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Visual vs Virtual Reality and their Relevance to Movie Making
Ali Fayyad al robaiaat, Yarmouk University, Faculty of Fine Arts, Drama Department, Jordan

Abstract

In this paper, we tried to uncover the
stages of the emergence of Arab cinema and
its relationship to local and international
circumstances. We referred to the links
between fictional writing and the language of
image or picture, and we also referred to the
phenomena separating them. The context
imposed the reference to the necessity of art
as envisioned by philosophy. Then we
showed the role of the director, his technical
staff and the writer and his experiences in
creating the cinematic work at its best. We
also referred to the collectivity of cinematic
art and to the individuality of written
creativity. Noting that cinema is a combined
art of culture and industry, we showed that
both of them contribute to the formation of
public opinion and play a media role. Then
we studied models of cinematic works based
on fictional works to show the difference
between what is imagined by the author and
what is imagined by the director. We also
indicated the separation of the horizons of
expectation between the reader and the
author, and between them and the director and
the viewer on the other side. To represent that
we used samples of some fictional and
cinematic works.

Keywords: Novel, cinema, fictional art,
cinematic art, fiction, realism.
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Employing (Al-Osfour Al-Ta'er) Piece to Formulate Some
Instrumental Technical Exercises in Two Skills: Switching
Fingers and Fingerprint in the Fast Chromatic Performance on
the Qanoun Instrument
Raeda Ahmad Alwan, Music department, Faculty of fine arts, Yarmouk University, Irbid, Jordan.

Abstract

This study aimed to identify two technical
skills in playing the zither: the skill of
switching fingers and the skill of fingerprint
in the chromatic performance. It also sought
to formulate instrumental techniques
exercises to develop these two skills by
employing the Flying Sparrow musical piece
in devising some musical exercises in order to
improve the efficiency level of performance
in the two skills for learners of the Qanoun.
At the conclusion of this study, the researcher
was able to formulate eight musical exercises
inspired from musical phrases in the Flying
Bird composed by Munir Bashir.

Keywords: Music, Qanon, Musical
technical exercises, (Al-Osfour Al-Taer)
piece, switching fingers skill, Fingerprint,
Chromatic Performance.
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The Role of Technological Dissemination Media in the
Dissemination and Documentation of the Arab Lyrical Heritage
and the Impact on Learning the Arabic Musical Theories by

Music Learners

Mohammad Wasef Abed, Music Department, College of Art and Design, University of Jordan,

Jordan

Abstract

This study aimed to reveal the role of
technological dissemination media in the
dissemination and documentation of the Arab
lyrical heritage and the impact on learning the
Arabic musical theories by music learners.

It tried to determine the answer to the
following research questions:

The first question: What is the role of
technological publishing media in spreading and
documenting the Arab lyrical heritage?

The second question: What is the impact of
listening to the Arab lyrical heritage through the
means of technological dissemination on the
learning of music theories of Arabic music?

To answer these questions, an intentional
sample was chosen, made up of students from
the Department of Musical Arts in the Faculty of
Art and Design at the University of Jordan.

In order to achieve the objectives of the
study, a questionnaire was prepared, and
sessions with the students were prepared, and
after these sessions an examination was made
for them in Arab musical theories.

The results showed a clear and important
role for the means of technological publishing in
disseminating and documenting the Arabic
lyrical heritage, which benefited music learners
in learning Arabic musical theories, and this is
what the test results showed.

In light of these results, the study
recommended that the means of technological
publishing could be used to listen to the Arab
lyrical heritage, publish it and document it on
the Arab and international levels. Encouraging
students to listen to the Arab heritage, which
bears the character of Arab musical maqams, in
order to use it to overcome the difficulties that
students may face in studying and learning Arab
musical theories.

Keywords: means of technological
publishing, publishing, documentation, Arab
lyrical heritage, Arab musical theories
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Globalization and Discourse Shifts in the Iraqi Theatrical Text
Abla Abbas Al-Tameemi, College of Fine Art, literature and theater criticism, Baghdad

University, Baghdad, Iraq

Abstract

The theatrical text is one of the elements
included in the structure of any theatrical
performance. It constitutes the basic pillar of the
work and the discourse directed to a group of
people in order to convey an idea and a goal,
especially since that discourse is identified with all
these data through technical procedures and
requirements, according to the style of the author
and the one who was targeted in that discourse.

It goes without saying that each nation has its
own discourse which identifies with the
environment and mimics the lived reality of that
nation and forms a basis for dealing with the
problems facing societies.

The methods of discourse and the manner of
employing them in approaching these problems
may vary from one nation or society to another.
They have to be in harmony with the social and
environmental mode to obtain a direct impact on
the recipient without falling into the trap of
globalization that can ptomote the heritage of a
nation at the expense of another nation.

The globalization of the theatrical discourse
and its shifts in the structure of the text as well as
its identity is one of the problems facing some
workers in the field of playwrights. It causes the
discourse to lose its essence and become a captive
of foreign ideas which, under the influence of their
dazzling forms, are presented as is, instead of being
invested in building a proposed system for a
renewed discourse in the theater and its multiple
aesthetics.

There is a need to identify the borders between
the imported foreign culture and the reference
points of the home culture in any given society
before tackling the issue of the domination of one
of them over the other. This should prompt
researchers to study this problem and excavate its
ins and outs. Hence it is that the present researcher
hypothesized a scientific question focusing on
globalization and its shifts and their impact in
concealing the identity of the discourse of the Iraqi
theatrical text, as well as the identity of the
theatrical discourse directed at societies in general.

Keywords: globalization, shifts, discourse,
text
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Linear and Color Contrast as a Creative influencer in Fashion

Design

Shahira Abd Elhad Abd Elhadi, Department of Fashion Design, College of Arts & Design,

Umm Al-Qura University, Kingdom of Saudi Arabia

Abstract

Contrast is one of the main sources of movement
and vitality in the design. It helps in creating illusory
balance by placing various different elements against
each other, causing harmony and internal rhythmic
movement in the design. The research problem of the
present study lies in unveiling the aesthetic and
artistic value of linear and color contrasts and
determining to what extent they can be utilized in the
work of contemporary fashion designs. The research
goal is to use the aesthetic and artistic values resulting
from the contrast between the elements of line and
color in making fashion designs. The research
importance lies in encouraging and promoting the
aesthetic and artistic urge in the society by introducing
a new plastic philosophy in the field of fashion design
based on using the elements of line and color in
highlighting the role of the creative designer. The
research hypothesis affirms the possibility of
employing linear and color contrast to achieve
creative influence and enhance artistic enrichment in
creating fashion designs. The research methodology
follows the descriptive analytical methodology and
the experimental methodology. Procedural steps were
carried out by designing a questionnaire consisting of
four main axes that verify the realization of aesthetic
values, the functional potential, contrast as a creative
effect, and achieving artistic enrichment. The
completed questionaire was used to survey, collect
and apply the results for verification of the hypothesis
and objectives of the research. The results were
represented and  analyzed  statistically  and
descriptively through conducting the homogeneity,
variance, correlation, and prediction of multiple linear
regression equations. Graphs were represented to
display the best designs and the questionnaire's axes
with the highest achievement. The results showed the
possibility of employing linear and color contrast to
achieve creative effect and enhance artistic
enrichment in the creation of fashion designs. The
Research recommendations were:

1. Conducting more studies on the creative
impact of contrast effects of design elements in the
field of contemporary fashion design,

2. Opening venues for artistic creativity among
female students to help them keep up with the changes
in fashion lines,

3. Helping female students to link their creative
and innovative abilities with the market through
innovative projects in the field of fashion design.

Keywords: Linear and color contrast, Creative
influencer, Fashion design
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(Al-faki, 2014) (SPSS)

)

-1
-2
!(Reliability Statistics)
( )
(6) (23)
Alpha Cronbach’s [6
9410. 30 10 3
9420. 30 10 3
9500. 30 10 3
8420. 10 10 1
100
830.9 Alpha Cronbach’s
(6)
(0.842) (0.950) (0.983)
(One Way ANOVA)
Ho:pi=po=ps=paHy: i # po#F U3 # pa
:(Ho)
“(Hy)
M3 2] M1
s
Test of Homogeneity of Variances ;7
Sig. 1
df2 df1 Levene Statistic
.869 36 3 239
.839 36 3 .280
.839 33.932 3 .280 df
.868] 36 3 240
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(Homogeneity of Variances) 7
0.05 (0.87 : 0.84) (Levene) (P-value)
ANOVA (8)
Sig. F

06674.5| 8970.88]
18207.5| 8690.88

870, 237.
65555.6) 0430.87
50006.6] 7400.87
(ANOVA)
(F) 8
0.05 0.870 (P-value) 0.237
.0.05
(Correlation Analysis)
(Person)
(Hp): P=0(H,):P#0 :
P ‘(H) ( ) ((Hy) :
: (Ho)
(Hy)
Matrix Correlations :09)
948 955 977 1
.000 .000 .000
946 .947 1 977
.000 .000 .000
.989 1 .947 955
.000 .000 .000
1 .989 946 948
.000 .000 .000
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©)
(0.955)
(0.947)
(0.989)
0.01 (P-value)
(Multiple Regression)
)
) (
(
(Hp): R=0(H)):R#0:
‘R ((Hy) ( ) :(Hp) :
: (Ho)
(Hy)
( )
Y
X1
X2
: X3
Model Summary’ :(10)
Durbin-Watson Std'EEsrﬁr;:lt“ef the Adjusted R Square | R Model
733.1 10124.1 973. 982. 991. 1
a. Predictors: (Constant) :
b. Dependent Variable ( )
10
0.982 (R Square) 0.991
Y %98 (X1.,X2,X3)
%00.02
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) %98 (
ANOVAa J11
F Mean
Sig. Square df Sum of Squares Model
464.130 3 391.391 .
Regression
°00.0 578.107 2131 276.7
) 6 ) Residual
9 667.398
( ) : . a. Dependent Variable
. b. Predictors: (Constant) f
(ANOVA) 11
%5 0.000 (P-value)
Coefficientsa J12
Co linearity Statistics Standardized Unstandardized
T
.Sig Model
Beta Std. Error
VIF Tolerance B
385. | 938- 479.7 014.7- | Constant
307.25 040. 462. 786. 218. 364. 286.
022.24 042. 836. 216.- 058.- 347. 075.-
777.10 093. 004. 626.4 838. 185. 858.
a. Dependent Variable ( ) :
12
(12 11 10)
.0.05 (0.000) 107.578 (F )
(0.218)
0.218
- 0.058
0.058
0.838
0.838
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0.385 =B, P-value
0.462 = B, P-value
0.836 =B, P-value
0.004 = B; P-value
%S5 (P-value)
%5 (P-value)
Y:Bo+B]X]+B2X2+B3X3:
(X4, X, X5,) Y
( ) ‘Bo
) X, ‘B,
( ) X, ‘B,
( ) X5 ‘B;
858B0 =-7.014 B] =0.286 B2 =-0.075 B3 =0.:
12
0.858 X5+0.075 X, - -7.014+0.286 X; Y =
*0.286 + 7.014- =
* (0.858 + *0.075 -
()
(13)
;13
90.22 89.57 90.72 90.14 90.43
87.90 87.83 86.09 90.14 87.54
77.32 73.91 73.62 80.87 80.87
94.71 9391 94.49 95.36 95.07
95.51 96.52 95.36 95.36 94.78
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84.64 84.35 83.48 84.93 85.80
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Used Ceiling Light Units and Their Usefulness in Creating
Printed Frames for Interior Spaces - Based on a Combination of
Ebro and Direct Painting Styles: An Experimental Study in

Printing

Jowza F. AlEnazi, Department of Fine Arts, College of Letters and Arts, University of

Hail Saudi Arabia.
Abstract

The area of experimentation in the printing of
hand-made textiles is one of the most important
areas in regard to its innovative and technical
aspects. Designers interested in processing interior
spaces during decorative engineering still need to
be updated on filling gaps with modern and
innovative elements. The development of the
manufacture of panel lights, or spotlights, and the
abundance of production and the diversity of its
forms cause an urgent need to create innovative
technical treatments for them to be aesthetically
pleasing. Printed prints (such as picture frames)
attract the greatest number of recipients and
interactors; they are an artistic entity in their own
right, having aesthetic and cultural objectives.
Experimentation with innovative materials In
modern art and design is considered a
characteristic of modern art philosophy and
practice since traditional techniques and materials
are no longer sufficient to match the ambitions of
the designer or the artist. This has led to a constant
search for more raw materials and the techniques
that satisfy the need for innovation. The designer
and the artist both turned to the technical values of
the materials and the techniques. This made the
work of art flexible, authentic and contemporary.
Hence, a modern idea was developed to attempt to
benefit from damaged flat roof units. The current
research aims at finding contemporary plastic
solutions through the experimentation and
plasticization of the industrial and environmental
raw materials, which will enrich the interior
spaces (walls) in the interior design in an
innovative and modern way.

Keywords: Lighting units, internal spaces,
frames, Marbling "Ebro", direct drawing,
consumables.
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Fig. 7 design of a hanging sofa and shelves of the Latin letter (D) and the Arabic
letter (<).

Two forms of bilingual letters were created with identical geometry innovatively from
one building unit, consisting of a triangle shape with truncated corners so that the sides of
the triangle are two angles instead of one corner. They are the Arabic letter (o) and the

Latin (D), and the letters were arranged in an overlapping manner. In addition, to
repeating the letter (D) and a reflection to show a symmetrical and balanced shape, to be
used in the design of a hanging sofa that contains a library, serving and showing aesthetic
dimensions of the use of overlapping and symmetrical letters.

Fig. 8 Garden bench and table design from the Latin letter T and the Arabic letter

(4)-

Two forms of bilingual letters were created with identical geometry innovatively from
one building unit, inspired by the geometry of simple Kufi script. They are the Arabic
letter (s) and the Latin (T) and the letters were arranged in a contiguous manner. In

addition to the repetition of the letter (u) and a reflection to show a symmetrical and

balanced shape, to be used in designing garden benches and tables. They serve and show
aesthetic proportions of using adjacent and symmetric lettering.

Fig. 9 Door design from the Latin A (letter and the Arabic letter ().

Two forms of bilingual letters were created with identical geometry innovatively from
one building unit, consisting of intersecting geometric shapes to show the letters in the
form of sharp corners and clear vertical extension with single density. They are Arabic
letter (J) and Latin (A). The letters were combined in an overlapping manner and this

harmonic overlap resulted in the application of a single building unit to both letters. The
letters have been used in the design of an external door, to serve and show aesthetic
dimensions of the use of overlapping and congruent letters.

Fig. 10 Shelves design from the Latin letter (E) and the Arabic letter ().

Two forms of bilingual letters were created with identical geometry innovatively from
one building unit, consisting of vertical and horizontal shapes with fixed density with
curves of the letter ending in a fixed pattern. A construction using both letters where the
letters have been used in the design of shelves, to serve and show aesthetic dimensions of
the use of staggered and extended letters.

Conclusion

Typography has been inadequately used in interior design and furniture as 3d
structure. While it is used in fine arts as objects and in other forms of design as text to be
read. This study explores both aesthetical and formal potentials of utilizing bilingual
letters (Arabic/ Latin Letters) in both interior and furniture design. The different shapes of
bilingual letters proved to be an important source for new ideas in 3D design.
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Fig. 1 Design of a building from the Arabic letter () and the Latin letter (O)

Two forms of bilingual letters were created with identical and innovative geometry
from one building unit, consisting of a heavy uniform vertical thickness, lighter
horizontal thickness, and fixed rounded curves and ends. They are the Arabic letter ()

and the Latin (O) and the letters have been combined with the modulation of the letter ()
by reversing the vertical angle and its declaration is a simple vertical extension to
harmonize the Latin letter and serve the design in terms of form.

Fig. 2 Table Design from the Arabic letter (2) and the Latin letter (C).

Two forms of bilingual letters were created with identical geometry and innovatively
from one building unit, consisting of intersecting geometric shapes to show the letters in
the form of sharp corners and clear vertical extension with single densities which are the
Arabic letter (o) and the Latin (C). Therefore, the letters have been combined in an
overlapping manner and this harmonious overlap resulting from the application of a
single building uniting both letters. The letters have been used for a living room table
design that serves and shows aesthetic dimensions of the use of identical letters.

Fig. 3 Table Design from the Latin (O) letter and a Sofa from the Arabic letter. ()

Two forms of bilingual letters were created with identical geometry innovatively from
one building unit, consisting of curved shapes and possessing flexibility despite the use of
a geometric pattern. They are the Arabic letter (4) and the Latin (O), and the letters were
combined next to each other in a harmonious way to be used in the design of two pieces
of furniture that are placed adjacent in place (table and sofa), serving and showing
aesthetic dimensions of the use of bilingual letters.

Fig. 4 Design of a lighting unit from the Latin (G) letter and Design of a Sofa from
the Arabic letters (, o).

Two forms of bilingual letters were created with identical geometry innovatively from
one building unit, consisting of curved shapes that possesses the flexibility and
flowability in moving the ends of the letters. They are the Arabic letters (, ) and the
Latin (G), and the letters have been combined next to each other in a harmonious way, to
be used in the design for two pieces of furniture which are placed adjacent to each other
(lighting unit and sofa), serving and showing aesthetic dimensions of the use of
harmonious letters.

Fig. 5 Cabinet design from the Latin letter (O) and the Arabic letter ().

Two forms of bilingual letters were created with identical geometry innovatively from
one building unit, consisting of curved shapes. They are the Arabic letter (}) and the Latin
letter (O), which was installed inside the letter () in an identical way, to be used in the

design of a small child's wardrobe, serving and showing aesthetic dimensions of using
identical letters.
Fig. 6 Designing a set of furniture pieces consisting of a seat from the Arabic letter

(E)’ a swing from the Latin (C) letter and a table of the Latin letter (O).

Three forms of bilingual letters were created with identical geometry innovatively
from one building unit, consisting of the ellipse. They are the Arabic letter (¢) and the
Latin (C, O), and the letters have been arranged in a contiguous manner, to be used in the
design of the furniture to give a harmonious and compatible character inspired by the
aesthetic bilingual letters juxtaposed.
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design forms. As for the procedures that were taken in the application, they were in two
stages:
- The first stage:

Designing the complete Arabic and Latin alphabet within the standards of letter
geometry, by implementing it on the drawing book. Each page is divided into 6 squares
and each square measures 8 * 8 cm, so that each square contains one letter to create both
Arabic and Latin letter shapes that match the standards and geometry. Students have to
use the characteristics and features of bilingual letters in synthesis and aesthetic
treatments. Mastering the use of technical calligraphy vocabulary in the design process is
very important. They can use effects in forming the alphabet and acquiring the ability to
solve problems related to establishing visual relationships.

- The second phase:

The application of creative designs by matching both Arabic and Latin alphabets
created a new form, as this experiment relied on the matching method, which led to the
acquisition of a new insight about the structure. The new arrangement of linear letters led
to perceive the linear structure with a new form, as the method of analysis contributes to
understanding the technique of arranging letters for either clarity or aesthetics, taking into
account elements such as text style, letter size and shape, line length, and dimensions.

There are some requirements for this project, such as designing three sketches for
furniture pieces derived from the alphabet in both languages, which have been done
before, where the matching process serves the design form.

Form:

This project aims to introduce students to the concept of the basics of matching
alphabets through few steps. First, learning the concepts and philosophy of the
foundations and general principles of designing alphabets. Second, learning about the
importance of applying the basics of alphabet design (the foundations of beauty) to the
elements and establishing the aesthetic relationship.

The outcome of this experiment is based on descriptive design by doing formal
analysis to the submitted works.
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M. Harkins gives a compact description of typography as "the specialty of art of
organizing letters and words . . . typography additionally considers the order of letters
and words (alongside other visual effects which make a difference) to be reassembled and
reproduced as a couple or however many occasions as is required by the requests of what
is to be imparted” (Harkins 2010, p.14).

In spite of the fact that content is a significant substance without help from anyone
else, it can be changed in the manner its pieces are consolidated and made. As such, the
significance of text is reliant upon how text-based material is organized. The semantic
value of a text in design presentation cannot be undervalued. When trying to interpret
literary material, the symbolism of letters and the typographic characters tend to slip
designers' minds.

Letters really have their very own topic, and this may have a sensational instructive
potential as far as understanding the process of design is concerned. K. Cullen
characterizes typography as an interaction and a modern specialty. It is making the
language apparent. Designing language with typography art makes words acquire life and
influence. Typography has linguistic and artistic capacities. Typography that serves both
aspects simultaneously can be considered effective (Cullen.2012, p.12).

The fundamental design studio considers text and typography as an essential factor
for addressing thoughts and the design work itself. Moreover, letteration and typography
are likely instructive apparatuses as far as understanding the process of design and
inventiveness is concerned. Van Leeuwen proposes that typography can be deciphered as
a semiotic mode that is ultimately effective. Subsequently, typography is not simply
literary; rather, it also measures idealistic and relative significance (Leecuwen 2006),
stressing multimodality. Norgaard (2009) recognizes a defined emphasis on word-
importance in literary analysis but overlooks the semiotic capability of typography. Along
these lines, the authors propose that typography and its material can be contributory in
interpreting and consequently rewording images like photographs of the constructed
environment and complex styles. A design practice that uses the multimodal norm for
typography is depicted in the following.

Learning Calligraphy

The first phase in learning" Calligraphy" is to notice the general surroundings. This
ought to incorporate composed words, obviously, yet additionally a design made by a
designer, and the lines and structures that can be found in nature. There is a distinction
between looking and observing. When involving the inner consciousness with one's heart
inclination and one's actual bodily sensitivities, a totally different perspective is achieved.
Subsequently, the second step is to gain knowledge about the conventional types of
composing writings. The third, is practicing the structures, which has been seen until one
can make fundamental shapes. This is as yet not calligraphy; it is just a composing
process. To change a composition into a work of art, one returns to the first step with the
full progression of both the actual development and dynamic movement of your body.

The initial steps are the learning part, while the last process is the practice, on which
you can proceed for the remainder of your life
Students works

The course aims to increase students' capabilities in exploring expressive dimensions
in the field of visual communication of words, including the role of typography in
formulating the ways of communication and its content, and the course includes a series
of exercises.

The relationship between letters' shapes from two different languages on the grid
system in a written text creates a sort of identical forms of some sort. In addition, the
new shapes coordinate with a certain purpose to create new visual identity for multiple
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Introduction

These days, it's imperative to understand how significant an interior plan is, especially
when realizing that we spend over 90% of our everyday life in indoor spaces. The most
vital point is imagining another way in designing furniture and new ideas of interior
plans, which is quite possibly the main goal to keep our indoor spaces more exuberant.
(Wiley 1996)

Like other different chronicles, the history of calligraphy is repetitive. A new
composing style is conceived, created and continues or ceases to be further used in
interior designs; this is followed by recapturing, appraisement and further enhancement
(Morgan, M. 2001). Arabic calligraphy has maintained an ageless artistic structure with
an emotional tie to the Arabic culture and the Islamic legacy. It is perhaps the main
compelling artwork in the components of the architecture legacy which was invented by a
Muslim craftsman to satisfy God. Additionally, it is a type of innovative plan which
incorporates a social language with math, since letters can be extended and changed from
multiple points of view to make various themes.

There is an explanation for designers who are fixated on typography, regardless of
whether they are engaged in its realistic forms or inside planning ventures. The mix of
words and a visual medium can be an amazing one. Consequently, numerous individuals
will search for motivations such as utilizing typography for their own designs, including
interiors and furniture.

Calligraphy can be utilized in different manners in interior design. It tends to be used
as prints on backdrops or painted wallpaper. For example, a quantity of letters can be
used to shape furnishings or border components. Furthermore, it can be used to adorn the
casings around a mirror. It may be imprinted on woven artworks and upholsteries. It tends
to be used for knobs and handles. Compositions of calligraphy can be introduced onto
walls, mirrors, seating and storage components, door and window handles, and borders.
However, much more creativity should be possible and investigated in students' design
experiments later on.

Design Education

Architectural design education depends on design studio courses that require special
ambiance to encourage imagination and creativity. The fundamental goal of design
studios is to give students the required abilities for inventive essential thinking, problem
solving, basic decision analysis and cooperation with designers. D. A. Schon depicts the
architectural studio as a model of instruction for imaginativeness and problem solving.
He sees design studio ambiance as an ideal spot for students to learn about designing and
creating a design (1985).

Architectural appearance reflects visuals of the end result just as the design process
has consistently been important to design researchers and educators. The visuals of the
proposed end result are generally organized as models, sketches, 3D computer-created
images, hand-drawn patterns, diagrams, project reports, and computer animated videos.
The most effective method to form these visual materials into a spectacular and congenial
appearance is an imaginative design issue for the designer.(Wiley 2007).

Most classes of design studios show skills in their educational program as a course or
as a subject of a combined course. They generally cover hypothetical subjects of
illustration rudiments like how to introduce a portfolio, advanced typography, and a
typography plan. The hypothesis-based learning approach could conceivably bring about
students effectively acquiring strong skillful abilities, especially in making presentations.
The way towards planning a presentation is an exceptionally encouraging and engaging
way for students to figure out how to create and design. Though frequently excluded in
architectural design, typography has extraordinary potential as a viable tool for training in
a number of favorable presentation and design skills.
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Abstract

This paper describes a studio project that
aims to use the typography in different
disciplines of design such as architecture,
interior design, and graphic design. It
intends to explore the outcome and the
interpretation of incorporating bilingual
letters of Arabic and Latin in contemporary
design patterns with the purpose of
discovering new inventive designs to
reconfigure the state-of-the-art structure in a
creative methodology. This investigation
will ~stress structural interior design
personality using bilingual letters and
transmit them in interior design as objects
not letters.

Calligraphy, letteration and typography
have been inadequately used in interior
design and furniture as 3d structure. While
they are taken into consideration in fine arts
and other forms of design. This study
explores the potentials of utilizing bilingual
letters (Arabic/Latin) in both interior and
furniture design. The different styles of
bilingual letters form a great part of this
research.

A design experiment is done with
students of Department of Design and
Applied Arts in the second semester
2019/2020 at Yarmouk University in Jordan
as a piece of Advanced Typography class.

Keywords: interior design, calligraphy,
typography, bilingualism, furniture,
architecture, modern design
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performance processes.

3. Dance and Identity: The artworks of Arab artists embodied the identity of their own
culture that emerged in their works. Through simulations of traditions and customs, the
Arab viewer was able to identify some of the dances and lifestyles.

4. Dance and Memory: Dance creates memories that contain movements, rhythms, and
sounds, and they are the basis of theater: the general atmosphere, experiences,
“flowing” feelings, and rhythms in which one feels oneself and others. This was
evident in the artwork of the Jordanian artist Abdul Hay Mosallam, where he resorted
to flashbacks to retrieve his childhood memories in Palestine and embodied them in
his artwork.

5. Beauty Dance: The works of Arab artists represented an aesthetic dimension, as all
dances have an aesthetic dimension due to their representative and imaginable nature
and their performance, which shows that the dances are human expressions that are
valuable to the cultural heritage of humanity that cannot be replaced by anything else.

The results of the study

The methods of implementing the artistic works that used the theme of traditional
dance varied among Arab artists and artists in the study sample, and they included
mainly:

1. The expressive style in executing the artworks as it appeared in the artist Wajih Nahle,
who used the intertwining colors in a dynamic movement which imitates the
interaction of the live human emotions by showing a physical movement in color.

2. There are many topics of traditional dance, depending on the artist's memory, so we
find how the artist Abdel Hai Musllam Zarara has embodied Palestinian dances in his
works, and the wedding night in the paintings of Naziha Salim, and the Kuwaiti Dabke
in the artworks of Ibrahim Ismail.

3. The subjects of the artworks were affected by the place in which the artist grew up, as
it was clear the emergence of the home culture of each artist according to the country
in which he grew up.

4. The emergence of Sufi dance in the artworks of artists Salam Kanaan and Taher Abd el
Azim as a cultural heritage in many Arab countries, especially Egypt.

5. The paintings of some artists, such as Wasma'a Al-Agha, represented the embodiment
of the Iraqi artistic identity through the revival of the stylistic heritage in visual art.

6. The diversity of traditional dress in the artworks of Arab artists, which is related to the
artist's affiliation and home culture.

7. The diversity of dance styles and methods according to the multiplicity of traditions
and cultural heritage in the Arab world.

Conclusion

Perhaps it is difficult to study contemporary Arab art in light of the absence of

references on many major and contemporary Arab artists. Perhaps the difficulty of many
researchers in delving into this field lies in the scarcity of studies in this field to rely on in
building their studies and research. This study calls for encouraging researchers to
conduct other studies on the subject of contemporary Arab art and the most important
Arab artists and their artistic works. The current study attempts to review some Arab
artists and analyze their most prominent trends in the subject of embodying body
movement (dance) according to the environments of the artists in the selected sample. In
this study, we cannot talk about all Arab artists, but it is a serious attempt that calls for
more studies. The current study came in English to introduce the world to the
achievements of some Arab artists and to show them side by side with international artists
and their contribution to the advancement of human society.
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harmony with the details and elements of the painting.

Abu Al-Azm's work is dominated by the drawing of lines in a caricature way, figure

(34, 35, 36, 37), where the drawings of the characters were distorted or illogical, that is,

his lines rely on exaggeration to draw the outer lines of the characters in order to embody

his idea in some parts or elements of the artwork, and the exaggeration process does not
indicate the artist’s inability to draw some parts. Rather, it is due to a desire to emphasize

the parts or elements that he exaggerates, see figure (34, 35, 36, 37).

As for the construction of the artist's artwork, it can be summarized as follows:

A. In terms of the unity of elements in the artwork, the artist’s works included a special
system of relations and its parts were interconnected so that they could be realized
through their unity in a coherent and harmonious system in which all the details re in a
single approach.

B. Abu Al-Azm relied on radial symmetry which is a variation of symmetric equilibrium
in which the elements are arranged evenly around a central point, as in the case of
throwing a stone into the water. Radial symmetry has a strong focal point because the
shapes are organized around a central point, where the dancing body appears in the
artist's work as a central point in the painting.

C. The harmony was evident in the artist's work with the emergence of the dancing body
clement as a component to connect the components of the artwork. Abu Al-Azm
linked components that are similar, or that complement each other within one frame,
which helps to express the idea of the artwork.

D. The diversity of movement in the artist’s work between the movement in the subject
and the movement of lines, colors, and details that are characterized by accuracy in the
artwork made the characters appear in his works as actors performing a dramatic
artwork.

E. There is a state of artificial exaggeration in the artist’s works in his drawing of the
characters in order to bring the picture closer to the recipient. It can be seen that Al-
Azm's description of the characters stems from the reality of the roles they play in real
life and the apparent qualities they contain, and this reflects the influence of Egyptian
cinema films on him.

The results of the study are related to the main study question: "How does dance
represent visually, artistically, and culturally in the artworks of contemporary Arab
artists, given the diversity of their own styles?"

The artists' works were linked to their philosophy and vision, and the contents and
topics that they seek to express in their works. These works, as a whole, gave a distinct
modernist feature that distinguished them from other visual works of the artists
themselves, and from other contemporary Arab visual experiences. The Visual works
cannot be described as a prominent trend in contemporary Arab Art, as there were great
difficulties in collecting study samples, which included some works by young artists
whose works did not receive sufficient attention from art critics and academic writings on
their relationship to contemporary visual art.

The study showed that Arab artists in the study sample showed their works as
follows:

1. Place and time: The space of the place and time in the dance makes the dances relate to
specific movements within a time frame. In the artworks of Arab artists, the
movements have shown scenes in which the dancer moves alone or with others, where
the context and the spatial and temporal framework played an important role,
embodied in the artists’ works.

2. Dance and groups: It is impossible to imagine any societies without dances, so many
Arab artists turned to embody them in their artworks. The dances contributed to the
formation of society through the symbolic meaning of the forms of interaction and
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party, which is one of the most joyful occasions in Iraq, and how women look from the
windows. The topics of the artworks included social content, through their reliance on
a double vision based on giving the story a time dimension between past and present,
and imaginable abilities that balance with the currents of modernity.
8. Mohsen Abu Al-Azm
Egyptian environments are clearly visible in Abu al-Azm's paintings, which express
rich stories through lines and colors that are almost audible. With a satirical caricature
style, Abu Al-Azm records in his paintings a sense of daily life in the Egyptian
neighborhood. He distinguished himself by showing the details in his paintings in an
amazing and visual way, showing his great interest in clear lines, highlighting the features
of people, color consistency, and distributing light and shadows, figure (34, 35, 36, 37).
He was influenced by the themes and elements of some literary and cinematic works and
embodied these in his artworks. In his typical paintings, Abu Al-Azm creates a visual
experience in which he balances the classic style of painting - lighting and composition -

with an exaggeration of the features and details of the characters. The case of the
caricature is generated, not in its usual form, as detraction of an act or persona, but to

celebrate it. In the painting of the bride’s virginity on the night of the wedding, we find a
boy and a girl laughing maliciously, and looking at each other.

Fig. 34. Mohsen Abu Al-Agm. Fig. 35. Mohsen Abu Al-Azm. 2008.
https://www.pinterest.com/pin/561401909791086352/  https://www.alquds.co.uk/-;Lit- Jlaci
A Lumila glop el i s/

Fig. 36. Mohsen Abu Al-Azm. 2008. Fig. 37. Mohsen Abu Al-Azm. Almoled.
https://www.pinterest.com/pin/473229873322923967/ https://www.marefa.org/asall s [ runs
Likewise, a woman shows her dimple, but she sees in the mirror not only a beautiful
woman but adds her touches through lipstick, which she puts on until her face almost
turns into a clown's face in the circus. Abu Al-Azm uses the faded colors of the houses
with some of the yellow to suggest the age of the shot and the features of the tense
characters, but all this is reversed in a moment of joy, and we find wide smiles, bright
overlapping colors, dominated by the red color, and cheerful embroidered clothes. This
kinetic and colorful Carnival creates an ambiance of music, which can be heard in
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Fig. 32. Wasma'a Al-Agha. 2008. spring Fig. 33. Wasma'a Al-Agha, 2008, Almouled.
dance. http://wassma- http://wassma-
alagha.blogspot.com/2011/07/blog-post. html alagha.blogspot.com/2011/07/blog-post. html

With the details of reality itself, its scenes and stories full of diversity and richness,
throughout her artistic career since the mid-seventies of the last century, Agha’s artworks
express the vocabulary of Baghdadi memory and its visual effects. When she began
observing the social rituals and environmental features in her surroundings and on the
surface of the painting, she had a third eye to weave with her, and through her, the fabric
of expression and composition in an exceptional and unique way. Texture based on
dissolving the differences between magical realism and social realism on the surface of
photography and in its references and imaginations. She drew images of daily life and
environmental details, Baghdadi women and ritual delights, the myth of reality and its
displacement into fantasy, figure (30, 31, 32, 33) (Al Agha, 2007).

Al-Agha relied on the spiritual way, all in equivalence between form and content and
with flowing, dynamic, lively, and regular lines between straights and curves, in a
modification of symbols, in line with the subject. She maintained balance and consistency
between all of that, whether between Stability and movement of the characters as in the
figure, or between color spaces (invisible) and between lines (dark) or between the
simplicity of spaces and the accuracy of details (faces, decorations, and some clothes) or
between colors (glowy and pure) and their (calm) tones. She also created an intertwined
set of linear harmonious relationships, where the lines expressed blending between the
real and the imaginable. In addition, she shows an ability to employ light colors and make
them a key single in the division of expression and composition, which forces the
recipient's eye to move with the texture of her painting and roam between its elements, at
an exact pace, figure (30, 31, 32, 33).

Al-Agha used multi-texture on the color surfaces and in highlighting and
distinguishing clothes, faces, and musical instruments, and focused on the color contrast,
and this was evident in the embroidered dancer's women clothes.

As for the construction of the artist's artwork, it can be summarized as follows:

A. In terms of the unity of the elements in the artwork, the artist’s works included all the
elements and components assigned to the unit of the artwork. The construction
movements in the artistic work contributed to achieving sovereignty and guiding of the
recipient to his goal to give him unity in the idea within the general framework.

B. The presence of the woman in her artist painting: the woman re-furnishes the scene
with the vocabulary of her presence, and praises through music, dance, lyricism, and
poetic expression, another transcendent reality.

C. We find a kind of imagination in her paintings, where the shapes are stripped from the
third dimension, so they all appear on the same level as one repetitive shape with
uniform signs and a staring look in one direction.

D. The artist's work was distinguished by the appearances of the traditional wedding
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His artworks show the vitality of the lines and how they are used to suggest the shape
and size of the parts of the dancing human body and to express, with the least amount of
lines, the emotional state of the dancing girls. They also varied in the use of multi-colored
fabric and the movement of spiral color lines, which gave a sense of movement. The artist
also focused on the contrast of colors and the manifestations of animation by directing
many light and dark repetitions to the retina of the eye alternately, so that the dimensional
image of the shape becomes distorted, making it difficult to focus, leading to a flush
feeling of movement.

As for the construction of the artist's artwork, it can be summarized as follows:

A. In terms of unity of the elements, each artwork contains a special system of
relationships, and its parts are interconnected so that it can be realized through its unity
in a coherent and harmonious system with all details in a single approach.

B. The artist relied on rhythm in the frequency of movement on a regular basis that
combines unity and change.

C. Harmony was evident in the artist's work with the emphasis on harmony and flexibility
in the movement of the human body, represented in the graceful depiction of the
dancing bodies and the mastery in the embodiment of movement and details of the
clothes.

D. Balance appeared in opposite forces, especially in the relationships between the
weights of the dancing characters, while the concept of equilibrium is reflected in the
balancing of all parts and elements in the space of the designed formation, so there are
three types of the balance system.

7. Wasma'a Al-Agha

It is important to talk about modern visual art in Iraq, represented by the late artist,
Wasma'a Al-Agha. Al-Agha worked hard since her early childhood to reach what she
aspired to and ended up leaving her immortal imprints on the scene of visual art in Iraq,
which abounds with giants of this art. She was able to prove to everyone that success,
excellence, and creativity are not dependent on the abundance of successful people
around you, but rather on your self-confidence and your absolute belief in the
inevitability of success. She was able to be the owner of her own art school that
distinguished her from other Iraqi schools of visual art (Mafadlah, 2015).

it

Fig. 30. Wasma'a Al-Agha. 2008. Scene from I ig. 31. Wasma'a Al-Agha. 2007 Delights
One Thousand and One Nights. ritual. https://www.alaraby.co.uk/-(¥-zlay o

http://wassma- ot wad
alagha.blogspot.com/2011/07/blog-post. html ool
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6. Taher Abd el Azim

Taher Abd el Azim embodied the art of dance in contemporary visual art. He
embodied a special visual case of a very special Sufi ritual, the Tanoura dance, two years
after he became famous for having held the first visual exhibition chronicling of the
Prophetic biography, which included eight paintings, each telling a famous story in the
history of Islam. And all the images are panoramic paintings that express an important
period for every Muslim. He presented the experiment in a classic style with a symbolic
glimpse, but in his exhibition “Movement and Color” held in “Doroob” hall in Cairo he
returned to his own style influenced by the color mixing of the movement of the Tanoura
dancers (al-Hamamsi, 2010).

The main figures in Abdel Azim's paintings vary between Tanoura dancers and
musicians, but the color remains the strongest in its presence. In his paintings, Abdel
Azim focused on basic characters, such as the drummer or the “Zills” (finger cymbals)
player in order to be a hero and the color appears in the rotation cases, so the light colors
appear in the calm cases, and the dark color appears in the strong movements of the
dancers. It looks as if the artist rotates and moves with his brush like the hero of his
painting, figure (26, 27, 28, 29) (al-Ma‘rifah, 2009).

Abdel Azim relied on curved and circular lines in his artworks, especially in drawing
the movements of persons. He also used the axial or slash lines, which are changed to fall
down to reach a stable horizontal position, especially in the formation of the dance
movement. He also used curved lines to express the details of the dress in the girl's arm
and how it appears and emphasizes the smoothness and softness of its shape. He also
created a set of intertwined harmonious and conflicting relationships between parallel,
obtuse, and intersecting lines which created the cumulative levels and depth of the
emptiness of the painting, figure (26, 27, 28, 29).

Fig. 26. Taher Abd el Anm 20 10 Fig. 27. Taher Abd el Azim. 2010 Tanoura dancers
Tanoura dancers. 1. http://finearts- http://finearts-show.blogspot.com/2010/11/blog-
show.blogspot.com/2010/11/blog- post.htinl

post.html

Fig. 28. Taher Abd el Azim. 2019. I Fig. 29. TaherAbdelAztm 2017 Egyptian
environment.

Egyptian.
@m an Sgypuan https://www.almasryalyoum.com/news/details/1223530

https://www.wataninet.com/2020/01/-{
Lllse ol lidl 18 yrom p5E uard
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area to another, starting in one place and ending in another, figure (22, 23, 24, 25).

Fig. 22. Salam Kanaan. oil on canvas. Fig. 23. Salam Kanaan. Sufi dances oil on
https://www.ward2u.com/showthread.php?t=2  canvas..
1402&page=7 https://www.ward2u.com/showthread.php 2t=2

1402&page=7

Fig. 24. Salam Kanaan. 2007. Sufi dances .
oil on canvas"'The Dream of Heaven" in on canvas. http://www.salamkanaan.com/oil-

Cairo, on-canvas. html

htips://www.aljazeera.net/news/cultureandart/
2008/6/12/ ) sa¥ir g -2 pa-dista ddd

As for the construction of the artist's artwork, it can be summarized as follows:

1. In terms of the unity of the elements in the artwork, the diversity in the multiple color
relations represented by cases of overlap, transparency, juxtaposition, and seam led to
the manifestation of a product with depth through which the illusion of movement is
generated.

2. The artist adopted the method of repetition of geometric shapes, which resulted in a
harmonious rhythm compatible with percussion that follows the recipient’s eyesight,
creating visual effects that are related to the formation of multiple directional relay
paths according to ways that attract and enchant him.

3. The drawings are characterized by diversity of balance and compatibility, where the
aesthetic rhythm appeared through the complete compatibility of the color schemes.

4. The harmony appeared clearly in all parts of the artwork so that the recipient can
follow the painting directly, as similar components and components that complement
each other are clearly linked within one frame. That helps in clarifying the idea of the
artist’s artwork as in the figure.

5. In his artwork, Kanaan handled colors in many ways, and most of them were
interesting, and their action and impact were strong on the recipient. He fits colors and
interconnects them with mutual relations and regularly generates important areas of
attraction, drawing the sight towards them and to moving by leaps from one space
location to another. These optical jumps may be regular or irregular to establish a result
by the illusion of the movement that came as a functional basis according to its system.
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C. In terms pf diversity of balance and compatibility, the aesthetic rhythm appeared
through the complete compatibility of the color schemes.

D. Harmony appeared clearly in all parts of the artwork, where they give a coordinated
pattern and suggest permanence and movement. Some of them reveal the amount of
their artistic taste through the more intense contrast resulting from the juxtaposition of
two different areas, one standing and the other very bright to evoke the meanings of
power.

F. The element of harmonious rhythm was obtained from the gradation of the colors that
were used. This gradation gave a strong sense of moving its vocabulary towards the
directionality of depth, creating an illusion of the spiral movement in the same
directions and playing an active role in regulating the movement of the eye through
gradations of aligned colors. That also created an illusion of the continuous movement
towards depth, which made the artist's attractive point in his visual work.

5. Salam Kanaan

In his artworks, the artist Salam Kanaan embodied the dance associated with the
place, which he observed in Amman and Arab cities that he visited. Figures (22, 23, 24,
25) show the dance of the Sufi whirling in Cairo. This artwork combined the aspects of
the ancient city and the body movement of the Sufi dance in traditional Egyptian
clothing. Sufi dance is a type of prayer performed by the followers of the Sufi. Tt is
sometimes called "Sama" dance which is a customary meditation practice performed by
dervishes aiming to reach the source of all perfection. Most of the practitioners of this
ritual are followers of the Mevlevi. They aim to curb the desires of the body and personal
desires by listening to music, focusing on God, and revolving around the soul, in
imitation of the rotation of the planets around the sun. The artist Kanaan showed the
movement of the cycles through the clothes that wrap the body by creating a clear
symmetry between the movement of the clothes and the color in the sky. The ancient
buildings of Cairo appear as a background of the painting as in the One Thousand and
One Nights narratives. Kanaan's paintings form a familiar reality to the recipient's eye,
and they depict scenes, stations, and situations in visual formations of real places and
descriptions of the natural and human environment. His passion leads him to show the
beauty of historical places. Kanaan used his memory, which preserved the components of
his natural environment or the landmarks of the place he draws, to reproduce the various
aspects of place in his drawings, such as the features of ancient cities and the doors and
windows of popular houses. For a long time, the drawings of Kanaan, born in 1963, were
confined to ancient places in the capital, Amman, then the cities of Salt, the Jordan
Valley, Ajloun, and Wadi Rum, passing through Cairo, reaching Nablus, Jerusalem, Jaffa,
Haifa, and Acre, all of which had a special imprint on him in the worlds of the local and
Arab visual scene, away from Orientalism effects (Abu Rashid, 2009).

Kanaan relied on curved and circular lines in his paintings, especially in drawing
persons’ movement. He also used cylindrical lines, especially in the formation of the
dance movement, in addition to the geometrized units or units of balanced and
overlapping 3D lines. The contrast between the lines is carried to its maximum extent,
thus enhancing the value of most of the overlapping visual effects. The basis adopted in
this technique, which achieves the unity of the design, is that “the background should be
related to the content of the painting." And the agility of movement in the Arabic
calligraphy played a role in his artworks. He also varied the use of decorative fabric and
urban structural design to show the shape of the city, which is one of the features of his
work. The color contrast is one of the foundations that Kanaan relied on in his paintings
to add coherence and cohesion to his design units, which were established as a result of
the illusion of the circular dancing movement in his artworks. The contrast in color is also
a goal to create a sense of movement, as it transfers the receiver's sight from one color
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Fig. 18. Ibrahim Ismail, 2014 Sword dance ; Fig. 19. Ibrahim Ismail, htp://
https://www.alanba.com.kw/ar/kuwait- mashmoom.blogspot.com/2012/03/ibr
1news/533983/03-02-2015--gan~ fuclawhpua [k Lu<iuy | ahim-ismaeel-art-elegant-frame-

AdIS yr0m i g il | - B Lol Guc/ arts.html

Fig. 21 . Ibrahim Ismail, http://
mashmoom.blogspot.com/2012/03/ibr
ahim-ismaeel-art-elegant-frame-
arts.html

Fig. 20. Ibrahim Ismail, 2015
https://www.kuna.net.kw/ViewPics.aspx2id=1110584

Ibrahim Ismail relied on curved and circular lines in his paintings, especially in
drawing persons, where his artworks appear as circular lines, figure (18, 19). He also used
diagonal lines, which are straight lines inclining anywhere except for the horizontal and
vertical and marked by instability and movement and squiggly lines of diagonal lines that
are connected to each other in the form of a chain, especially in the composition of the
human body. He used the common method of merging lines that differ from each other
in type, and among these lines are continuous, contour, parallel, intersecting, gesture, and
implicit lines. His artworks were marked by two-dimensional geometric shapes, while
the third dimension almost disappears from his artworks, figure (20). The spontaneous
texture appeared in Ismail's work; he focused more on the process of visual creativity,
where the texture marks were to create shapes that are often "accidental" shapes that
create a balanced texture. The contrast color appeared in this artist's works, not only in
color, but also in the form and its morphological qualities represented by a line, direction,
diversity of textures, and diversity of value and size.

As for the construction of the artist's artwork, it can be summarized as follows:

A. In terms of the unity of the elements in the artwork, the artist’s works were marked by
a state of compatibility between all the design elements, which gives the impression of
unity and integration and prevents dispersion and competition between the visual units
in the artwork when the communication process occurs to achieve the visual goal of
attracting the attention of the recipient and focusing on his vocabulary and elements.

B. In terms of repetition, it was the repetition of colors, especially in clothes.
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face, in addition to the use of lines surrounded by curved lines that change direction
gradually and can take the wavy or spiral form. These lines suggest calm and comfort,
especially in the composition of the human body, figure (17). The artist also used a thick
sequential external line, especially in showing the persons' faces. And her artworks were
marked by geometric shapes, so she used the circular shape and the triangle shape. The
diversity of visual textures appeared in her artworks, and the artist used the longitudinal
brush in drawing clothes and to show hair and color areas of one color. The lack of color
diversity in her artistic works reflects her own style.

As for the construction of Salim's artwork, it can be summarized as follows:

1. In terms of the unity of the elements in the artwork, the artist's works were marked by
feminism. The artist focused on the woman's body and the unity was in the diversity of
body movements while preserving the traditional form of the artwork.

2. In terms of repetition, the repetition was in the geometric units, especially in the
circular faces of the persons.

3. Diversity of balance and compatibility between colors, physical movements in addition
to color compatibility at the top and bottom of the painting, Figure (16).

4. Compatibility appeared in all parts of the artwork, as harmonization appeared in the
unity of the artwork and its harmony in a sensory comfortable way for the recipient.

5. The element of rhythm was represented by repeating the movement of persons and
controlling the rhythm of the movement in order to show the popular drum in use.

4. Ibrahim Ismail

Kuwaiti artist Ibrahim Ismail was primarily concerned with the Kuwaiti heritage, and
its various aspects, in addition to the interest in the Kuwaiti environment in its various
forms, Figure (18, 19, 20, 21). He intended to make the contents of his artworks of a
symbolic nature, moving in more than one direction, by monitoring the ancient Kuwaiti
heritage in folk dances and observing the houses, cafes, and old streets, where visions
coincide according to artistic visualizations full of vitality. In addition, the lines and
shapes contained artistic overtones in which the connotations seem biased to the Kuwaiti
environment in all its details. He is inspired in the idea of his artworks by the Kuwaiti
heritage, and this appears through the faces he drew as portraits, the embodiment of
popular games, and other daily details, which included visual visions that interacted with
reality with a great deal of intensity and inspiration. The colors that Ibrahim Ismail used
in his visual paintings developed in their graduations and degrees, and the ways of
placing them on the surfaces of the paintings, which allowed the emergence of large areas
of light that stirred the stillness of the visual elements (Khazal, 2002).

His artistic works were distinguished by creating an expressive style based on
divisions and intersections associated with a remarkable artistic style, which indicates a
geometric visual awareness, which is what kept him away from the traditional style in
observing the scenes of the traditional and social daily life of people in the old Kuwaiti
society. Among his paintings is the Sword dance, in which the artist was inspired by
Kuwaiti heritage, Figure (18), where the characters appeared in the artwork in an abstract
style and with a smooth movement. The painting depicts people dancing with a sword,
wearing a traditional dress with a head cover "hatta", a dress, a cloak, and carrying a
tambourine and swords. The realistic details of the figures, such as the features of the face
and the movement of clothes, did not appear in Ismail's artworks while preserving the
form of the kinetic embodiment of the persons. It is the closest thing to the process of
moving the formal vocabulary with color, which shows the influence of the
impressionism school that emerged in France at the end of the nineteenth century. The
artwork is circular flows as if the artist used them to show the element of movement in
the painting.
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3. Naziha Salim

The visual artist Naziha Salim embodied the Iraqi traditional dance movements in her
artworks. She grew up in a family that loved drawing and visual art. From this family
came famous artists such as Suad Salim, Nizar Salim, and Jawad Salim, who had a role in
the famous Freedom Monument in Baghdad. She had many paintings, for example,
Shabak Bint Chalabi, Wedding Night, Quilting Maker, Women's Weddings, the Evening
Night, and others. She studied in France (1947-1951) and specialized in mural painting,
and she studied at the hand of French artist Fernand Léger (Al Sa‘id, 1983).

Fig. 14. Naziha Salim The wedding night, oil Fig. 15. Naziha Salim, From the worlds of a
on canvas. woman and her soul oil on canvas.
http://elsada.net/86776/ https://www.almothaqaf.com/e/g2/913348

v )

Fig. 17. Naziha Salim. 1988, oil on canvas.

Fig. 16. Nazih im, oi .
ig. 16. Naziha Salim, oil on canvas. http:Velsada.net/$6776/

https://www.marefa.org/3uiles Iy jiicilejpg
Naziha Salim dealt with women's issues, artwork, and childhood in her style that
expresses her mood and personality. Her style reflects a kind of artistry in which fertile
imagination is inseparable from her delicate observations in drawing women, nature, and
social themes. Her paintings expressed the social life of Iragi women and showed their
suffering everywhere in the market, home and work. These artworks showed clear
sympathy for women. The artist grew up in a creative family, a witness to the creative
abilities of the Iraqi man. Her lines were drawn from the ancient Iraqi heritage, and her
art was inspired by the features of Sumerian, Babylonian, and Assyrian art (Adel, 2008).
Figure (14) shows the wedding night dance, where the artist embodied the Iraqi
woman in this painting through the traditional dress, and the tambourine drum in a
fictional abstract style, which reflects the artist's imagination in her artwork. The artist
was committed to the quality of the formal artistic structural line, which was marked by
hardness and strength, and the painting was also marked by tenderness and smoothness.
Figure (15) also shows the influence of Assyrian art on Naziha Salem, and this
appears in the formation of the faces of some women through of the connection of
women's eyebrows with their influence on the contemporary form. Due to the loss of
many of Salim's paintings from the Iraqi Museum, the researcher was unable to know the
date of production of the artwork in Figure (15), but it is clear that the artwork is located
in the contemporary period after (1990).
Salim relied on curved and circular lines in her painting, especially in drawing the
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Fig. 10. Abdel Hay Musallam. Fig. 11. Abdel Hay Musallam. Palestinian folklore.
Palestinian Dabkeh 1986. Size: Panting on paper 2005.

58x80Material: oil on wood. . .
https://bankofpalestine.com/about/art- https://diffah.alaraby.co.uk/diffah/arts/2017/1/27/- e

collections e caldlF- &y yilH-5 S o Loo~ )

o Fig. 13. Abdel Hay Musallam. Jerusalem Calling.

Fig. 12.. Abdel Hay Musallam. Jafra . . gl o gas
fiom Palestinian folklore 2005, 2008. http://lammeh.com/album/58/- LS.iitk Ll

http://lammeh.com/album/58/-;Liil| Lljyadle
IR NIRRT

Zarara relied on lines that express stability and a sense of horizontal sprawl and
horizontal and longitudinal formations. He also relied on vertical formations that express
majesty and greatness. His lines inspired the decorative form derived from the Arabic
calligraphy that appeared in the documentary writings at the top of the artworks as if it
were the art of the book (Fig, 10, 11, 13). His paintings were marked by geometric
shapes; so he used in his artworks the cylindrical shape, especially in the women's dress,
in addition to the diversity of textures through the diversity of forms of popular
decoration on clothes and backgrounds. He mastered the elements of the material pull, as
the sculpture personifications appeared in showing the persons in his paintings, and he
used the dark colors in order to show the works with an old heritage nature, which called
aging in color (Fig, 12).

As for the construction of this artist's artwork, it can be summarized as follows:

1. In terms of the unity of the elements in the artwork, the artist’s works were marked by
the number of dancing people (men and women) united by the unity of colors in
traditional clothes.

2. In terms of repetition, it was the repetition of the movement of persons and the formal
repetition of the written decorative units at the top of the painting.

3. The element of balance and compatibility appears between colors, lines, and
movements, in addition to the chromatic compatibility at the top and bottom of the
artwork, where the writings appeared at the top of the painting in green and the bottom
in green.

4. Compatibility appeared in all parts of the artwork, as harmonization appeared in the
unity of the artwork and its harmony in a sensory comfortable way for the recipient.

5. The element of rhythm was represented by repeating the movement of the persons and
controlling the rhythm of the movement to show the musical instrument used.
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As for the construction of Nahle's artwork, it can be summarized as follows:

1. In terms of the unity of the elements in the painting artwork, his works were marked by
the use of one or two dancing bodies. The unity of form, artistic style, and ideas was
evident in his paintings.

2. In terms of repetition, it was the repetition of the trend linear movement in his works to
give the viewer a sense of vitality and vigor.

3. The element of balance and compatibility appears between colors, lines, length,
dimension, and shortness in his artwork and between gathering and dissipation in the
space.

4. Compatibility appeared in all parts of the artwork, and harmonization appeared in its
unity.

5. The rhythm component was represented by the repetition of spaces where there are
spaces similar to the musical rhythms between each unit and the other one.

2. Abdul Hay Mosallam Zarara

The Palestinian memory and the embodiment of the traditional Palestinian dance was

an important part of the work of the artist Abd al-Hay Musallam Zarara. He is a

Palestinian / Jordanian, and self-taught artist, with more than 35 individual Arab and

international exhibitions. He had his own style of drawing, using a mixture of sawdust

and glue, with which he made his most beautiful paintings. He began with simple
artwork, consisting of the human element with Palestinian clothing, then his painting
developed to express persons, scenes, bottle, and composite structure, then entered the
symbols and crypto-taxidermy, mythical worlds, poetic writings, songs and various tools,
such as weapons, flute, plow, capture tools and utensils, and trees such as palm, aloe,
pomegranate, grape, and olive. He used all this in the artwork to express an aesthetic and
ideological discourse, and each of these discourses supports the other (Manasra, 2003).
The majority of Zarara's works express his childhood in his occupied village (Al-

Dawayima), his displacement in exile and diaspora, and the end to dreams and their

breakage, all in a tape of flowing and haunting memories. His characters are folk people,

and he deals with them with great sympathy. The Palestinian dress is embroidered with
colors, and he mixes rich written texts with sculptural compositions. Scenes and
experiences lean on customs, traditions, history, and the future, holding an epic miracle.

Mosallam is a documentary artist and his collection of artworks is an integrated library of

the traditional and popular history of Palestine before 1948 and its struggle and resistance

history after 1948. He embodies life in the Palestinian village, such as costumes, proverbs

(traditional sayings), and folk songs between blame and passion, love and longing, the

return from the fields, and Arbor Day, and others. Each of his works contains multiple

individuals, men or women with various movements inspired by the folk songs, saying it
in individual parties, during harvest day, olive harvest season, or plowing of the land, and

"Samer" (evening song), Dabke and Traweed which are sung on special occasions and

each is different from the other. He also embodied the Palestinian house, the patience of

the bride, the bride’s wedding on a camel, the bride in the groom’s house - the wedding
night, the "sabaya" (girls) dance, the groom and the bride, the folk dabke (dance), the

popular poet, fasting Ramadan, return from grapevines and fig orchardss (Alamry, 2017).

Zarara embodied the dance of Palestinian women, and what distinguished this

artwork is writing the folk song at the top of his paintings, considering the artwork as a

book written in visual artistic language which the viewer can read in an easy way. His

dance work embodied Palestinian folklore with dress, movement, writing, and folk
musical instruments and reflected his self-identity through a presentation of Palestinian
culture with a contemporary embodiment and style.
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Fig. 8. Wajih Nahlé. 2013. Dancing. From Fig. 9. Wajih Nahlé. 2003. Dancing
Website: https://www.alawan.org Women From Website: https://www
72013/12/08/Lst-dlni-dan o/ debarmy.gov.Ib/ar/content/dlxi-4 5

He began his career by painting realistic oil paintings in an expressive style. His
artwork moved to a two-dimensional calligraphy style when he returned to his eastern
roots and began creating decorative Islamic inscription. Nahle acquired the skill of
writing in expressive Arabic calligraphy, and he became a leader of this school. This
trend became stronger as the letter and word disappeared to be replaced by a more
powerful brush hit of color in a wide area filled with light. One of his most famous
artworks is the color dance paintings. Figure (7) shows a color movement without details,
meaning that it is dancing colors, with a light transparent background.

What is notable is his use of the movement of the bodily activity "dance" almost in all
his artwork, whether it is his use of colors or Arabic calligraphy. In Nahle's artworks, we
find a group of overlapping colors that scales and hang on, as in a moving wheel: a living,
dynamic movement which imitates the interaction of living human emotions by showing
a physical movement in colors. The colors of Nahle show a fluid movement of the waves
of light and the manifestations of shadow in it. We find a relationship between light and
shadow in his paintings. So that the shadow clarifies the interstitial distances between the
colors and adds movement and a deep sense to the artwork. The light projected on the
shape reveals the moving characteristics that resemble the movement of the body and
pushes it to produce the shadow that falls on the surrounding space. So, the aesthetic
paintings appear between brightness and fading in the light, and between condensation
and vanish in the shadows. The twists and trend lines of the shoulders and buttocks
appear to make the female body brimming with streamlined movement that is so clearly
visible in most of his artworks that his painting can be considered as art full of movement
and expression of emotion.

Nabhle relied on trend lines and spirals in his paintings. His lines expressed kindness,
agility, beauty, and calmness and inspired the ornamental form derived from Arabic
calligraphy, and this was demonstrated in many of his artworks in Islamic decoration. His
paintings were marked by free shapes and did not contain the outlines of the shapes, but
relied on liberating the form from its external borders, (Fig 6, 7, 8, 9 ). The diversity of
textures in the work appeared in Nahle's work due to his use of strong brush hit with
various movements.

Nahle also mastered the elements of the material pull in his paintings, where the
illusory relationship between mass and space was clear and consistent in his artworks. He
used the blue color extensively in his works. However, he clearly focused on color as a

total value, due to the intensity of the colors used.
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prominent works that included highlighting the kinetic body (dance) and employing
musical instruments visually in their artworks.
Aesthetics of traditional dance in contemporary Arab art

The dance represents one of the social activities and artistic images that express many
of the values, meanings, and practices that characterize human society and reveal
variations in stratified, ethnic, and qualitative structures. Dance can be defined as human
behavior that consists of purposeful, regular, repeated, and rhythmic movements. These
repeated movements depend on a regular rhythm, and are distinguished from natural
activities'. Dance has aesthetic values in terms of time, place, and effort (Wolf, 2018).
The dance represents regular movements associated with conscious human purposes and
meanings. It represents a non-verbal discourse, a visual expression of social and symbolic
issues, values, and implications, understood through the cultural construction and
historical context of society (Blacking, John 2018: 93).

Since dance is a ritual social behavior that man has practiced throughout the ages in
ways and methods belonging to the social character, the Arab plastic artist has embodied
it on many occasions. Even some artists, such as the artist Wajih Nahle show the
movement of dance in his artworks. Below we review the study sample of the artists who
embodied dance movements in their artwork.

1. Artist Wajih Nahlé

The late artist Wajih Nahle was one of the contemporary Arab artists who gained
international standing as an oriental artist and one of the most prominent artists who
embodied belly dancing in their artworks. He presented his artworks in many countries
and bagged many awards and honors, including the Arab Biennale Award in Kuwait, the
Grand Palais Award in Paris, The Metropo Lebanon Museum Award in New York, the
Lebanese Order of Merit for Artists, the Arab World Institute in Paris Award, Award of
Modern Art Museum in Tunisia, the Golden Palm Medal from Belgium, and the Supreme
Award in the 66th Visual Art Exhibition in Paris. In his famous article “A Voice from
the East” (1977), the French critic André Pareno said of Wajih Nahle after the latter's
exhibition at the “Wally Findlay” gallery in Paris in 1977, “He is an Arab-Muslim
identity, but he is distinguished by the irrational of the West ... the most expressionists
people are closer to reality and the most abstract imaginist” (Al-Quds Al-Arabi, 2017).

Fig. 6. Wajih Nahlé. 2000 Dancing From Fig. 7. W ajih Nahlé.20?3. Dancing, 130 x
Website: https://www.onefineart.com/ 90 cm, oil. From Website: https://www.
artists/painters/Wajih-Nahle onefineart. com/direct-sale/Wajih-Nahle
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displays Matisse's early obsession with primitive art: the intense warm hues against the
cold blue-green backdrop and the rhythmical sequence of dancing nudes communicate
feelings of emotional release and hedonism. The "Dance of the Young Girls" from Igor
Stravinsky's classic musical composition "The Rite of Spring" is frequently associated
with the artwork. Blake's watercolor "Oberon, Titania, and Puck with fairies dancing"
from (1786) is reminiscent of the composition or arrangement of dancing figures (Bock-
Weiss, 1996).

Methodology and procedure:

Methodology

The analytical descriptive method was used to deal with the objectives of the current
study of analyzing the research samples and using the content analysis method. The
analytical descriptive method is characterized by its realistic way of dealing with the
problem of the study. In view of the scholar's knowledge of the impact of Arab figurative
art, its developments, and the most prominent artists, this method is appropriate to the
objectives of the study which came to determine the aesthetics and methods of Arab
artists in shaping the body movement (dance) in different cultural communities. In
addition, this method highlights Arab cultural diversity through dance, costume, and
musical instrument.

Limitations of the study:

The study was limited to embodying traditional dance in the artworks of
contemporary Arab artists in Arab countries during the time period between (2000-2020).
Population and Sample of the study

The population of the study included Arab artists who embodied dance movement
and musical instruments in their artworks. The researcher tended to use several models
related to the subject of the study. The study sample was limited to Arab artworks during
the period time (1985-2020). The following table shows the study sample in Table No. 1.

Table No. 1
Artist Country Time Period
Wajih Nahlé Lebanon 1932-2017
AbdulHay Mosallam Jordan 1933-2020
Naziha Salim Iraq 1927-2008
Ibrahim Ismail Kuwait 1945-until now
Salam Kanaan Jordan 1963-until now
Taher Abd el Azim Egypt 1967-until now
Wasma'a Al-Agha Iraq 1954-2015
Mohsen Abu Al-Azm Egypt 1958-until now

Instrument of the study

The study instrument was based on observation; it included the following:

1. Direct observation: The researcher observed the kinetic embodiment of dance and the
use of musical instruments in the works of contemporary Arab artists, through research
and tracking of many works of visual art, and the researcher analyzed them.

2. Indirect observation: The researcher analyzed what was mentioned in reports, records,
research papers and books prepared by many writers, and researchers.

An analysis of the main study question, which states: “How did Arab artists embody
the movement of the body (dance) in their artistic works stylistically by presenting the
subject, the movement of the body, and the dress of the dancers despite their multicultural
heritage?

The researcher presents the analysis of the study question by presenting a group of
prominent models of Arab visual works of a group of contemporary artists from Arab
countries, with the aim of answering and verifying the study questions. In analyzing
visual works, the researcher relied on a set of foundations, which included selecting a
group of artists' works displayed on their websites, as they represented the most
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Dancing rings in the Aegean are indicated in a variety of locations. The sites of these
dances were the early Minoan cemeteries in south-central Crete, particularly in the
Mesara Plain region. Zoomorphic and anthropomorphic statues have been found in and
around the tombs of Thulus. A special statue from the Camelari site depicts four figures
holding together the arms and shoulders, surrounded by a low wall decorated with
consecration horns, figure (3). Most archaeologists agree that this group represents people
who dance (Heffernan, 2004).

Fig. 3. The dancing floor of “Ariadne of the lovely
tresses” https://www.elissos.com/the-dancing-floor-
of-ariadne-of-the-lovely-tresses/

In the nineteenth and twentieth centuries, several famous artists embodied
choreography in their work, such as Edward Degas, Henry Matisse. Edward Degas was
born on 19 July 1834 in Paris. He was one of the founders of Impressionism. His prowess
appeared in the painting of ballet dancers from 1845 to 1853. In 1855 he knew the
figurative artist Ingres, who was veru much fond of painting. Between 1855 and 1865, he
devoted his time to painting historical paintings that were mostly large. During the
Franco-German War of the 1870s, in which Degas participated as a soldier, he became
visually impaired through a rifle-firing exercise. He participated in many exhibitions of
the Impressionists and presented his artwork even in London in 1883. In 1892, Degas
stopped using oily colors in his paints. Additionally, in 1901, he became nearly blind, so
he used to paint in large size and bold lines. Then, he died on the 27th of September
1991. Eventually, he was buried in France (Swain, 2011).

Fig. 4. Blue Dancers 1890. Artist: Edgar Degas. Size: 80 x 80

cm (3L5 x 31.5"). Oil  Painting on on canvas.
https://www.reproduction-gallery.com/oil-

painting/1158621037/blue-dancers-c1890-by-edgar-degas/

In 1910, Henri Matisse painted Dance "La Danse" at the request of Russian
industrialist and art collector Sergei Shchukin, who left the massive ornamental panel to
the Hermitage Museum in Saint Petersburg, Russia. The composition of dancing figures
is widely regarded as "a pivotal moment in (Matisse's) career and the evolution of
contemporary painting." Matisse sketched a preliminary version of the artwork in (1909)
as a study for the piece, which is now housed at MoMA in New York City and named
Dance. La Danse was first exhibited at the Salon d'Automne of 1910 (1 October — &
November), Grand Palais des Champs-Elysées, Paris (Bock-Weiss, 1996).

Fig. 5. Artist Henri MatisseYear
1910Medium Oil on canvasDimensions
260 cm x 391 cm (102.4 in x 153.9 in)
Location The Hermitage, St. Petersburg.
https://www.pinterest.com/pin/879609989
47972720/

Five dancing figures, painted in a bright red, are set against a very basic green
landscape and a deep blue sky in this picture. It uses a basic Fauvist color palette and
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feelings. Thus, kinesthetic aesthetics arose, and, with the succession of human
civilizations, they came to be associated with or in parallel with phonological aesthetics.

Some ancient poetic texts indicate the spread of pre-Islamic religious dancing in the
Arabian Peninsula (Eastern Horizon, 1978). Likewise, drawings on temple walls, cylinder
seals, blogs on clay pots, and Papyrus refer to colors from the religious dances of
Pharaonic, Levantine, and Mesopotamian civilizations. The teachings of the wise "Annie"
in Egypt were written on papyrus, and he says in his teachings: Singing, dancing, and
incense are god's meal (Cyril, 1996). The Egyptians knew the accompanying dance with
the rhythm of harp, oboe, and tambourine, which is a form of African dance whose
movements mimic the movements of animals and phenomena of nature for martial or
hunting purposes, as whwn some Africans dance the ostrich dance before they go out to
hunt it. Another type of dance is the "Funeral group dances," and it consists of three
types: the ritual, which is part of the funeral rites, a dance that expresses sadness, and the
worldly dance to entertain the soul of the dead (Ciment, 2015).

In addition, many types of folk dance refer to ancient times, such as the "bee dance"
which is a strip dance (Carlton, 1994), the "shield dance" in front of the bridegroom, and
the "slingshot dance" that Ghawazi women (a group of female traveling dancers) in Egypt
continued to dance until the nineteenth century (Parrs, 2017). The drawings on the walls
of the Pharaonic tombs show the association of music, singing, and dancing. We see a
row of dancers, topped by a row of musicians, and there are girls controlling the rhythm
with applause. They had a god for dance known as "Bass" in the form of a dwarf that
dancers put as a tattoo on their legs (DK, 2017).

Most of the ancient sources and drawings confirm that dance was a type of worship,
which means its origin was religious. Some dancing movements that refer to the sacred
dance still exist, as the Circassian “Waj” dances in the North Caucasus, the seductive
belly dance that relies on shaking the buttocks, which descends from the sacred fertility
dance, and the Egyptian squat dance that used to be performed by the pregnant women
five thousand years ago dancing to be close to the gods to facilitate their birth (Figure.1)
(ARCHAEOTRAVEL, 2020).

o I

Fig. 1. Drawing representing dancers with an
orchestra from the tomb of Nabamun (Teeba,
400 BC). https://archaeotravel.eu/2p=1028

Expressive dance appeared around (8000 BC) in the eastern Mediterranean region. It
is believed to have been used to communicate with deities. Therefore, it was associated
with holiness. Thus, the ancient man used body language to create high spiritual
meanings, and it was necessary to control the bodily activity by accompanying the
musical rhythms with rudimentary tools, or with clapping of the hands and mouth
verbalization, figure (2) (al-*Arabiyah, 2010).

Fig. 2. Ancient Greek bronze statuette of a veiled and masked
dancer, 3rd - 2nd century BC, found in Alexandria, Egypt.
https://commons.wikimedia.org/wiki/File:Bronze Statuette of a

Veiled and Masked Dancer 3.jpg
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subjects in Arab art, including the subject of the current study.
2. It opens up extensive knowledge and philosophical perspectives in the study of dance
representations and musical instruments.
3. The need for such a study is obvious due to the lack of references in this field.
Objectives of the study:

The current study aimed to:

1. Identify the aesthetics and methods of Arab artists in framing the body movement
(dance) despite their different cultural societies.

2. Highlight Arab multiculturalism through the diversity of dance, costumes, and musical
instruments through their visual appearance in the work of artists.

Previous studies:

Allawi and Alwani (2020) examined the scenes of dance in Degas's paintings. They
studied the relationship between drawing and dance in the field of painting for the period
between 1874-1898 in France and focused on the stylistic experience in Degas's
drawings. The study population consisted of (150) artistic works with (5) artworks
selected as a sample for the study. The results showed that the artist (Degas) uses the
bodies of the dancers as the subject of the painting and introduces the social reality that
the dancer suffers physically; also the relationship between drawing and dancing took an
expressive path, where the beauty of dance and pain (social suffering) often goes hand in
hand. The study also revealed that the artist (Degas) used the painting as part of the body
dancer because the world is developing and dance as body language is an optical
language for expressing emotions, feelings, and meanings that cannot be expressed in
words.

Another study by Hassan (2020) examined the semantics of light and their impact on
the painting of Moulouya Dancing "Whirling Dervishes". The study dealt with the
religious content of the philosophical movements of the Moulouya dance and the design
of light in the Mevlevi dance and their impact on the production of graphic and
photographic artistic works. The study discussed the concept of Mevlevi art, the
emergence of its history, its relationship to the Egyptian skirt "Tanoura" dance. It also
examined the light connotations and their symbolic meaning, as well as the similarities
between Platonic philosophy and Islamic Sufi ideology. The study considered that art is
an interconnected loop in which poetry, literature, theater, and music all affect the
recipient in general and the visual artist in particular and it is affected and influenced by
what is around it and is always searching for new sources of creativity. The creative
process of the visual artist is based on the state of research and experimentation; it is not a
single process but a mix of different psychological processes and interactions at the same
time. The artist needs a constant rehearsal and a lot of effort in the training of hands and
eyes where access to this situation is only obtained by the eagerly perusing and through
continuous experimentation. The results of the study showed that experimentation is
important in uncovering aspects and qualities that have new and unfamiliar connotations.
the study revealed that the Mevlevi dance is an expression of religious content through
movement and it is a source of inspiration for artists. It showed that light design has a
great effect on the Mevlevi dance, and it can be used to produce graphic and photographic
artworks.

Historical perspective:

The rhythm arose in man with his heartbeat, and he remained, in the growth of his
feelings and perceptions, surrounded by many natural expressive rhythms and sounds,
such as the sound of the wind, birdsong, the rustling of leaves, water in a stream, and the
sound of raindrops. Thus, it was natural for Man to imitate some movement rhythms in
nature. He found in this imitation a dynamic field for the aesthetic expression of his
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Introduction

Dance is one of the social activities and artistic images that reflect many values and
practices that characterize a human society. It reveals differences in class and ethnicity
(gender). UNESCO also classified the dances as "intangible" heritage. Dance is one of the
most important ways to represent and express people. Dance also reflects the cultural
identity and representation of the relationship between society and the world. Dance can
be seen as "a window" for cultures to understand their identity and dynamism. Dance is
part of the cultural heritage that reflects the diverse characteristics of peoples and their
associated customs and traditions.

The movement of the body represents works of plastic art, which is the foundation of
the dance that shows the moving objects and their historical and cultural determinants.
The movements and rhythms of the body in the Artwork create models of dances and it
is, therefore, subject to the laws of space and time embodied in art painting. Dances
appear in artwork, not only by being subject to the norms of body and movement in space
and time, but also in the movement of sounds that appear visually and can appear
completely different, so the appearance of body movement, that is visual dance, can
change the relationship of man with his world. This arises from body movements,
rhythms, and sounds, not from language. Even so, the question of how to describe and
interpret dances is essential to their understanding and exploration.

The senses create aesthetic effects through dance, and special importance must be
given to the sense of motion, hearing, touch, and vision. Senses play an essential role in
embodying cultures in societies. By doing dance, an emotional and social consensus is
formed among people who dance together. This can also contribute to the formation of
society. The dances are vitality and performance-oriented in defining their dynamics and
social meaning that are culturally historical in nature from a historical anthropological
perspective (Wulf, 2018)

Brandstetter and Wulf (2007) conducted a study entitled “Dance as Anthropology”.
The study examined the historical, social, ethnological, and aesthetic significance of
dance and choreography, with contributions from arts, culture, and sciences, as well as
from the practicing arts. The study aimed to identify body concepts, which can be seen in
various historical forms and formations of performing arts, rituals, celebrations, religious
ceremonies, and the events of pop culture, as well as in the relationship between dance-
related practical knowledge and techniques of scientific ficlds.

Problem of the study:

Due to the lack of references in contemporary Arab art, the researcher presented some
of the work of modern Arab artists whose artwork had dance as its subject. Dance with its
content as a subject of study contains material, literary, expressive and symbolic
meanings that are repetitive, homogencous, and general through the formation of patterns
in which collective common knowledge and dance practices are organized and
implemented. It is a kind of self-expression and self-interpretation of the common social
system. The social aesthetic of dance has been the work of many artists throughout the
ages. The current study examines the visual formation of body movement as an aesthetic
case in contemporary Arab figurative art. The problem of the study focuses on the
following main question: How do Arab artists shape body movement in their artwork in
style by presenting the subject matter, body movement, and dancers' costumes regardless
of their multiple cultural legacies?

Importance of the study

The present study draws on the importance of its problem arising from the need to
recognize the aesthetic of dance in the work of modern Arab artists and from the
assumption that solving this problem meets the following needs:

1. Art students interested in contemporary art aesthetics need to learn about various
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Abstract

The current study aims to identify
aesthetic aspects and methods used by Arab
artists in shaping human body movement
(dance) regardless of their cultural
backgrounds, and to underline the Arab
cultural diversity through the variety of
dance and dress styles and the musical
instruments employed in their Artworks.
Additionally, it examines the visual
formation of physical dance as an aesthetic
aspect in contemporary Arab visual art. To
achieve the purpose of the study, a
descriptive-analytical design was used. The
sample of the study consisted of (8) Arab
fine artists with wide fame in the Arab
world. The general results of the study
revealed that each dance style belongs to a
specific setting and time frame since it is
considered as community customs. It also
revealed that the employment of dance in
the works of Arab artists has a key role in
determining their personality. The special
results of the study indicated that the
subjects vary in terms of the methods of
implementing artworks employing
traditional dance as its main theme using
colors motion to imitate the movement of
the human body "dance", such as the artist
Wajih Nahlé who used the intertwining
colors in a dynamic movement. There are
varieties of topics in the traditional dance
depending on the artist's memory, so we
find how the artist Abdul Hay Mosallam has
embodied Palestinian dances in his
Artworks, and wedding night in Naziha
Salim's Artwork's, and the Kuwaiti Dabke
in Ibrahim Ismail's Artwork's.

Keywords: Contemporary Arab art,
dance in visual arts, art philosophy, subject
in dance art.
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