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University of Milan/Bicocca. Her main concern is the relationship 
between politics, art, and architectural theory.

Luisa
     Lorenza
 Corna DinaDina

KhouriKhouri

Poster: Painting at a Loss Beirut 2, 2017, oil on four steel sheets, 
100 × 200 × 30 cm, Fruit of Sleep Sharjah Biennial 13: Tamawuj Act II, 
Sursock Museum, Beirut

BPA // Berlin program for artistsBPA // Berlin program for artists was founded  
in 2016 by Angela Bulloch, Simon Denny, and  
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The mentoring program organizes reciprocal studio 
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for artists, which begins in autumn 2020. Running  
up until the end of that year, eleven participating artists 
will use rooms at the Gropius Bau as studios and 
show their work in public presentations. 
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While looking at Dina Khouri’s portfolio, the long, 
cryptic titles of her works stuck in my head:  
Incredible That Such Wilderness Should Have Ever 
Been Habitable By Man (2015) is chosen for a  
digital photograph featuring an abstract painting 
placed inside a hole in a Beirut street; It Looks  
Like ISIS (2017) is the name given to a mesh net 
sprayed on the window of an exhibition space.  
Contemporary art abounds with periphrastic titles 
that deflect attention from the material appearance 
of the work, but linguistic trickery is often a pre- 
rogative of conceptual artists. Dina Khouri belongs 
to an elsewhere. While deeply conceptual in her 
approach, she tenaciously clings to matter, remain- 
ing hesitant to use too many words. Her long, ellip- 
tical titles collide with her work’s resistance to the 
linguistic turn of most contemporary art, reflecting  
a practice that thrives on displacement, errancy, and 
dismay. The ambiguity I point to is not a haphazard 
relation between words and objects, but a latent, 
loose connection at risk of becoming lost.  

Displacement, errancy, and dismay feature  
prominently in Khouri’s series Paintings at a Loss 
(2017–2020). Being ‘at a loss’ is an idiom that 
indicates a state of psychic confusion, a lack of 
direction or certitude. We are at a loss when the 
fixed points that allow us to navigate our interiority 
fade into the deep recesses of the mind, render-
ing our sight suddenly nebulous. In this case, ‘we’ 
stands for the psychic side of our lives: we wonder 
whether ‘at a loss’ refers to the maker or, meta- 
phorically, to the medium of painting. The title plays 
on this ambiguity, expanding the feeling of loss  
to everyone and everything. 

In talking to Khouri about her work, the medium of  
painting is mentioned fleetingly in relation to its  
legacy. It seems that the burden of history weighs on  
her shoulders, obliging her to find a way through. The  
burden she hints at is in fact twofold: When Alexander 
Rodchenko presented his series of monochromes  
as painting’s endpoint in 1921, the medium expanded 
to incorporate its abolition. While Khouri’s work is  
in dialogue with historical attempts to turn painting on  
its head, she replaces the abolitionist hubris of mod-
ernism with gestures that morph the medium, making 
it malleable, loose, and ultimately ‘loss.’ Art critic  
Isabelle Graw calls into question the literature that has  
proclaimed painting’s obsolescence, bringing to  
light the theological conception of history lying at its 
core. Informed by Institutional Critique and lately 

shaped by the context of the digital age, for Graw 
the medium of painting has survived in a myriad  
of forms that preserve what she calls a residual 
specificity.1 

I recall Graw’s writings after watching a talk by 
Khouri where she discusses her renewed interest in  
the frame. A slide showing a frameless, painted 
piece of fabric hanging on a wall is followed by one 
of a performance of Khouri carrying a steel frame 
around London, an action that alludes to the burden 
of a return. The performance culminates with Khouri 
planting the object on the pavement just off Vauxhall 
Bridge (Carrying Frames, 2013). A few months later, 
in a new work, the frame becomes a folded cage, then  
a steel façade of a building, and a sand bed, before 
returning to a frame in the form of a shopping win-
dow.2 Both evoking and expanding Graw’s analysis, 
Khouri endlessly alters the elements of painting’s 
specificity, rendering them residual.

Paintings at a Loss marks a further step in  
Khouri’s resignification of painting. Where preceding 
works maintain a discreet quality, here she explores 
a single idea over a series, pushing the medium’s 
openness to different ends. The common denomi- 
nator of the series is a geometrical grid of metal mesh  
which serves as a ‘painting’ ‘surface.’ I place both 
words in quotation marks to stress the alteration of 
original meaning that occurs in the artist’s practice. 
For Khouri rarely uses brush on the mesh, nor does 
this surface work as a surface, as a flat plane that  

contains and supports. The color is applied to the mesh  
with a palette knife and pushed back after tres- 
passing onto the reverse side, before condensing 
into little clumps.

Khouri’s meshes are often shown in paired lay-
ers. Installed one above the other, they deflect light  
and project shadows onto the wall. This refraction 
lends them a weightless volume, creating a ghostly 
presence. Observed from afar, the paintings resem-
ble liquid screens, a sequence of computer tabs,  
a surface made of thousands of faltering LED lights. 
But as soon as we move nearer, matter takes its 
revenge: weightlessness assumes weight, the liquid 
screen becomes solid, tabs merge into a single 
window, and the LED lights stop flickering. The digital 
medium is absorbed into the painting while remain-
ing an implicit horizon.3  

Khouri’s standardized mesh surface is countered  
by a color palette which varies according to the  
places where the works are fabricated and exhibited. 
Features of different landscapes are transformed 
into chromatic abstract compositions; shimmering 
memories of places traversed remain impressed 
around the holes of the mesh. Her works rest on a 
scattered geography comprised of detours between 
Berlin and the Middle East; a cartography full of 
gaps, concentric growth lines, and excavations which 
fail to orientate homewards. The suburban streets  
of Amman where Khouri grew up, she revealed in a  
recent interview, were named when the headquarters 
of state intelligence assumed residence. Before then 
they were nameless, holes in a map of no return.

1 See Isabelle Graw, The Love of Painting: Genealogy 
of a Success Medium (Sternberg Press, Berlin: 2018).

2 I refer here to the different forms taken on by the 
frame in a series of works realized by Khouri between 
2013 and 2017. The works are: Sonnenallee 250 
(2013), So Are You Going to Get A Real Job Now? 
(2014), Incredible That Such Wilderness Should Have 
Ever Been Habitable by Man (2015), and It Looks  
Like ISIS (2017).

3 I owe this expression to Avigail Moss and Kerstin  
Stakemeier, who have employed it for the title of a con- 
ference organized at the Jan Van Eyck Academy in 
2010. While for Moss and Stakemeier, ‘implicit horizon’  
refers to the persistence of painting for other artistic  
mediums, I take license to reverse its original meaning,  
using it to indicate painting’s assumption of modes  
of digital aesthetics. See Avigail Moss and Kerstin 
Stakemeier (ed.), Painting: The Implicit Horizon (Jan 
Van Eyck Publisher: Maastricht, 2012). P
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(2018) and at the Sharjah Biennial (2017).

Luisa Lorenza Corna is an art writer and historian who teaches  
at Middlesex University and at the University of Portsmouth. She’s 
also a visiting lecturer at the master of Critical Theory of the  
University of Milan/Bicocca. Her main concern is the relationship 
between politics, art, and architectural theory.
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Poster: Painting at a Loss Beirut 2, 2017, oil on four steel sheets, 
100 × 200 × 30 cm, Fruit of Sleep Sharjah Biennial 13: Tamawuj Act II, 
Sursock Museum, Beirut

BPA // Berlin program for artistsBPA // Berlin program for artists was founded  
in 2016 by Angela Bulloch, Simon Denny, and  
Willem de Rooij, facilitating exchange between 
emerging and established Berlin-based artists.  
The mentoring program organizes reciprocal studio 
visits, public lectures, and joint exhibitions. 

BPA at Gropius StudiosBPA at Gropius Studios is a new collaboration 
between the Gropius Bau and BPA // Berlin program 
for artists, which begins in autumn 2020. Running  
up until the end of that year, eleven participating artists 
will use rooms at the Gropius Bau as studios and 
show their work in public presentations. 

BPA at Gropius Studios  
1. Oct – 31. Dec 2020

Opening hours  
Fri – Wed 10 – 19,  
Thu 10 – 21, Tuesday closed

Gropius Bau  
Niederkirchnerstraße 7  
10963 Berlin

22. Oct – 28. Oct 
BPA at Gropius Studios: 
Dina Khouri, Katrin Winkler

Design: Studio Pandan with Vreni Knoedler and Lena Rossbach;  
Edition of 200; Copy Editor: Manon Revuelta; Editors: Boaz Levin  
and Anna-Lisa Scherfose

BPA // Berlin program for artists is made possible through the support  
of the Senate Department for Culture and Europe.
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While looking at Dina Khouri’s portfolio, the long, 
cryptic titles of her works stuck in my head:  
Incredible That Such Wilderness Should Have Ever 
Been Habitable By Man (2015) is chosen for a  
digital photograph featuring an abstract painting 
placed inside a hole in a Beirut street; It Looks  
Like ISIS (2017) is the name given to a mesh net 
sprayed on the window of an exhibition space.  
Contemporary art abounds with periphrastic titles 
that deflect attention from the material appearance 
of the work, but linguistic trickery is often a pre- 
rogative of conceptual artists. Dina Khouri belongs 
to an elsewhere. While deeply conceptual in her 
approach, she tenaciously clings to matter, remain- 
ing hesitant to use too many words. Her long, ellip- 
tical titles collide with her work’s resistance to the 
linguistic turn of most contemporary art, reflecting  
a practice that thrives on displacement, errancy, and 
dismay. The ambiguity I point to is not a haphazard 
relation between words and objects, but a latent, 
loose connection at risk of becoming lost.  

Displacement, errancy, and dismay feature  
prominently in Khouri’s series Paintings at a Loss 
(2017–2020). Being ‘at a loss’ is an idiom that 
indicates a state of psychic confusion, a lack of 
direction or certitude. We are at a loss when the 
fixed points that allow us to navigate our interiority 
fade into the deep recesses of the mind, render-
ing our sight suddenly nebulous. In this case, ‘we’ 
stands for the psychic side of our lives: we wonder 
whether ‘at a loss’ refers to the maker or, meta- 
phorically, to the medium of painting. The title plays 
on this ambiguity, expanding the feeling of loss  
to everyone and everything. 

In talking to Khouri about her work, the medium of  
painting is mentioned fleetingly in relation to its  
legacy. It seems that the burden of history weighs on  
her shoulders, obliging her to find a way through. The  
burden she hints at is in fact twofold: When Alexander 
Rodchenko presented his series of monochromes  
as painting’s endpoint in 1921, the medium expanded 
to incorporate its abolition. While Khouri’s work is  
in dialogue with historical attempts to turn painting on  
its head, she replaces the abolitionist hubris of mod-
ernism with gestures that morph the medium, making 
it malleable, loose, and ultimately ‘loss.’ Art critic  
Isabelle Graw calls into question the literature that has  
proclaimed painting’s obsolescence, bringing to  
light the theological conception of history lying at its 
core. Informed by Institutional Critique and lately 

shaped by the context of the digital age, for Graw 
the medium of painting has survived in a myriad  
of forms that preserve what she calls a residual 
specificity.1 

I recall Graw’s writings after watching a talk by 
Khouri where she discusses her renewed interest in  
the frame. A slide showing a frameless, painted 
piece of fabric hanging on a wall is followed by one 
of a performance of Khouri carrying a steel frame 
around London, an action that alludes to the burden 
of a return. The performance culminates with Khouri 
planting the object on the pavement just off Vauxhall 
Bridge (Carrying Frames, 2013). A few months later, 
in a new work, the frame becomes a folded cage, then  
a steel façade of a building, and a sand bed, before 
returning to a frame in the form of a shopping win-
dow.2 Both evoking and expanding Graw’s analysis, 
Khouri endlessly alters the elements of painting’s 
specificity, rendering them residual.

Paintings at a Loss marks a further step in  
Khouri’s resignification of painting. Where preceding 
works maintain a discreet quality, here she explores 
a single idea over a series, pushing the medium’s 
openness to different ends. The common denomi- 
nator of the series is a geometrical grid of metal mesh  
which serves as a ‘painting’ ‘surface.’ I place both 
words in quotation marks to stress the alteration of 
original meaning that occurs in the artist’s practice. 
For Khouri rarely uses brush on the mesh, nor does 
this surface work as a surface, as a flat plane that  

contains and supports. The color is applied to the mesh  
with a palette knife and pushed back after tres- 
passing onto the reverse side, before condensing 
into little clumps.

Khouri’s meshes are often shown in paired lay-
ers. Installed one above the other, they deflect light  
and project shadows onto the wall. This refraction 
lends them a weightless volume, creating a ghostly 
presence. Observed from afar, the paintings resem-
ble liquid screens, a sequence of computer tabs,  
a surface made of thousands of faltering LED lights. 
But as soon as we move nearer, matter takes its 
revenge: weightlessness assumes weight, the liquid 
screen becomes solid, tabs merge into a single 
window, and the LED lights stop flickering. The digital 
medium is absorbed into the painting while remain-
ing an implicit horizon.3  

Khouri’s standardized mesh surface is countered  
by a color palette which varies according to the  
places where the works are fabricated and exhibited. 
Features of different landscapes are transformed 
into chromatic abstract compositions; shimmering 
memories of places traversed remain impressed 
around the holes of the mesh. Her works rest on a 
scattered geography comprised of detours between 
Berlin and the Middle East; a cartography full of 
gaps, concentric growth lines, and excavations which 
fail to orientate homewards. The suburban streets  
of Amman where Khouri grew up, she revealed in a  
recent interview, were named when the headquarters 
of state intelligence assumed residence. Before then 
they were nameless, holes in a map of no return.

1 See Isabelle Graw, The Love of Painting: Genealogy 
of a Success Medium (Sternberg Press, Berlin: 2018).

2 I refer here to the different forms taken on by the 
frame in a series of works realized by Khouri between 
2013 and 2017. The works are: Sonnenallee 250 
(2013), So Are You Going to Get A Real Job Now? 
(2014), Incredible That Such Wilderness Should Have 
Ever Been Habitable by Man (2015), and It Looks  
Like ISIS (2017).

3 I owe this expression to Avigail Moss and Kerstin  
Stakemeier, who have employed it for the title of a con- 
ference organized at the Jan Van Eyck Academy in 
2010. While for Moss and Stakemeier, ‘implicit horizon’  
refers to the persistence of painting for other artistic  
mediums, I take license to reverse its original meaning,  
using it to indicate painting’s assumption of modes  
of digital aesthetics. See Avigail Moss and Kerstin 
Stakemeier (ed.), Painting: The Implicit Horizon (Jan 
Van Eyck Publisher: Maastricht, 2012). P

ainting at a Loss B
eirut 1, oil on four steel sheets,  

125 × 200 × 7 cm
, Fruit of S

leep S
harjah B

iennial 13: Tam
aw

uj 
A

ct II, S
ursock M

useum
, B

eirut

Incredible That S
uch W

ilderness S
hould H

ave E
ver  

B
een H

abitable B
y M

an, digital photograph, 29,7 × 42 cm
, 

2015, B
eirut


	201027_BPA_dinakhouri_a3_PF-korr_1
	201027_BPA_dinakhouri_a3_PF-korr_2
	201027_BPA_dinakhouri_a3_PF-korr_3
	201027_BPA_dinakhouri_a3_PF-korr_4



