure 32 Khalil Raian, Tamra Village (1995), Oil on Canvas, (Khalil
Rayyan Website, retrieved 27 03 2020)

in Israel and connected with Sliman Mansour where they both studied art in Jerusalem (Ankori,
2006; Makhoul & Hon, 2013; Wafa, 2006). Olive trees represent the character of the village
here, rather than as a symbol of rootedness.
Soumi’s installation, Icon for Jaffa, is imbued with memory, nostalgia, identity, and
attachment to place. The artwork (figure 33 below) consists of a wooden box painted with
indigo colour to represent the sea, a bottle of Jaffa sea water, and an orange peel on one side, and
a handwritten letter on the other side. The written letter was concerned with a Jaffaite, Zuhdi
Abouljabine and his family, who was a famous citrus merchant before 1948 (Soumi, 2019). Next
to the wooden box is a digital printed photo record of the Abouljabine family and their house.
The photos include documentation of the house from construction to destruction (Soumi, 2019).
Soumi’s box relies on the visual icons and the aromatic scent of the orange peel to provoke
memory, linking his work to Mansour’s use of natural materials. The work expresses home for
the family he featured, and loss through the symbolism of the remains of what identified Jaffa:
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the orange peel and the sea. He represents loss
symbolically, as well as graphically, through the
images.
Icon for Jaffa by Soumi is an artwork that has
been in produce since 1996 and has undergone
some modifications. The exhibition featured the
third edition of the artwork, in which the artist
features one family from Jaffa (Soumi, 2019).
The first edition of this artwork was an
installation of twenty individual wooden boxes,
similar to Aboulijbaine box in figure 34, in
which the artist collected letters from
Palestinians from Jaffa, both people who resided

Figure 33 Nasser Soumi, Icons For Jaffa (1996-2014), Wood,
orange peel, Jaffa sea water, text on paper, digital print
(Sherwell et al., 2019, p.79)

in Jaffa and left under force, and people who
continued to reside in Jaffa. By doing so, the
artist spiritually reunites Jaffaites in the diaspora
and at home (The Palestinian Museum, 2019c).
Soumi lives in France and is originally from
Palestine (Sherwell et al., 2019).
Figure 34 Icon For Jaffa, Abouljabine wooden box (Sherwell et
al., 2019, p. 80)
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Both Samia Halaby and Bashir Makhoul do
not associate their works with a specific
place. Halaby’s Untitled (figure 35) is
abstract and inspired by nature, Palestinian
flora, Palestinian landscape, colours of
seasons, and movement with breezes (The
Palestinian Museum, 2019b). The artist was
born in Jerusalem and grew up in Jaffa. She

Figure 35 Samia Halaby, Untitled (1995) Silkscreen monotype
(Sherwell et al., 2019, p. 142)

and her family were forced to leave at gunpoint in 1948. They resided in Lebanon before settling
in the United States (Halaby & Farhat, 2014). Halaby’s landscape inspiration started in the early
1980s, according to Halaby & Farhat. Halaby is keen to experiment with different media,
techniques and topics, as observed in Halaby & Farhat (2014). Her love and attachment to the
Palestinian landscape are manifested in her body of work illustrating olive trees (The Palestinian
Museum, 2019b). For Untitled (in figure 35), no signs of specificity or connection to the
Palestinian landscape are detected.
Bashir Makhoul’s work, unlike Halaby’s, asserts identity.
By owning the soil (figure 36), blood (figure 37), tears and
sand (images not included), his artwork also shows
belonging. These four pieces exhibited in Intimate
Terrains Exhibition, were also part of a previous exhibition
– Hold Exhibition – in 1999, in which Makhoul was
exploring identity, ownership and relationship to place
(Slattery, 1999). Makhoul identifies as a Palestinian who
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Figure 36 Bashir Makhoul, One grain of My Soil
(1999), digital print (Sherwell et al., 2019, p.
195)

grew up in Israel (Makhoul, 2019) and like many
Palestinians who remained inside the Green Line of
1948, the question of identity is complicated; they are
Palestinians with Israeli citizenship, and yet are treated
as a second class citizens, always reminded that they
don’t belong to the place where they currently are
(Ankori, 2006). Palestinian towns either do not exist on
Israeli maps, or they have a Hebrew name instead

Figure 37 Bashir Makhoul, One Centimeter of
My Blood (1999), digital print (Sherwell et al.,
2019, p. 195)

(Makhoul, 2019). The artist states: “I was acutely aware
of this place being my country and not my country at the same time” (Makhoul, 2019, p. 194).
The artist further explains: “as far as I was concerned my feet were planted in a real place called
Palestine, but everywhere I looked I saw this strange place called Israel” (Makhoul, 2019, p.
194). Soil and blood are two symbols that are especially interconnected in Palestinian culture, the
literary and the visual. They symbolize the connection to “homeland, nations, and landscapes”
(Sherwell, 2019, p. 30). The artwork (figures fig 36 and 37) is comprised of one element per
canvas, repeated multiple times to form a pattern. Living on a land where one is constantly
feeling estranged and reminded that nothing is his anymore, the artist turns to his “body”, what is
under his “feet” and in “the palm of” his “hands” to find what is truly his (Makhoul & Hon, n.d).
In other words, the artist expresses belonging to single elements of the land. The patterns
formed and the repetition of the elements suggest “affiliations of identity to place” (Sherwell,
2019, p. 31).
Makhoul’s work is the first artwork categorized under the “Fragmentation” theme in the
Exhibition. Although it represents a fragmented identity, it was produced in a period when
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Palestinian land was divided under the Oslo Accords (Areas A, B, and C in the West Bank). This
division was later used by the Israeli Occupation to separate cities and villages, and isolate
Palestinians physically and socially. As the fragmentation of Palestinian land continued
aggressively after the Second Intifada, the fragmentation and estrangement of place continued to
be a theme in the artworks of Palestinian artists and is evident in works of other artists in the
coming period (i.e after the year 2000).
Tayseer Barakat’s Untitled (figure 38 below), demonstrates
belonging differently. Barakat, like Mansour, Tamari, and
Anani, relied on local material to produce his artwork after the
First Intifada. Barakat is known for utilizing wood and found
objects (Makhoul & Hon, 2013; Sherwell, 2019), giving a new
meaning and “life to lost and discarded objects” (Ankori,
2006). Although not literal, like Mansour’s use of mud, the use
of wood and old material aligns with the continuity in
Barakat’s work. His artwork is shaped like a key and
symbolizes “return”, which is also evident in his statement in

Figure 38 Tayseer Barakat, Untitled
(1997), Burnt and tinted wood (Sherwell
et al., 2019, p. 184)

the Exhibition Catalogue. Barakat was born and raised in a refugee camp in Gaza (Boullata,
2009). Although he currently lives in Palestine in Ramallah, he has been able to visit Gaza since
the year 2000 – with the start of the Second Intifada – (Barakat, 2019). Barakat dedicates this
work to his father, who was a first-generation refugee of 1948 (Barakat, 2019; Boullata, 2009).
His lifework is inspired by the spoken word, the refugee experience, and the ancient history of
Palestine (Boullata, 2009; Halaby, 1999). In his two pieces in the Exhibition, Barakat connects
the concept of return to the history of the place by combining the Key of Return (longing to
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home) and his representations of ancient Canaanite writings (in the form of silhouettes of people
and animals). Although there is no direct representation of the landscape, the symbol of the key
represents the lost land and its history, and the inscriptions represent the continuity and
memory of the people through the spoken word. His choice of material expresses belonging.
Nabil Anani’s Motherhood (figure 39) is one of many of
Anani’s representations of motherhood. The female figure,
especially the mother figure, is a trademark of Anani’s lifelong
artwork. As discussed in the literature review, the mother
symbol is a direct reference to homeland and bears a direct
attachment allegory: attachment to Palestine is represented by
the attachment to one’s mother. Identity of place is
symbolized through vines (an icon specific to Hebron area,

Figure 39 Nabil Anani, Motherhood
(1995), Oil on Canvas (Sherwell et al.,
2019, p. 76)

where Anani resided early in his life). Anani represents many places with identifiers of their
popular icons.
One of Anani’s early paintings titled Mother and Child (1976) (not featured in the Exhibition),
shows only human figures, although it expresses the same analogy of motherland (Mleahat &
Mulloy, 2018). His later works include elements of the surrounding landscapes, as seen in figure
38. Anani added the embroidery that represents a villager’s identity, and the vine leaves and
grapes which are associated with Hebron city and its surroundings, which are in the southern
areas of the West Bank. It is noticeable that Anani’s mother figures always seem to be
embracing, whether a child or a landscape. As Sherwell (2019) explains, this is interpreted as a
sign of nurturing and protecting. Other artists like Asad Azi, Abed Adedi, and Rima Farah also
illustrate the motherhood theme in their work; however, from observations in the secondary
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sources only Anani has additional illustrations of the landscape, villages and cities on his
canvases. As per Boullata (2009), the symbolism of motherland is first found in Palestinian
poetry: Samih al-Qasim and Mahmoud Darwish were the first to express it. In Darwish’s poetry
in particular, he regards Palestine as a woman, whether a mother or a lover, and he brands the
relationship between a Palestinian and Palestine with love. While Anani’s art focusses on
expressions of the bond, emotions and love to a mother, a representation of a relationship with
a lover is illustrated by Yazan Khalil, in his artwork On Love and Other Landscapes, later in the
Exhibition.
Laila Shawa’s Walls of Gaza Series (1994)
(figure 40) is a representation of human traces
in the urban landscape. The complete series
consists of twelve lithograph images on paper
(October Gallery, n.d), only four were
featured in Intimate Terrains Exhibition.
Shawa here introduces yet another technique

Figure 40 Laila Shawa, Letter to Mother (1994), Lithograph on
paper (Sherwell et al., 2019, p. 88)

to the Palestinian art scene. Shawa was born
and raised in Gaza, studied art in Italy, after which she returned to Gaza for two years before the
1967 Occupation. She was then part of the second wave of refugees and settled in Lebanon until
1976 (October Gallery, n.d) and she was part of the art scene in Beirut (Boullata, 2009). She then
lived alternately between Gaza and London until 1988, where she has been living since (October
Gallery, n.d). Artists like Shawa, who moved between Palestine and the world outside of
Palestine (the diaspora) have been key in introducing new techniques to the art scene in Palestine
(Institute of Palestinian Studies, 2019b). In the Walls of Gaza Series Shawa treats writings on
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walls as calligraphy (Makhoul &
Hon, 2013). Since the First Intifada,
due to frequently imposed curfews
in Occupied Palestine, writings on
walls were means of
communication used to deliver
messages and announcements
between the Palestinians (Shawa,

Figure 41 graffiti on the Wall in Bethlehem (Cook, 2018)

2019). Every wall becomes a canvas, and these messages are now regarded as the first forms of
graffiti in Palestine. However it was a graffiti that disappeared quickly as the Israeli military
forced Palestinians to erase it (Shawa, 2019). After the Second Intifada, Israel started building
the Separation Wall that is now transformed to a huge graffiti canvas for Palestinian and
international artists alike (figure 41). Unlike the First Intifada, the graffiti nowadays is there to
stay. Shawa’s work is based on photographs she took, and her series documents “fragments of
political instances” (Shawa, 2019, p. 86) which is probably why the artwork was classified under
the “Archaeology of Place” theme for the Exhibition. The writings on the walls reflects intimacy
of the place, and resistance to affirm identity of place (Shawa, 2019). In documenting the walls
in Gaza, Shawa preserves the memory of the place in a specific period.

2000-Present: The Second Intifada; Fragmentation, and Separation
The majority of the artworks in the Exhibition come from this period with a total of thirty-six
artworks distributed across eight themes. Seven of the artworks are videos, two of which are
available on the Vimeo platform, while the other three could not be accessed. The analysis of
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these videos was derived from artist statements, interviews with artists found on different
platforms like YouTube and Facebook, and written interviews.
The artworks were distributed on the exhibition themes as follows:
(1) Distance: Taysir Batniji’s Transit (2004) and Basma Alsharif’s We Began by Measuring
Distances (2009) (Batniji, 2019).
(2) Belonging: Jumana Emil Abboud’s Cacoon (2009), Anatomy (2012), Lion Boy (2015),
Spring at Ein Qinya Waterfall III (2015), Ein Al-Joz Bride (2016), and Maskouneh
(2017), Yazan Khalili’s On Love and Other Landscapes (2011), and Nabil Anani’s
Untitled (2014).
(3) Traces of Memory: Suha Shoman’s Bayyaritna (2009), Nabil Anani’s Deir Ghassaneh
(2010), Vladimir Tamari’s Untitled (2010), Rula Halawani’s For My Father Series
(2015), and Rafat Asad’s Marj ibn Amer #9 (2015).
(4) Archaeology of Place: Rana Bishara’s The Roadmap for Elimination (2006 – Ongoing),
Amer Shomali’s Post “Visit Palestine” (2009), Taysir Batniji’s Gaza Houses Series
GH0809#2 (2010), Larrisa Sansour’s Nation Estate (2012), Nida Sinnokrot’s Jonah’s
Whale (2014), Manal Mahamid’s The Palestinan Gazelle (2016) and Haifa’s Sea (2017),
and Asad Azi’s Hunt I ( 2019).
(5) All That Remains: Tarek Al-Ghossein’s C Series (2007) including Untitled 4, 4b, 11, and
D Series (2008) including Untitled 5, Hazem Harb’s The Archaeology of Occupation
Series Untitled 12 ( 2015), Benji Boyadgian’s The Temporary Ruin Chapter 2: The
Cabinet of Curiosity (2017), Johny Andonia’s Jerusalem Stone (2018), and Jawad Al
Mahhi’s Afterwards (2018).
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(6) Elusive Viewpoints: Jawad Al-Malhi’s Tower of Babel revisited (2008) Jack Persekian’s
Jerusalem from Mount Scopus (2017), and Aissa Deebi’s This is How I Saw Gaza,
Edition 3 (2019).
(7) Fragmentation: Sliman Mansour’s Drought (2005), Hasan Daraghmeh’s Flower of Salt
(2014), and Steve Sabella’a No Man Land I, II, III (2015).
(8) The Unrecognizable Landscape: Larissa Sansour’s In the Future: They Ate from The
Finest Porcelain (2017).

Artworks in the period are comprised of digital photography works, videos, installations,
paintings, and local material artworks. There is a noticeable shift towards digital art in this period
that has roots in the mid 1990s as contemporary Palestinian art started to emerge in Occupied
Palestine (Institute of Palestinian Studies, 2019b). As a reminder, the Second Intifada first
erupted in late September 2000 in East Jerusalem, and soon after in the West Bank and Gaza.
The Israeli military imposed a strict closure on all Palestinian cities, and movement between
cities was hindered with control of roads and increased numbers of checkpoints. Cities were
invaded, curfews imposed, infrastructure was destroyed, and the Separation Wall started to take
shape. All of this has led to the fragmentation and isolation of Palestinian urban and rural areas.
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Transit by Taysir Batniji is a six-minute video,
available on YouTube (Batniji, 2018),
documenting a journey of Gazans through the
Palestinian–Egyptian border (figures 42 and 43).
The video portrays a series of images of
travellers in transit, caught up on either side of
Figure 42 Taysir Batniji, Transit (2004) Video 6 min 18
seconds (Sherwell et al., 2019, p. 181)

the border and “in between” the two sides. It is
forbidden to take photos while at the border, so
the photos were taken illicitly (Batniji, 2019).
The video reveals the difficulty in movement for
Palestinians either at the borders of other
countries, or even between Palestinian cities.
Crossing a border (the Egyptian or Jordanian
alike) used to last for days. The images show

Figure 43 Still from Taysir Batniji’s Transit (2004) (Batniji,
2018)

people gathering, outside and inside border

control buildings, waiting, praying, playing cards, eating, and sleeping. In a sense, a non-place
becomes temporarily a place; however, a bond is not necessarily formed. A few images of the
border landscape were taken from a bus window of the sides of the road between the two sides of
the border. The outside landscape is shown vacant, and bleak, representing the placenessness of
the space, a “no man’s land” so to speak. As Sherwell explains, the experience “instils a
forgetting which is often deployed unconsciously as a survival technique” (Sherwell, 2019, p.
36). The idea of checkpoints and difficulty in movement and travelling is not a new to this
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period, but is part of the infrastructure of the Occupation (Sherwell et al., 2019; Weizman, 2007),
and has been amplified and exemplified after the Second Intifada.
Reflecting the number of checkpoints and the difficulty of crossing borders, other artists in this
period produced works about crossing borders (Makhoul & Hon, 2013). Makhoul and Hon list
eight other works about border crossing dated between 2003 and 2011. Examples listed by
Makhoul and Hon are Hazem Harb’s Is This Your First Time in Gaza? (2010), Inass Yassin’s
Dreaming of the Sea (2006), Jumana Emil Abboud’s Smuggling Lemons (2006), and Emily
Jacir’s Crossing Surda (2003). While each artwork describes the journey of a different crossing,
they share the same elements: waiting times, activities during the journey, alternative routings,
and document checking. Twenty years after the Second Intifada, checkpoints have transformed
the West Bank drastically, and increased in number. According to a 2018 report by OCHA there
are more than 700 road obstacles in the West Bank, of which 140 are permanently staffed
checkpoints, this is while Gaza has been continually under siege since 2006 (OCHA, 2018).
Checkpoints became an invasive part of the Palestinian landscape. A checkpoint like Qalandia is
an example of this transformation. The area near the checkpoint from the Palestinian side has
transformed into a commercial hub, where people make their living. Hours waiting at the
checkpoint can be productive doing school homework, reading books, or even sleep.
Transit, as a work of art, is an example of non-attachment, a space that temporarily transfers
to a place with negative associations in the memory of people going through such temporary
places. Samira Badran, known for portraying the machinery of occupation, has portrayed
checkpoints and their elements (gates and steel bars) reflecting negative associations and
detachment.
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Tarek Al-Ghoussein’s series of works relates
to Batniji’s work. His C Series (figure 44)
“focuses on visualised ideas of transience”
(Al-Ghoussein, 2019, p. 110), by
representing the nomadic identity of
Palestinians in the diaspora. The series
features a blue fabric tarp, which represent a
refugee tent, (Sherwell, 2019). The tarp is

Figure 44 Tarek Al-Ghoussein, Untitled 11 C Series (2007), digital
print (Sherwell et al., 2019, p. 111)

dragged (as shown in figure 44), buried, and caught up in a wire fence (seen in Untitled 4 and 4b,
not included here). The exhibition displayed three images of the series; other images of the
series, which are located online, show the tarp covering a white tent and blown away by wind
(Downey, 2012; Gallucci, 2014). The C Series is considered a continuation to Al-Ghoussein’s
previous works: Self Portrait Series, A Series, and B Series, where he explores the idea of
barriers in the landscape, longing and belonging (Al-Ghoussein, 2019). Al-Ghoussein was born
in Kuwait to parents in exile. His works are inspired by his Palestinian heritage in the diaspora,
and by being denied entry to his homeland which he developed longing for (Thompson, 2007).
His photographs are staged in different construction sites, not in Palestine, with or without a
human figure facing barriers formed by mounds of construction materials. The barriers in AlGhoussein’s work are in reference to the Separation Wall (Downey, 2012). The artist is
successful in expressing the exile, alienation, displacement and estrangement of Palestinian
refugees living on land that is not theirs, with no access to their ancestral land. Figure 44 above,
Untitled 11, the last of images obtained online and from the Exhibition Catalogue, shows a man
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dragging the tarp, in reference perhaps to hanging on to a symbol of Palestinian identity after the
Nakba in 1948.

Figure 45 Untitled 23 D Series (2008-2009), digital print
(The Third Line, 2009)

Figure 46 Tarek Al-Ghoussein, untitled 5 D series (2008),
digital print (Sherwell et al., 2019, p. 111)

In the D Series, the Al-Ghoussein continues to explore the same ideas; however, a human figure
is shown confronting the barriers. Figure 46 shows the human figure in a trench, the barrier has
an opening, and we can see yet another wall in the background. The human is trapped with no
where to go. Other images in the series were looked at on the internet, and feature a green tarp
fabric in the form of barriers. In Untitled 23 D Series figure 45, a crumbled tarp that may be a
reference to the previous C Series, is located behind the artist while he stares at a barrier on the
horizon. The images are “mournful meditations on the barriers, both physical and abstract, that
prevent the artist from returning to his homeland” (Fadda, n.d). Al-Ghoussein’s series and their
continuous representation of barriers to reaching home, bear within them the artist’s longing and
yearning for his homeland, while expressing his belonginess and identity differently than
artists in Palestine.
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While Al-Ghoussein explores Palestine from the outside, Jawad Al-Malhi explores Palestine
from the inside. While Al-Ghoussein abstracts the barriers and utilizes construction sites to
illustrate them, Al-Malhi, portrays the barriers as they exist on Palestinian land. His work Tower
of Babel Revisited (figure 47) shows a panoramic view of Jerusalem taken from a different
vantage point. While images of Jerusalem typically portray the Old City and famous religious
structures, Al-Malhi chooses to provide a different viewpoint toward the city that shows the
dichotomy of the “urban terrain” of Shufat Refugee Camp (left of photo) and Pisgat Ze’ev Israeli
settlement (the right side) (Al-Malhi, 2019), with the Separation Wall cutting through the land,
separating the two urban areas, and forming the ultimate barrier between the residents of Shufat
Refugee Camp and Jerusalem, the city from which they were expelled. (Al-Malhi, 2019).

Figure 47 Jawad Al-Malhi, Tower of Babel Revisited (2008), Digital print (Sherwell et al., 2019, pp. 166-167)

The image’s title is a Biblical reference to the Tower of Babel (Al-Malhi, 2019), in a modern-day
manifestation of the separation and division of communities and the landscape. Al-Malhi was
born in Jerusalem and his family was twice displaced from Jerusalem before settling in Shufat
(Makhoul & Hon, 2013). Shufat Refugee Camp residents possess a Jerusalem identity card.
However, the Separation Wall separates them from Jerusalem, and restricts their movement to
Jerusalem. Being outside of Jerusalem puts them in risk of losing their Jerusalem identity status
and access to the city. The image illustrates the idea of displacement differently, whereby the
residents of Shufat Refugee Camp have not physically moved, but the borders of their city have,
and the residents of the camp are detached once more from their surroundings.
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Rana Bishara’s installation The Roadmap
for Elimination (figure 48) illustrates the
shifting borders in a series of maps and
images of Palestine. The installation
started in 2006 and continues to the
present day (Sherwell et al., 2019). The
installation is located in a room with
dimmed lights; according to the artist the

Figure 48 Rana Bishara, The Roadmap for Elimination (2006 and
continuos) OCHA maps, dried cactus & black thread (Sherwell et al.,
2019, p. 109)

room is a representation of the new
Palestinian landscape of enclaves (The
Palestinian Museum, 2019e). The room is
full of maps of Palestine from different
periods. The maps are glued to the walls,
floor, and ceiling. In the center of the
ceiling is The Bünting Clover Leaf Map –
drawn in 1581 by Heinrich Bünting –
(figure 49) around which there is a

Figure 49 The Bünting Clover Leaf Map, also know as The Cloverleaf
Map (Wikipedia,2006)

revolving wheel with hanging dried cactus leaves, tied together with black strings. This map is a
reference of Jerusalem as “the center of the world and the capital of Palestine” (Bishara, 2019).
The maps illustrate he process of the fragmentation of the Palestinian landscape and urban
centers, mirrored with the fragmented cactus leaves (The Palestinian Museum, 2019e; Sherwell,
2019). Although separated, fragmented and out of their original shape and color, the cactus
leaves are still tied together in a direct reference to the “humanitarian connection, the social
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connection, and the intimacy of Palestinian people, as well as the attachment to the land” (The
Palestinian Museum, 2019e). The act of sewing together the cactus leaves (in previous work as
well) is inspired by traditional embroidery art, and references the desire to heal the wounds of
fragmentation (Ankori, 2006). The cactus has been associated with the memory, which the artist
references in her statement and video. The cactus here is loaded with its new meanings of
resilience, peoplehood, belonging, rootedness and attachment to the land. The artist in this
work also loads the cactus symbol with hope for a better future” (The Palestinian Museum,
2019e).
Like Walid and Asem Abu Shakra, the Galilee born artist Bishara focuses on the cactus as her
medium of work; however, she uses the plant itself as opposed to illustrating it. Linking the
cactus to the idea of home in Bishara’s works stems from the cactus’s function as a marker of
village borders. The idea of tearing and fragmenting the land can also be found in other artists’
works. Tamari’s work with ceramics (discussed in pages 68 and 70). The map of Palestine has
been an element found in other artists’ works as well, such as the use of torn and sewn textiles by
Tina Sherwell in Map of Palestine (1990) (Ankori, 2006) and 10 Years of Mud by Sliman
Mansour (Makhoul & Hon, 2013).
The artworks classified under the “Traces of Memory” theme comprised three paintings, a photo
series and a video. Soha Shoman’s Video Bayyaritna (our grove in English) was not accessible
on the internet, and information about it was gathered from the artist statement provided in the
Exhibition Catalogue, and an interview with the artist obtained from YouTube.
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The works of both Rula Halawani and Rafat
Asad were inspired by their childhood
memories and nostalgia for the past and the
unchanged landscape. In Marj ibn Amer #9
(figure 50) Asad illustrates the unattainable
landscape of Marj ibn Amer 15 (Gallery
Zawyeh, 2015), a landscape to be seen and not
reached, similar in Jawad Al-Malhi’s Tower of

Figure 50 Rafat Asad, Marj ibn Amer #9 (2015), Acrylic on
Canvas (Gallery Zawyeh, 2015)

Babel Revisited, where Shufat Refugee Camp
residents can see Jerusalem but not reach it,
and here, where the Mediterranean can be
spotted and felt from the West Bank hills and
yet can not be reached. In For My Father
Series by Rula Halawani (figure 51), on the
other hand, a series of photographs are taken
of places she used to visit with her father as a

Figure 51 Rula Halawani, For my Father Series Untitled 12
(2015) Digital print (Sherwell et al., 2019, p. 146)

child. She expresses estrangement due to the changes these places have endured by portraying
these places as blurred, and having a ghostly atmosphere (Halawani, 2019). Halawani can visit
the places physically, but the “sense” of these pleases is no longer there. Both artists identify
with the memory of the place rather than the place as it currently is. They express longing for a
lost space.

Marj ibn Amer is an inner valley to the north of the West Bank and near the Galilee Heights, known for its fertile
agricultural land. The word Marj in Arabic translates to valley.

15
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In her video, Soha Shoman tells the story of her family’s inherited orange grove in Gaza through
a series of documentations (Shoman, 2019). According to the artist’s statement, an interview
with the artist, and a project description, the video shows the process of the gradual loss of the
orange grove due to the occupation since 2002, striking a cord with the abrupt loss of the orange
groves in Jaffa and the Mediterranean Coast cities in 1948. The oranges and orange groves are a
direct symbol of loss and nostalgia, and in the video we get to observe the process of loss of
livelihood. The oranges are also connected to national identity as described earlier in Mansour’s
Work Yaffa back in 1978.
Deir Ghassaneh by Nabil Anani (figure 52) illustrates
Deir Ghassaneh village, located in the surroundings
of Ramallah City. It represents one of many paintings
of Palestinian villages that Anani captures in his
work. The painting illustrates the village’s traditional
stone buildings and its olive groves. In the painting,
the olive trees are drawn in abundance, mirroring the
identity of the village (also known for its olive oil
production). Anani is known for his bond to the

Figure 52 Nabil Anani, Deir Ghassaneh (2010), Acrylic
on Canvas (Sherwell et al., 2019, p. 75)

Palestinian landscape as well as his representations of the Palestinian village (H. A. Shehadeh,
2018). He is amongst the artists who developed the idea of the village as a national identity as
discussed in the Literature Review. Anani’s similar works represent a utopian landscape. The
landscapes are not affected here by the Occupation, as if the Occupation did not exist (Makhoul,
2018). This genre of representation of the landscape in Anani’s work is inspired from the past,
and projected into the future as what is imagined to be (Makhoul, 2018). This utopian image has
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its opposite in Larissa Sansour’s Nation Estate (figure 77 discussed on page 108) and In The
Future: They Ate from The Finest Porcelain (figure 78 discussed on page 109). Sansour
illustrates in her videos a dystopian image of the future Palestinian landscape. Anani’s work is
inspired by a nostalgic memory, while representing the desired identity and imagined future of
the Palestinian landscape. Anani is keen to represent different locations in his paintings and is
successful in representing their special identity and sense of place; Deir Ghassaneh is no
exception.
Vladimir Tamari is Jaffaite born in Jerusalem; in
1948 he and his family were forcefully displaced
and settled in Ramallah. Tamari moved to Japan
after the 1967 War. Like other Palestinian artists
who lived away from home, his work is abstract
(Boullata, 2009). Untitled (2010), seen in figure
53, represents most of Tamari’s work (observed

Figure 53 Vladimir Tamari, Untitled (2010), Watercolour on
Arche Paper (Sherwell et al., 2019, p. 102)

in his website) which is similar in style and
colour palette (Vladimir Tamari, 2007-2015). Seen in this work are lucid forms of buildings and
a human figure looking up, with vibrant colours. Tamari’s use of colours is inspired by stained
glass in his home (Sherwell et al., 2019). This work is lacking in text references to Palestinian
cities, including Jerusalem, which are found in some of his other work. Similarities in the colour
palette to Samia Halaby’s earlier work (figure 35, page 73) are also observed. Contemporary to
Tamari and Halaby is also the Jerusalem born Sari Khoury, who also lived in exile and produced
abstract work.
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Feeding off cultural memory and oral history, Jumana Emil Abboud inspires her art from
folktales and childhood stories (Abboud, 2019). The artist is from Shefa-Amr, a city inside the
1948 Israel, immigrated to Canada as a child, and went back to settle in Shefa-Amr once again
(Ankori, 2006Archives ; Baltic, 2016). She uses her art to attempt to find her identity, her
personal and collective connections to her homeland, and childhood memories, and she is able
to integrate her displacement into her work (Ankori, 2006; Baltic Archive, 2016; Makhoul &
Hon, 2013). The video Maskouneh (inhabited or haunted in English) could not be accessed.
However, the video had an older version titled Hide Your Water from The Sun (Abboud, 2019).
Furthermore a live storytelling performance with the same title was held in the Palestinian
Museum’s garden in 2019 and was accessed through the Palestinian Museum’s website, which
provided some insights into the content of the video. The artist tells the story of known water
springs in Palestine, which were once believed to be haunted with magical spirits and mythical
creatures called jin (demons) (The Palestinian Museum, 2019f).
The description of Maskouneh in the Exhibition Catalogue seems similar to the Hide Your Water
from The Sun live performance, although this assumption is unverified. The locations in the
video are from the Palestinian landscape, extracted from a study by Tawfiq Canaan back in 1922
(Abboud, 2019). An interview with the artist about the video was accessed on Vimeo, in which
she introduced the video as a work in progress (Baltic Archive, 2016)). The artist aims to trace
back the locations of the sites scattered in the Palestinian landscape, and to re-locate them, only
to find that not many are still there (Baltic Archive, 2016). Almost a hundred years have passed
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and the area has undergone many changes, either due
to the Occupation or the expansion of cities and
villages (Baltic Archive, 2016). The stories
highlighted in Canaan’s study from 1922 are rarely
remembered by the current residents around the
water sources. In the outcome, the artist retells the
story of each haunted water source connecting it with

Figure 54 Jumana Emil Abboud, Ein al Joz Bride (2016),
Mixed media on paper (Sherwell et al., 2019, p. 175)

the present (Abboud, 2019).
The drawings Ein al Joz Bride (figure 54), and Spring
at Ein Qinya (Waterfall III) (figure 55) have a
connection to the haunted water sources as they were
mentioned in the live performance (The Palestinian
Museum, 2019f). The artist’s drawings are inspired
directly from folktales whether from the artist’s
memory or research (Baltic Archive, 2016). In her
totality of works displayed in the exhibition, the artist
“speaks of longing and belonging” to the landscape
and redefines the connection to landscape through
the revival of folktales (Sherwell, 2019). Her
Figure 55 Jumana Emil Abboud, Spring at Ein Qinya
(Waterfall III) (2015), Pastel, Gouache pigment and
acrylic on paper (Sherwell et al., 2019, p. 172)

attachment to the landscape is then manifested
through newly defined connection to the different

places in the landscape where her tales are taking place, inspired both by her own memory and
the collective cultural memory that constitutes the Palestinian identity.
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Another story in which the landscape
seems to be the main character is
told by Yazan Khalil in his book of
landscape images On Love and
Other Landscapes, accessed on
Vimeo. The story is of a failed
relationship, in which the artist is left
with photographs that his partner has

Figure 56 Yazan Khalili, On Love and Other Landscapes (2011), Book 92
pages (Khalili, 2014, Min 1:29)

taken of the landscape, apparently during a single or a multiple road trips (Abu-Hatoum, 2013) .
According to the artist, the photos are “lacking his presence and the presence of the notorious
Israeli built Wall in the West Bank” (Khalili, 2019, p. 62). The book is comprised of images of
the landscape and accompanying text describing the love story (figure 56). According to
Sherwell (2019), “the love story itself can also be read on a metaphoric level as a relationship
with the land, revealing the contradictions and disappointments of the attachment we have to
place” (Sherwell, 2019, p. 29). Sherwell makes a reasonable argument, especially since Palestine
has been represented as a female lover by some of the Palestinian poets like Mahmoud Darwish.
In Khalili’s work the viewer gets to experience the landscape through a love story, and the love
story through the landscape. By tying the two components together Khalili succeeds in
conveying the sense of loss, longing and nostalgia both for his partner and for the landscape.
The absense of the Separation Wall, according to Khalili, is related to the rejection of its
identification with the Palestinians and the Palestinian landscape in the mainstream media (AbuHatoum, 2013). By showcasing the landscape and ignoring the Wall, Khalili emphasizes that the
Palestinian landscape itself is representative of Palestinian identity.
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Nabil Anani uses leather on wood to produce his artwork
Untitled (2014) which illustrates the Palestinian village (figure
57). Anani was one of the artists who started to experiment
with local and vernacular materials in the First Intifada period
and continues to do so. Anani’s use of local materials adds
another layer to his bond with and relationship to the land
(Makhoul & Hon, 2013). As in the works of Barakat, Mansour
and Vera Tamari, Anani’s use of local materials is tied to
belonging to the landscape and the assertion of Palestinian
identity. Although his use of leather leads to an abstraction of
his visual representations of the landscape, he still maintains
Palestinian identity as represented by the Palestinian village
Figure 57 Nabil Anani, Untitled (2014),
Leather on Wood (Sherwell et al., 2019, p.
74)

in this work (Shabout, 2018).

Like Anani and his contemporaries, some of the new generation artists utilize local and found
materials in their work. In the Exhibition, the artworks of Johny Andonia and Benji Boyadgian
are examples. Andonia’s body of work revolves around exploring building materials in the urban
landscape and focuses on Jerusalem stone as a material of representation, while Boyadgian
focuses on found objects in a specific site to tell the story of the site.
Andonia highlights the importance of Jerusalem stone as a building material used throughout the
history in Palestine (Anani, 2018; Sherwell et al., 2019). The artist starts by collecting pieces of
quarried stones found in a quarry dumping site near the city of Bethlehem. Being brought from
different quarry sites, the collected stones represent different geographical locations within
Palestine. The stones are deemed defective and unworthy of being used in buildings. The artist
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argues otherwise and uses them to create compositions, which he then preserves by producing a
painting, after which the compositions are dissembled (Andonia, 2019). In Jerusalem Stone
(figure 58) the stones have two modes of representation: first each stone represents the location
from which it originates depending on its colour and pattern, and second, the composition is an
abstract representation of the mountain chains and terraces of the Central Highlands. The
painting functions as a visual documentation of Jerusalem stone as a building material as well as
the building technique. Different quarry techniques, historical and current, result in different
shapes of stone which the artist illustrates in his other work (Anani, 2018). The artist’s interest in
Jerusalem stone dates back to his childhood years and builds on his childhood memories of the
place. His interest also stems from a sense of belonging and sense of place inspired by the urban
character and the local stone which Andonia attempts to memorialize and conserve in an original
way.

Figure 58 Johny Andonia, Jerusalem Stone (2018), Oil on Canvas (Sherwell et al., 2019, p. 164)

Boyadgian, on the other hand, focuses on Wad el Shami, a site between Jerusalem and
Bethlehem, as he collects different found objects that are traced back to different time periods
which he showcases to save from being lost (Boyadgian, 2019). His installation The Temporay
Ruin, Chapter 2: The Cabinet of Curiosity, shown in figure 59, consists of a number of found
objects displayed in a wooden cabinet and illustrated in a series of paintings scattered on two
walls. These objects act as witness of Wad el Sham site’s history and the changes it has gone
through either due to the occupation of the land and conflict, globalization, or the evolution of
production and consumption (Boyadgian, 2019). Boyadgian’s artwork revolves around
preserving the memory and identity of the site.
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Both Andonia’s and Boyadgian’s artworks are
concerned with preserving a sense of place,
memory of a place, and identity of a place
through their use of material. Both from
Jerusalem, they seem to be keen about
documenting their material and sites, a quality
that corresponds to Jerusalemite Palestinians
and their struggle against the Judaization
policies and cultural appropriation practiced by
the Israeli government.
Another form of documentation is found in
Hazem Harb’s Archaeology of Occupation
Series which provides collages of “pre-Nakba
photographs of the Palestinian landscapes” with

Figure 59 Benji Boyadgian, The Temporary Ruin Chapter 2:
The Cabinet of Curiosity (2017-ongoing), Wooden Cabinet
and found objects, Paintings Watercolour on Paper (Sherwell
et al., 2019, p. 191)

heavy concrete masses in the foreground and
between elements of the landscape 16 (Sherwell
et al., 2019). The concrete masses are physical
obstacles that Palestinians face daily as they
move around the landscape, such as the pieces
of a roadblock and the Separation Wall seen in
the foreground in Untitled 12 (figure 60). Harb’s

16

Figure 60 Hazem Harb, The Archaeology of Occupation Series
Untitled 12, Print on Hahnemuhle Fine Art Paper (Sherwell et
al., 2019, p. 161)

Harb was born in Gaza 1980, he currently lives between Dubai and Rome (Sherwell et al., 2019)
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work shows the obstacles and elements of modern Brutalist architecture interfering with the
landscape, highlighting the disturbance caused by these concrete structures to the ideal and
serene landscape (Williams, 2019). The work carries within it nostalgic references to Palestine
before the Occupation, and unacceptance of the drastic changes caused by elements of Brutalist
architecture (seen as elements of detachment).
In Afterwads (figure 61) Jawad Al-Malhi illustrates three
men located in a vacuum of space where all elements of
their surrounding environment are gone. There is no
specific location, no specific details, except that the
figures look familiar and non-familiar at the same time
(Al-Malhi, 2019). The men seem to stare into the void of
space and as the title suggests, perhaps are reflecting

Figure 61 Jawad Al-Malhi, Afterwards (2018),
Mixed Media on Canvas, (Sherwell et al., 2019, p.
168)

“upon our social fabric and questions where we have
reached today” (Al-Malhi, 2019, p. 169).
The drawing has some resemblance to Shammout’s postNakba Fire and Memory (1956) in figure 62 and Here Sat
My Father (1957) in figure 63 below. The similarity lies
in the gazes of the subjects illustrated by both artists;
whereas the subjects in Al-Malhi’s drawing stare
outwardly into a void space, the subjects in Shammout’s
paintings stare inwardly at the void into either the fire or
the empty chair within a dark background. By erasing the

Figure 62 Ismail Shammout, Fire and Memory
(1956), Oil on canvas (Ankori, 2006)

background, Al-Malhi’s drawing implies the loss and disappearance of the place around the
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subjects as they are physically detached from their surroundings, whereas Shammout’s implies
introspection, and detachment by shutting out the surroundings.
The sense of placelessness in Al-Malhi’s Afterward
(figure 61) is illustrated differently in both Hasan
Daraghmeh’s Flower of Salt (figure 64) and Steve
Sabella’s No Man Land (figure 65), both of which are
artworks under the “Fragmentation” theme of the
Exhibition. The two artists adopt two different
fragmentation techniques that reduce the space, place and
landscape to abstract forms.
Flower of Salt is a four-channel silent loop video
processed from footage of Jericho, Ramallah, and Am’ari
Refugee Camp (Daraghmeh, 2019). One channel loop

Figure 63 Ismail Shammout (1957), Here Sat My
Father, Oil on Canvas (Ankori, 2006)

was accessed on the artist’s website whereas the other
three channels were not accessed (Daraghmeh, 2014). The
artist imposes a distance between the viewer and the
landscape in an attempt to read the landscape differently.
In the video, the landscape appears distant and reduced in
small frames aligned next to each other, resembling a
mosaic. What is left for the viewer to observe is the
colours of the landscape in each frame, creating a moving
pattern as the video loops. The artist states that the
“memory of the place is reduced to the vibration of its
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Figure 64 Hasan Daraghmeh, Flower of Salt
(204), 4-channel HD video installation silent loop
(Sherwell et al., 2019, p. 158)

colour spectrum” (Daraghmeh, 2019, p. 156). This indicates that each place in Daraghmeh’s
videos can be identified by the colour palette. This is true for the accessed video named The
Landscape of Jericho, but cannot be confirmed for the other three videos that were not accessed.
The Palestinian landscape as a pattern is a concept associated with pottery, and embroidery art,
practiced by Palestinian women as discussed earlier, which bears representations of identity
specific to each geographical location. Each video loop in Daraghmeh’s work – as per the
website –bears the name of a geographical location, and by assigning an identity to each moving
pattern.
Sabella’s No Man Land (figure 65) is
a series of three illustrations not
specific in time or place, which at
first glance seem to portray a cosmic
scene. The artist explains in his artist
statement that the three illustrations
are composed of a collage of images
of natural elements floating on the
surface of Victoria Park Lake in
London, England (Sabella, 2019).
Although the elements belong to a

Figure 65 Steve Sabella, No Man Land (2015), Light Jet Prints Mounted on
matt Diasec (Sherwell et al., 2019, pp. 136-137)

place, as the artist states, given the
fact that the elements are extracted from images and collaged into a non-place, the artwork can
be read as a generality with no specifity to a place or landscape or their connotations. The
artwork isolates the elements from their surroundings just like Al-Malhi isolated his subjects
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from their surroundings. The main difference here is that Al-Malhi’s subjects have some familiar
details, while Sabella’s elements are strangers to the Palestinian landscape. Sabella’s title mirrors
the unfamiliarity of the composition, suggests no rootedness, no grounding, and shows no signs
of any place attachment indicators. In the context of the Exhibition venue and theme, the
composition seems alienated, in the sense that it has no connection to the Palestinian landscape.
This can be also read in relation to the artist’s exiled state, whether at his current residence in
Berlin or when he lived in Jerusalem under the Israeli Occupation. Echoed by Bollata (2009),
Sabella expressed his state of exile in his artist statement, and in several interviews on his
website (Sabella, 2019, n.d). Other artworks by Sabella speak directly to the Palestinian issue
and the Palestinian landscape.
The fragmentation theme is also represented by
Sliman Mansour’s Drought (figure 66). The artwork
represents detachment. Continuing to use mud in
his work, Mansour illustrates two human shapes
and a field of olive trees separating them. Unlike
many of the artist’s previous works, the title does
not bear any city name. The artist states that
drought refers to drought in emotions, hope, and
possibilities of conflict resolution (Mansour, 2019).

Figure 66 Silman Mansour, Drought, 2005, mud on wire,
(Sherwell et al., 2019, p. 132)

The work resembles a mosaic pattern and brings up contradicting symbolism, on one hand the
use of the material still symbolises belonging and attachment to the land, the olive trees
symbolise the rootedness and identity, while the separated figures and the dryness and
fragmentation of the mud symbolise detachment.
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Jack Persekian is a Jerusalemite whose
work primarily focuses on the
juxtaposition of old and new photos of
Jerusalem. Jerusalem from Mount
Scopus (figure 67), featured in the
Intimate Terrains Exhibition, is part of
wider project called Past Tense, all of
which was not shown in the

Figure 67 Jack Persekian, Jerusalem from Mount Scopus (2017), 2 inkjet
prints on film & light box, (Sherwell et al., 2019, p. 82)

Exhibition. In Past Tense Persekian tracks the changes in the natural and urban landscape of the
city of Jerusalem by overlaying new and old photos of Jerusalem in the past century (Persekian,
2017). Jerusalem from Mount Scopus is a combination of two photos printed on film, one of
which is mounted on a wooden box, while the other on a hinged cover, forming a distance
between the two photos, and as a result a 3D effect is created merging the two photos and their
time periods together. The old photo dates back between 1898-1914 while the new photo is taken
in 2017 (Persekian, 2019). The scene in the present photo seems to be lusher and full of fullygrown vibrant trees; however, the artist explains that the present trees are non-fruit bearing and
ornamental and have replaced the old trees that were fruit bearing and productive (Persekian,
2019).
Persekian’s work tends to be documentary in nature and bears similarities with Harb’s earlier
work The Archaeology of Occupation (figure 60 page 96), as both artists rely on pre-Nakba
photos in their work. Perkesian documents the change in particular locations in the city of
Jeruaslem, showing urban, natural, and social changes, while Harb highlights some elements that
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have caused the change. Persekian’s work carries with it nostalgia for the past through
showcasing the old photographs. His focus on his city of birth and its history hints at his
attachment to his home.
The next three artworks by Aissa Deebi, Basma Alsharif and Tayseer Batniji form an interrelated
discourse about the Gaza Strip, its siege (since 2006) and air strikes (since 2008) 17. Although the
three works are executed by different artists, who live in different locations and who have
different relationships to the Gaza Strip, they seem to complement each other in the creation of a
narrative of the War on the Gaza Strip in 2008.
AlSharif identifies Gaza as the only
home she knows, even though while
having Gazan origins, she was born in
Kuwait and only visits Gaza.
(Mackreath, 2018). Her video We
Began by Measuring Distances (figure
68) – accessed on Vimeo (Alsharif,
2012) – starts out with footage of the

Figure 68 Basma Alsharif, We Began by Measuring Distances (2009),
Vedio 19 mins, (Sherwell et al., 2019, p. 200)

calm city with clear and sunny skies, accompanied by a screaming female voice calling for her
father. The screaming and footage fade to black and a narrator takes us through the thought
process of a group of bored individuals passing time. The group starts by flipping through the
pages of ‘Here we are’ a book showcasing photos of the Palestinian landscape and flora. The
group soon transitions to measuring objects. The measurements start with geometrical shapes,

Deebi is from Haifa and has never been to Gaza. Alsharif is from Gazan origins and was born in Kuwait. Batniji
was born and raised in Gaza.

17
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and soon transition to measuring distances between cities. At first the cities seem to follow a
random selection; however as the narrator proceeds, the political and historical transition to the
Palestinian cause appears. The cities are known for their peace talk convention locations between
the Palestinians and the Israelis. A distance is assigned between each two cities, the last two of
which are Gaza and Jerusalem. The narrator states the physical distance between cities, and then
transitions to a temporal distance which follows the dates 1917, 1948, 1967, and 2008. The
narrator then reads a text from a book about the composition of mature forests. The readings
seem unrelated to the story until he reaches the point when the text explains how “dead trees
don’t seem dead at first”, perhaps a reference to a known phrase in the Arabic literature “the
trees die standing”; the phrase caries notions of resilience in Palestinian society. Later the scene
transitions to an alternation between jellyfish swimming and cluster bombs at night, while
classical Arabic music plays. The cluster bombs are known as anadeel (the Arabic slang for
jellyfish), and were commonly used in the War on Gaza in 2008. The video highlights the
collective memory of Palestine, the loss, longing, and detachment process.
Alsharif explores the War on Gaza from a distance similar to
Deebi, who has never been to Gaza but expresses longing
and a desire to be there, as expressed in his artist statement
(Deebi, 2019). Being denied entry by the Israeli Occupation
has not been an obstacle in connecting to the land
collectively. For Deebi his connection to Gaza is facilitated

Figure 69 Aissa Deebi, This is How I Saw
Gaza 3rd Ed. (2019), Hybrid print (Sherwell
et al., 2019, p. 105)

through his TV screen (Deebi, 2019). During air strikes, the
skyline of Gaza was occupied with explosions, debris, and smoke which Deebi captures in his
ink illustrations. Figure 69 is one of the nine illustrations displayed in the Exhibition. Gaza, for
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Deebi, represents a lost homeland, precipitated, perhaps, by witnessing the process of
elimination and destruction (Deebi, 2019). Deebi’s illustrations communicate the visual of the
explosions but not the sound (Sherwell et al., 2019) which is also a quality in Alsharif’s video, in
which the sound of explosions was covered with classical music, as observed in the video
(Alsharif, 2012).
In the aftermath of the war, Batniji in his Gaza Houses
Series provides twenty photos of destroyed homes
depicted as real-estate listings (figure 70). The artist aims
to ‘commit to memory’ these destroyed houses (Batniji,
2019), which he achieves by memorization of each
structure and listing its properties and the number of
people who used to live there.
The previous three works can be read together as they
showcase the process of displacement and physical
detachment. On the other hand, the three works still
illustrate attachment to the place: Alsharif’s video serves

Figure 70 Tayseer Batniji, GH0809 #2 (2010),
Series of 20 prints (Batniji, n.d)

as a reminder that this particular moment has a history leading up to it, whereas Deebi’s work
illustrates how distance and denied entry develop a longing for a place, and Batniji’s works
document the memory of a place. Batniji’s Gaza House Series was categorized in the
“Archeology of Place” exhibition theme along with the remaining artworks below.
In the Exhibition were two artworks by Manal Mahamid in which the main discourse is identity.
The two works by Mahamid are The Palestinian Gazelle in figure 71, and Haifa Sea in figure 72
are part of a continuous project that explores identity through the gazelle. The artist was born and
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raised in Haifa where she currently lives. She saw a gazelle
during a visit to an Israeli zoo near Haifa, where the
identification sign was written in three languages; English,
Hebrew and Arabic (figure 73). The gazelle was named the
“Israeli gazelle” in Hebrew and the “Palestinian gazelle” in
Arabic (The Palestinian Museum, 2019d). The gazelle had been
part of the artist’s childhood, and was known to her as the
“Palestinian gazelle”. Now the gazelle’s identity was
questioned, which prompted the artist’s exploration of identity
(The Palestinian Museum, 2019d). The identity struggle is a
familiar concept especially for Palestinians of 1948, as

Figure 71 Manal Mahamid, The Palestinian
Gazelle (2016) Fiber Glass (Sherwell et al.,
2019, p. 83)

discussed earlier. Mahamid has a full body of experimental
work with the gazelle as the main subject, ranging from fiber
glass sculptures in different sizes to paintings, collages, mixed
media, photographs, and videos. The gazelle in this work by
Mahamid (figure 71) is depicted with a missing front leg, a
representation of reality of gazelles if they get an infection that
leads to the amputation of their front leg to save their lives, as
the artist explains in her statement (Mahamid, 2019a). In Haifa
Sea (figure 72), the artist places the figure of the gazelle near

Figure 72 Manal Mahamid, Haifa Sea
(2017), mixed media (Sherwell et al., 2019,
p. 84)

the sea at Haifa and takes a photo of it, reclaiming, perhaps, the
identity of the sea. Mahamid has produced a video titled Fine Dust (2017) (Mahamid, 2019b) in
which she holds a gazelle sculpture in her hand and starts to jog through different parts of the
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landscape in the 1948 areas, showing the complexity of the Palestinian landscape and the
complexity of the landscape’s identity. Mahamid’s artwork portrays place attachment through
the exploration of the identity of the landscape.

Figure 73 Palestinian-Israeli Gazelle sign (Mahamid, 2019c)

Amer Shomali’s Post “Visit Palestine” poster (figure 75) represents another layer of the identity
struggle in Palestine. The poster shows the Wall blocking a view of the Old City of Jerusalem,
with the tip of the Dome of the Rock showing. The poster reads “Visit Palestine” with a note “I
agree with you that adding the wall is vandalism, and a rude intervention”. The poster is
described as “a satiric appropriation” of the Franz Kraus original design of 1936 (Shomali,
2019). The original poster (figure 74) was first designed to encourage Jewish immigration to
Palestine. After the 1948 the poster disappeared, in 1995 the poster was rediscovered by an
Israeli artist and reprinted with the permission of Kraus as a sign of ‘political optimism’. After
the Second Intifada the poster (which explicitly uses the name “Palestine”) was used in the
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Palestinian context as a proof of identity that has been continuously denied by the Israeli
government (Green, 2016; Sherwell, 2019; Smith, 2015).

Figure 74 Visit Palestine Poster
designed by Franz Kraus in 1936
(Smith, 2015)

Figure 75 Amer Shomali, Post "Visit
Palestine" (2009), Silkscreen printing
on acid free paper (Sherwell et al.,
2019, p. 108)

Figure 76 Larissa Sansour's iteration of
Visit Palestine poster in Nation Estate
project (mec-film, n.d)

Another iteration of the poster (figure 76) appears in in Larissa Sansour’s 2012 science fiction
video Nation Estate (figure 77). In Sansour’s video, the third edition of the poster is used as a
means of visual branding for the imagined future State of Palestine, in a way representing the
new (imagined) identity of the imagined Palestinian State.
Sansour’s Nation Estate (figure 77) is the second of her science fiction trilogy: the first is Space
Exodus (2009) (not featured in the Exhibition), and the third is In The Future: They Ate from The
Finest Porcelain (2016). Larissa Sansour’s trilogy imagines the fate of Palestinians in the future
(Thawabeh, 2018). In Nation Estate Palestine is reduced to mere symbols and replicas of
religious and symbolic locations stacked in a high-rise hi-tech tower, where each floor represents
one location (figure 76). Sansour (who plays the main character) appears in the video as a
traveller returning ‘home’. With each step the viewer is introduced to the new place which is not
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called Palestine anymore. The video
provides the illusion of home,
belonging and place identity as it
takes us on the main character’s
journey back to her apartment in the
new tower. Sansour, as the character,
seems to know her place well, which
should indicate her positive affection
to her ‘new’ home. The character,
however, does not seem happy, nor
content with her situation. Near the

Figure 77 Larrisa Sansour , Nation Estate (2012), video 9 minutes
(Combined by the author from (Sherwell et al., 2019, pp. 94-97)

end of the video, as she reaches home
and heats up ready-made Palestinian food, she gazes through her window toward the Old City of
Jerusalem, merely as a view through a window marking it as unreachable and unattainable
location. The video ends by showing the tower surrounded by the Separation Wall and its watch
towers, in reference to the confinement and surveillance of this new Palestine. Sansour, in her
video, emphasises the Palestinian national identity through symbolism as found in an
embroidery motif, the Palestinian flag, the key of return, the olive tree, food, and plates with
a keffiyeh motif. However, the video suggests that these are all that remains of Palestine.
Sansour appears pregnant by the end of the video, and without a spouse, which could mean he is
either a martyr (dead), a prisoner, or in hiding. Sansour’s video portrays place attachment
through loss, detachment, and remnants of identity.
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The third video in Sansour’s triology, is Sansour’s In The Future: They Ate from The Finest
Porcelain (figure 78), takes place also in an imagined distant future. The video was not accessed,
but it was described by Sherwell as follows:
“A resistance group sets out to create a future history for a fictional civilization by
depositing fine porcelain in the landscape to support its claim as a people before
being eradicated. The landscapes are haunting and dystopic, as though only lit by
moonlight, inhabited by uncanny figures which appear as though from 19th century
postcards of Palestine” (Sherwell, 2019, p. 39).
The heroine of the story has the
mission of planting items that
represent Palestinian identity and
memory for future generations to
discover, in effect planting evidence
of the disappearing nation. The
porcelain keffiyeh items reoccur in
this video, tying her trilogy to one
narrative. The dystopian images in
Sansour’s videos are accompanied by
non-expressive humans, conjuring a
futuristic nostalgia, the past in the

Figure 78 Larissa Sansour, In The Future: They Ate from The Finest
Porcelain (2015), video 28 minutes 37 seconds (combined by author from
(Sherwell et al., 2019, pp. 91-93)

video being the current Palestinian present.
After the year 2000, other Palestinian artists also experimented with the idea of imagining a
future Palestinian nation. Makhoul and Hon (2013) provide a few examples of such art produced
109

by Sandi Hilal and Alessandro Petti, Khalil Rabah and Khaled Jarrar. As the authors explain,
“the possibility of imagining one's nation is tied to a material view of history, led by economic
and technological development, as well as the evolution of the modern state and citizenship”
(Makhoul & Hon, 2013, p. 40). Sansour’s works visualize how the geography and landscape of
Palestine might look, providing a dystopian image of the Palestinian future. Sansour explains
that her trilogy is a response to the continuous Israeli policies of confiscation and annexation of
Palestinian land as well as the control and surveillance of Palestinians and their landscapes
(Middle East Eye, 2015).
Nida Sinnokrot’s Jonah’s Whale (figure 79)
features an Israeli settler caravan (a shipping
container) sliced to eleven pieces and
displayed as skeleton (Sinnokrot, 2019). The
caravans are a reoccurring element used by the
Israeli Occupation to claim Palestinian land.
The temporary living structure is usually

Figure 79 Nida Sinnokrot, Jonah's Whale (2014), Photograph of
Hand-cut Israeli Settler Caravan (Sherwell et al., 2019, p. 70)

placed on Palestinian hilltops; it starts as a
military surveillance post, and later it houses Israeli settlers, after which the location might
transform into an illegal settlement (Weizman, 2007). The caravan in Sinnokrot’s project was
later repurposed as a construction site office by Palestinians (Sinnokrot, 2019). The artist here
showcases the caravan in a fragmented way in reference to its role in fragmenting the Palestinian
landscape. Sinnokrot’s project features an element of physical detachment and bears none of
the other indicators of place attachment.
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Similarily, Asad Azi’s painting Hunt I (figure 80)
has no indication of place attachment. The artist’s
statement mostly speaks about the totality of his
art works, with no specific reference to this
painting. The painting illustrates a hunting scene
where wild dogs are hunting a gazelle. According
Figure 80 Asad Azi , Hunt I (2019), acrylic on canvas
(Sherwell et al., 2019, p. 203)

to (Sherwell, 2019), the drawing negates the

romanticized landscape images and serves as a reminder that the landscape is a witness to natural
violence. Unlike Mahamid’s use of the gazelle in exploring identity, Azi has no such
connotations.
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Chapter 5: Discussion and Conclusion
The study of the content of the Intimate Terrain Exhibition provided an insight into the
representation of the Palestinian landscape and the associated place attachment as portrayed in
the Palestinian landscape artworks. This thesis however doesn’t claim to be comprehensive of all
Palestinian landscape art and can be regarded as a steppingstone towards a wider study including
a wider selection of artworks and artists. Nevertheless, the resultant art-based place attachment
narrative reveals how nine place attachment indicators are portrayed in Palestinian landscape art:
memory, nostalgia, identity, home, belonging, rootedness, loss, longing and detachment. The
Narrative also revealed three themes: the presence of people in the landscape; representation of
the landscape and landscape change; and place and placelessness. This chapter will discuss those
themes as well as the study’s limitations and future implications for the landscape architecture
profession.

Place Attachment Indicators in the Palestinian Context
As highlighted earlier, studies on place attachment and place attachment processes are widely
executed by researchers in different fields of study, and are highly associated with concepts of
memory, identity, home and belonging (Manzo & Devine-Wright, 2014). There are many
attributes that contribute to the development of place attachment, which can be regarded as
indicators to place attachment as well. The visual discourse analysis of the Intimate Terrain
Exhibition reveals how place attachment indicators are embedded in each artwork. Appendix 4
shows each artwork’s place attachment indicators. Based on the analysis of the Intimate Terrain
Exhibition the most common indicators are memory, identity, home, and belonging, as shown in
appendix 5. Other indicators are also present, such as nostalgia, longing, loss, and rootedness.
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Some artworks portray the physical detachment from a place. There are nine artworks which
show no signs of place attachment.
In the following discussion, the indicators are grouped together based on their correlation with
each other. Memory and nostalgia, for example, appear commonly together in the artworks.
Identity and rootedness are grouped together since rootedness is expressed through symbols of
identity. Home and belonging appear to be mentioned together in the majority of the artworks
that express them. While loss and longing seem to be expressed when artists are detached, or
express detachment, from a place.

Memory and Nostalgia
Memory allows for the continuity of the past and the re-creation of lost places in the minds of
their people. This argument is found in works of scholars like Lewicka (2014), Low & Altman
(1992), Said (2000), and Schama(1995). In the Palestinian context, memories of place are passed
down from one generation to the next, creating not only a local place memory but also a
collective memory of lost places that is experienced by Palestinians wherever they reside. Artists
who used to live in a place have the tendency to illustrate that place as they remembered it before
any changes occurred: they either illustrated the natural untainted scenery of the place (examples
are Tamra by Khalil Raian, and the Mount of Olive Series by Sophie Halaby), or the everyday
activities that used to happen there (Yaffa by Sliman Mansour as an example in the exhibition).
In these examples, the artworks are connected to nostalgic feelings expressed by the artists who
portray a “landscape of impressions” inspired from their memory of a place. These artists
contribute visuals that can be considered complementary to the oral accounts and literary arts
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(such as novels, memoirs, and poems), and can form a visual bridge to the past and help fill the
gaps that were caused by ‘spatial discontinuities’ (Lewicka, 2014).
Other artists have focused on representing the layered history of the landscape with a tendency to
focus on found objects that reveal the history of specific locations. This practice of presenting the
history can be interrelated with the discourses around the authenticity and identity of the
Palestinian culture which is under a systematic attack by its Israeli occupier. The identity here
needs a proof of authenticity that can be found in the remains left by past generations of
Palestinians. Younger generations of artists have made contributions in illustrating the remains
of a place, as well as the changes that have occurred to the place, and the elements that have
caused these changes.

Identity and Rootedness
Based on the artworks in the exhibition, the theme of identity was concentrated in the periods
following the 1967 War, which parallels the reconstruction of Palestinian national identity and
Palestinian heritage in the 1970s (Sherwell, 2018). As discussed earlier in the literature review,
the Palestinian landscape, especially the Palestinian village, was one of the agreed upon –
amongst artists in the West Bank and Gaza – themes to represent national identity and
nationalism. However, since only three artworks represent the previous two periods – the preNakba and Nakba – in the exhibition, a definitive conclusion cannot be drawn to the totality of
Palestinian landscape art then; according to Ankori, (2007) and Boullata (2009), Palestinians
were already developing a national identity during the preceding British Mandate period.
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The rural landscape is representative of the collective cultural identity that is explored through
folktales and myths in the artworks of Jumanna Emil Abboud, which had the ability to connect
cultural myths and beliefs with current locations in the landscape. The works of Abboud can be
classified under the cosmological place attachment category described by Low (1992), where
attachment to place can develop through personal and collective beliefs.
Other expressions of identity include expressions through symbolism, which is established in the
mid 1970s, and has evolved to include local materials as well. The use of local material started
from boycotting the Occupation and the reliance on the vernacular elements of the landscape, the
soil, the wood, the natural dyes, herbs and so on, which created a more personal connection to
the landscape. This also allows for making connections between the personal and the national
identities through the representation of body, body parts and the land. Place identity and place
character are explored through place identifiers and the remnants of places, whether a destroyed
village of 1948 or a deserted site, each place having a unique element that contributes to the
collective identity of the Palestinian landscape.
The Palestinian landscape continues to be a part of the Palestinian national identity especially in
the last two decades as observed in the artworks displayed in the exhibition. The artworks
representing identity are more numerous in quantity due to two reasons: firstly, almost two thirds
of the artworks are produced after the year 2000, and secondly, holding onto Palestinian identity
is essential to counter the occupation efforts in Judaization and the ongoing fragmentation and
loss of land. Following the Second Intifada there has been a divide on whether to include the
occupation elements in landscape representation or not. As expressed by Yazan Khalili, the nonrepresentation of the occupation tools – the Separation Wall, check points and illegal settlements
for example – stems from rejecting the existence of those tools and the refusal to illustrate them
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as part of the Palestinian landscape (Khalili, 2019). Khalili’s idea was echoed by Nabil Anani
when he noted that he omits the occupation tools from some of his artworks especially those that
represent the Palestinian hills, terraces and villages (Institute of Palestinian Studies, 2019b).
Artists who represent the occupation tools, however, emphasize the tools’ negative impact both
on the landscape and the relationship between people and their landscapes. The representation of
the landscape will be discussed later in “Representations of the Palestinian Landscape and
Landscape Change” section below.
Rootedness, as a place attachment indicator, is expressed mainly through symbolism, especially
that of the olive tree and the cactus. However, rootedness can be implied throughout the artworks
that express connections to the land, especially the use of land material in the process of
artmaking. It is also implied through the establishment of the roots of Palestinian culture
throughout the artworks that express collective cultural identity and cultural landscapes.

Home and Belonging
In the Palestinian context, the concepts of home and belonging have different expressions. For
those who have been internally displaced, or feel exiled at home, the sense of belonging and the
feeling of being at home have a connection to the past and the nostalgic memories about what
home actually was. For the displaced, exiled, and those living in the diaspora, the connections to
home stem from family history and roots in Palestine regardless how distant the past is. As Low
(1992) indicates, place attachment can be developed from wanting to be in that place, which is
the case in the latter situation. In the Intimate Terrains Exhibition, artworks which express
belonging either express sense on home, or express the physical detachment from home, and are
interrelated with the identity of place as well.
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Illustrations of home depict a place as it used to be, which has a nostalgic aspect, or the place as
it is in reality, or the future of the place (whether utopian or dystopian imagination). In the future
representations of home, like Larissa Sansour’s work, for example, the idea of non-belonging is
explored. In her work there is a contradiction in the notion that everyday tasks can transform a
space to a place. Her work is an expression of estrangement that is also found in other artists’
works who are either exiled or feel alienated at home, which explores the idea of belonging to
specific elements of a place as opposed to the place as whole. Other artworks, on the other hand,
explore belonging to the Palestinian landscape in totality regardless of where they reside,
empowered by the collective sense of belonging. This is achieved in the exhibition by the
representation of the collective culture (Jumana Emil Abboud’s works for example), and the
locality of materials used in the arts (works by Sliman Mansour, Nabil Anani, Vera Tamari, and
Tayseer Barakat, for example).

Longing, Loss, and Detachment
Loss, longing and detachment are interrelated in the artworks of the exhibition. There are two
modes of representing loss in the artworks: either by representing landscapes that were lost in the
past, and here symbolism is utilized (oranges for lost Jaffa in Sliman Mansour’s Yaffa, and the
Key of Return which appeared in Tayseer Barakat’s Untitled, and Larrissa Sansour’s Nation
Estate), or the representation of the current loss of the land through documentation, in the form
of videos and photographs. Lost places can be defined as places that Palestinians have lost access
to. Either the access has been lost because the place was destroyed, or barriers have been
employed to separate people from their landscapes, or access has been denied based on
restrictions by the Israeli Occupation either on borders or checkpoints. The inaccessibility creates
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some sort of longing for these specific landscapes or places. Longing is also established through
the desire to return that stems from wanting to visit a place that was either the homeland for
one’s ancestors (Palestinian refugees), or was a place of childhood memories (open landscapes of
the past).
Loss and longing are associated with the physical detachment which is expressed through the
representation of detachment either as a process, through documentations that show how a place
was destroyed, taken, or separated (We Began by Measuring Distance by Basma Al Sharif,
Bayyaritna by Suha Shoman, This Is How I Saw Gaza by Aissa Deebi), or through representing
the machinery of the Occupation that are used in the process of loss (Self Portrait and Jerusalem
by Samira Badran), or by representing the elements of separation such as the Separation Wall,
checkpoints and roadblocks (Tower of Babel Revisited by Jawad Al-Malhi, The Archaeology of
Occupation by Hazem Harb, C Series and D Series by Tarek Al-Ghoussein). These elements are
sometimes invisible in the artwork, but their effect is visible. The physical detachment as
represented is associated greatly with other place attachment indicators.

Presence of People in the Landscape
One main observation is that human figures are not widely portrayed in the artworks in the
Exhibition, whereas human traces are widely present. The absence of people in the Exhibition’s
artworks, however, does not reflect the wider Palestinian visual art scene which had emphasis on
peoples’ presence in the landscape. As noticed in Ankori (2007), Boullata (2009), Al-Hoash &
Sherwell (2011), Makhoul & Hon (2013), and Mleahat and Mulloy (2018), there are plenty of
works that incorporate people within the landscape. Artwork from the earlier periods had a
picturesque quality to them and the concentration was on the scenery itself, rather than the
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human interaction with the landscape. As mentioned earlier, artworks from the pre-Nakba period
were hard to retrieve and there is not much record of them: therefore, a generalization about
landscape art in that period cannot be drawn.
While landscape painting in the Nakba period was not widely popular, other artworks portray the
experience of the Nakba, mainly showing people’s journeys through displacement, with the
focus on the people themselves, especially their facial expressions (examples of Ismail
Shammout’s artwork). Such artworks, however, were not included in the exhibition. In the 1970s
as the landscape became widely portrayed in the Palestinian art scene, the concentration of
paintings is on the everyday life activities of rural Palestinians demonstrated by different harvest
activities. In the exhibition, Sliman Mansour’s Yaffa is a representative of such paintings.
Harvest activities are portrayed either as harvest in current villages, to demonstrate rural life in
the mentioned period, or harvest in destroyed villages, to demonstrate how the life used to be.
Portraying harvest activities in art has a strong place attachment component to it, as it
demonstrates the relationship between people and their landscape and their livelihood that
depends on the landscape. The development of the landscape as a theme of representation in the
Palestinian art scene is concurrent with the development of Palestinian national identity and the
efforts to resist the Judaization and cultural appropriation practiced by the Occupation. In that
period artworks portraying Palestinians interacting with the landscape in villages are symbols of
resistance and challenging the claims of the Israeli Occupation that the land was empty and had
no inhabitants.
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Representation of the Palestinian Landscape and Landscape Change
Each artist has his or her representation of the landscape that is dependant on their understanding
on what landscape is. However, the representation of the landscape in Palestinian visual arts has
been affected by landscape change and the evolution of art movements. The Exhibition captured
representations of how the landscape was, the reality of today, and projections into the future that
are both utopian and dystopian.
The Palestinian landscape has gone through drastic changes caused mainly by human factors,
including the Occupation and urban development. The artworks displayed in the exhibition after
the Second Intifada mainly focused on the implications of the Occupation on the landscape. This
is likely due to the abrupt nature of these changes and the implications of the Occupation
practices on Palestinian everyday life.
There is a divide in representing the elements of occupation, like the walls and checkpoints.
While some artists like Shomali, Al-Malhi and Sansour show the wall in their artworks, others
like Khalili, have refused to include a visual of it in their work. This comes from a refusal to
acknowledge any elements of occupation, and not give these elements the power to identify the
Palestinian landscape. Other artists, like Hazem Harb, have added the components of the brutalist
architectural style of concrete elements to old photographs of Palestine to highlight the power of
these elements in changing the images. The concrete elements seem to have an overpowering
component to what seems to be a cohesive and unique image. Khalili refused to include the
Separation Wall while Harb has added blockade elements to the old landscapes. Whether or not
the elements of occupation are represented, they are associated with negative connotations,
rejection and detachment from them.
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Over time, there has been a shift in representation of major iconic landscapes, especially that of
Jerusalem. The landscapes of Jerusalem represented by its iconic Old City image – the old gates
surrounding the Dome of the Rock and Al Aqsa Mosque – only appear in Larissa Sansour’s
Nation Estate video in the form of a replica, and a distant, unreachable view from a window.
While the Holy City is globally known for its religious sites and sacred image, the Exhibition
displayed alternative views of the city, exhibiting the barriers surrounding it, as shown in Jawad
Al-Malhi’s Tower of Babel Revisited. I would argue that due to the closure of the city to
Palestinians of the West Bank and Gaza, and the difficulty and denied access to the city, the
idealized image of Jerusalem is replaced by an alternative image. This argument however cannot
be generalized without a comprehensive study on the body of artwork that depicts Jerusalem
both by Palestinians in Palestine and Palestinians in the diaspora.
On the other hand, the change in representation of a place has a link with the image of the left
place and how it lives in the imagination of the people who used to live in it, and how people
who are still in Palestine cope with the change, and how the image of the place slowly changes to
deal with the realities of that place, while in the imagination of the displaced people it still forms
a perfect image. In that sense, the landscape for displaced people transforms to a landscape
impression as described by Samuels (1979), embedded with memory and nostalgia. The
difference between the two images of a place has been described by the Palestinian poet Mourid
Barghūthī in his memoir I Saw Ramallah where he states: “so this is Ramallah in the 1990s and
not the 1960s, without pointing them out, I would not have recognized its new details. It is
normal for the city image to change in the eyes of the people who long left it” (Barghūthī &
Soueif, 2003).
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Place vs Placelessness
“A place” as defined earlier is a space that has acquired meaning through the interaction of its
people; people are attached to it through their everyday activities. Cresswell (2004) describes
people as either insiders or outsiders to a place. When people are “inside” a place, they are
usually a part of that place, they belong to that place and identify with it. On the other hand,
being “outside” a place, is a result of alienation and “inability to have authentic relationship to a
place” (Relph 1976 as cited in Cresswell, 2004). The idea of being an outsider creates a state of
placenessness (Cresswell, 2004). A “non-place” is defined as a space that has not acquired any
meaning and is marked by its transient state as Cresswell (2004) explains. As the artworks in the
Exhibition reveal, in the Palestinian context a non-physical space (a destroyed village of 1948 for
example) can be regarded as “a place”, lives in the memory and minds of its people, becomes
loaded with meaning and significance, and is associated with place attachment, while a physical
everyday space (crossing points), which have the potential to turn into a temporary place, are
associated with place detachment. In the Exhibition this association is clear in naming artworks
after villages that have been destroyed and erased. This trend is observed in artworks executed
by displaced artists and artists who express the sense of belonging to Historic Palestine.
Although a physical space no longer exists, the emotional bond to that place is present and
strong, and a place attachment is formed.
On the other hand, the real Palestinian landscape is scattered with physical spaces that people
encounter daily and are considered transitional spaces between one place and the other.
Checkpoints, whether permanent or temporary, represent non-places with the potential of being
transformed into temporary places, depending on the location and the time required to cross
them. Although checkpoints are often compared in concept to other non-places such as airports
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where commercial, economic and social activities take place (Tawil-Souri, 2011) they are still
imbued with negative associations due to the experience of them. In their nature, the checkpoints
are regarded as points of access that can be granted, delayed or denied, affirming power,
surveillance, and control over Palestinians and their movement by the Israeli occupier. For
example, checkpoints like Qalandia, which is a major point of transition between Jerusalem and
the West Bank, and a permanent facility, is considered a no man’s land (Tawil-Souri, 2011),
where there is no feeling of belonging and no willingness to be there, and therefore no
attachment is formed to these checkpoints. I would argue that in the case of checkpoints, a spatial
detachment is formed, that represents emotional detachment, where negative attachment to the
transient space is formed, as opposed to the physical detachment highlighted in the process of
displacement.

Limitations
This research has had some limitations that range from the data selected, limited resources, and
the nature of discourse analysis as a method.
The art chosen for analysis was the content of a curated exhibition in Palestine. The artworks
were curated based on the understanding of the exhibition curator (Tina Sherwell) to what
constitutes a representation of the Palestinian landscape. More than half of the artworks
displayed in the exhibition were concentrated in the last two decades, leaving some of the
previous periods with a few artworks that were not necessarily representative of their period; for
example, the pre-Nakba, and Nakba periods there are only three artworks each. Therefore, due to
limitations of exhibition space or availability of the artworks, choices had to be made with regard
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to what to include and exclude in the exhibition. Therefore, this research does not claim to be
comprehensive.
Three video artworks in the Post-Second Intifada period were not accessible online, which
affected their analysis. Although the analysis relied on secondary sources such as interviews with
the artists, artist statements or written reviews, the fact remains that they were not assessed by
the researcher, resulting in the possibility of misinterpreting the work itself in regards to the
defined place attachment indicators.
Scholarly sources about Palestinian art history and Palestinian landscape art were challenging to
locate. And although some sources were located and obtained through Racer, they were available
only for a short period of time. One publication entitled Palestinian Women Artists: The Land =
the Body = the Narrative was not located through the library system here in Canada and neither
was it available to purchase; email communication with the publisher in Palestine revealed that
no hard copy or digital copy was available.
The discourse analysis method had its challenges. Perhaps the greatest challenge is drawing the
line on what to include in the discourse analysis. A decision was made to focus on the visual art
and visual artists and how their works related to one another in the different periods. This study
can be considered, perhaps, as a first step towards understanding place attachment through the
visual arts rather than a comprehensive study of place attachment in Palestinian visual art as a
whole. Other forms of Palestinian arts such as the literary arts, poetry, music, performance arts,
cinema, and crafts were not a part of thesis, and including them would enrich the discussion.
The discourse analysis method relies on the interpretation, understanding and background of the
researcher. Although I was familiar with some of the symbolism in Palestinian visual art, I
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consider myself a novice in this domain. I was learning new information about Palestinian visual
art history throughout the research. Therefore, there might be some elements which I might have
missed that can enrich the understanding of the analyzed artworks.

Implications in Landscape Architecture and Future Research
Landscape architecture is a growing interdisciplinary profession, that is interrelated with other
design professions such as architecture, planning, community design, and the creative arts. One
of our roles as landscape architects is to design meaningful places for people to populate. A
successful design should address the needs and requirements of people and communities,
including the creation of meaningful places that people relate to. Place attachment as a concept is
an important factor for landscape architects to consider while designing meaningful places that
help communities to connect to their home regions, cultures and collective being.
Understanding place attachment and its processes becomes essential to ensure the success of
future landscape projects. This thesis provides an extra vantage point to the study of place
attachment. And while the thesis has been specific to the Palestinian context, it could be
replicated elsewhere. Studies like this thesis can be utilized by designers, in the landscape
architecture field and other design professions, in two ways. First of all, in places like Palestine,
understanding place attachment helps the planning authorities to plan accordingly and include
opportunities to create and design meaningful places. Secondly, in countries with a Palestinian
minority, like Canada, this research provides insight towards the place meanings held by such
community and connections to their homeland. Communities in a diaspora tend to create new
places that somehow resemble their home or simulate the home that has been lost.
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Future research might consider a different art-based method to conduct studies about place
attachment. While this thesis is considered research about art, it also revealed how some artists
used art as research in which research processes were incorporated within the production of their
art. An art-based research with a core of place attachment might have the potential to confirm,
contradict or add to the findings of this thesis. Another step forward might be to consider art that
is not produced within institutions, but within the context of community engagement, in which
community members produce art. A mixed method process where art-based methods can be
combined with methods such as in-depth interviews or questionnaires and community
engagement sessions might be another application.
And finally, this research does not claim to be comprehensive and can be considered
complementary to other research, and while it gives us an insight about specific communities,
community engagement and consultation are important too.
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Appendices
Appendix 1: Exhibition Guide Extracts
Extracts form the Exhibition Guide
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Appendix 2: Predefined Exhibition Themes
Predefined exhibition themes as outlined in the Exhibition Catalogue (Author).

Predefined exhibition
themes
1. Dreamscapes &
Motherlands
2. Be-Longing
3. Fragmentation
4. Elusive Viewpoints
5. Traces of Memory
6. Archaeology of Place
7. Distances
8.All That Remains
9.The Unrecognizable
Landscape

No. of artworks

No. of Artists

2

2

11
4
6
12
9
2
6
6

5
4
4
10
8
2
5
3
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Appendix 3: Place Attachment Indicators
Place Attachment Indicators (Author)

Place Attachment Indicators
Memory
Nostalgia
Belonging

Home

Identity

Rootedness

Longing
Loss
Detachment

Symbols of Place Attachment Indicators
Olive tree (continuity)
Cactus
Key of Return (continuity)
Orange tree
Citrus tree
Palestinian Village
Motherhood
Local Materials
Poppy
Palestinian village
Harvest activities
Social activities (weddings, celebrations)
Key of Return
Olive tree
Palestinian village
Cultural heritage
Keffiyeh
Cactus
Olive tree
Harvest activities
Social activities
Key of Return
Oranges
Key of Return
Physical detachment by Occupation tools:
Separation Wall, boarders, denied access
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Appendix 4: Data Analysis Chart
Data organization and place attachment indicators coding for the content of Intimate Terrains Exhibition (Author)
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Data organization and place attachment indicators coding for the content of Intimate Terrains Exhibition - Continued (Author)
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Data organization and place attachment indicators coding for the content of Intimate Terrains Exhibition - Continued (Author)
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Data organization and place attachment indicators coding for the content of Intimate Terrains Exhibition – Continued (Author)
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Data organization and place attachment indicators coding for the content of Intimate Terrains Exhibition - Continued (Author)
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Appendix 5: Place Attachment Indicators in Intimate Terrains Exhibition
Place attachment indicators in artworks featured in Intimate Terrain Exhibition per time period (Author)

Time
Period

No.
Artworks

Place Attachment Indicators
Memory

Nostalgia

Belonging

Home &
Homeland

Identity

Rootedness

Longing

Loss

Detachment

No place
attachment
indicators

Pre
1948

3

19481967

3

xxx

xxx

xxx

19671987
19871993
19932000
2000Now

5

xxx

x

xxxx

xxxx

2

xx

xx

xx

xx

9

xxxxxx

xx

xxxxxx

xxxx

x

x

xxx

36

xxxxxx
xxxxxx
xx xx

xxxxxx
xxx

xxxxxx
x
xxxxxx
xxxx

xxxxxx
xxxxxx
x

xx

xxxxx
xxxxx
xxxx

xxx
xxx
x

xxxxxxx
xxxxxxx
xx

xxxxx

58

30

15

19

28

xxxxx
xxxxx
xxxxx
xxxxx
xxx
33

6

15

11

18

9

xxx
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