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is so unbearably over-crowded with cavorting women that their individual features melted into obscurity. 
Zanket al-Sitat is also the connecting place between the city’s old districts (el-Anfoushi, el-Gomrok, el-
Sayalah, Ras el-Tin, Qait Bey, Zilal Farous and the old lighthouse), its new community (el-Raml), and the 
western area (el-Qabari, Mina el-Basal, el-Max, el-Dikhila and summer colonies).
 Nonetheless, the dim atmosphere formed by the formidable pack of women reveals a woman’s shimmering 
shoes. Perhaps, the woman, who is swathed in milayya (a large piece of black cloth, which covers the woman 
from head to ankle) deliberately revealed her eye-attracting gilded red shoes to distract men’s attention 
away from her [uninspiring] face. The admirable shoes should guide the viewer’s eyes to a beautiful, self-
confident woman, who pinned a corresponding red flower on her lovely long hair. The duality of dimness 
(Alexandria) and brightness (Venice) reveals the wide areas of differences between the two cities, regardless 
of the shared culture and geography. On the one hand, dimness denotes social restrictions and over-
crowding. On the other hand, brightness denotes unrestricted aspirations and optimism. The Italian city of 
Venice is at the centre of Abdel-Hafeez’s acrylic painting on paper (40x30cm). Being the highlight of the 
cultural background shared by the Mediterranean countries, Venice is depicted from a different perspective 
of culture and identity in the painting. The painter introduces us to brooks teeming with small boats against 
a backdrop of historic buildings and landmarks of architecture. Men rowing their boats actively attract the 
attention of tourists, who are gathering on a bridges nearby.  The balance in the work is manifested in the 
cluster of boats, which occupies two third of the surface; and a large-size brown stone occupied by three 
pink birds. The stone is brilliantly depicted to give the impression it was a a cascade of woman’s hair. I think 
that the stone (the woman) denotes Venice.
Although the Mediterranean geography and culture constitute the shared ground in both works, the place is 

Unity of living things-acrylic on canvas-2000
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lies in the foreground.
The admirable and the disfigured mermaid 
(acrylic on canvas, 150x70)
Abdel-Hafeez renewed his condemnation to 
the threat caused to its marine life, which is 
trapped within cement cages. This time, his 
beloved city metamorphosed into a mermaid 
rising majestically against a background, 
which revives the glorious past. The mermaid 
(Alexandria) remarkably survived several 
attempts by invaders led by Julius Cesar to 
cut off its nose and shake its reputation and 
bring it to its knee. That is why Abdel-Hafeez 
consciously placed Julius Cesar’s sword at the 
nose of the admirable jewel of the old world. 
The painter also indicated Alexandria was also 
the victim of ostensible modern culture and 
outrageous old ideas and thoughts. He meant 
to say that Alexandria’s enemies included 
extremists, corrupt people, occupying forces, 
foreign warships, which violated its territorial 
waters, nuclear-powered ships and sailing 
boats; Greek, Roman, Ottoman, Mameluke 
French and British troops. However, Alexandria 
overpowered victoriously her enemies, who  
became relics from the past. Abdel-Hafeez 
deliberately painted his mermaid dim yellow. 
He was parsimonious with black. He eloquently 
used red, yellow and black to draw warships 
packed with the invaders. The mermaid’s chest 
is decorated with a folkloric icon to deepen the 
time-honoured identity of Alexandria. In his 
epic painting  influenced by the Mediterranean 
culture, Abdel-Hafeez simultaneously depicts 
the lifestyle in Alexandria’s popular district of 
Manshia and the lifestyle in the Italian city of 
Venice. On the one hand, Alexandria’s district 
is over-crowded and bustling with activities all 
the time. The painter zoomed in on to capture 
Zanket al-Sitat, a central town market, which 

Antonio and Cleopatra-acrylic on canvas
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the painting must be condemning rules, laws, bureaucracy and red-tape measures imposed on members 
of civil societies to restrict their freedom and peace. Fish, trapped in cement blocks, are no more fortunate 
than man. 
Alexandria’s culture and elusive romance (acrylic on canvas, 120x60cm)
Since the Ptolemaic era, Alexandria has been the city of love and beauty, especially after witnessing the 
tragic love story between Antonio and Cleopatra in 30 B.C. The time-honoured rendezvous is represented 
in blue foreground to denote immortality. On the other hand, Alexandria’s estrangement in modern times 
is represented by the ‘sleeping beauty’ (a mermaid) reclining elegantly on a private seashore and turning 
her back on the world. A child playing in the sand is the only companion around. On the one hand, Abdel-
Hafeez’s sleeping beauty, who feels lonely, is the artist’s condemnation for insults caused to the city by 
today’s lovers. Stressing the privacy of the seashore, the painter must be unhappy that wealthy people had 
outrageously seized the city’s seashores and prevented other people from coming closer.  
The construction of the painting indicates that Abdel-Hafeez is paying special attention to compatibility 
of beauty and virility (Antonio and Cleopatra) in the foreground on the one hand and on the other hand 
incompatibility (the sleeping beauty and the child). The artist seems to warn us that Antonio’s descendants 
have caused the great lover much embarrassment. Abdel-Hafeez also reconciled two spaces, the first of 
which occupies the upper part of the painting (the sleeping beauty of the modern times). The second space 

Venice-acrylic on canvas-1997
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intersected with pieces of ancient Egyptian statues. Heavy blue in the background must be stressing the 
time-honoured relationship between Alexandria and the Mediterranean. 

Alexandria again

Being an obsessed lover of Alexandria, Abdel-Hafeez’s sequel to “Alexandria” features one of the city’s 
landmarks: Qait Bey Fortress (80x70cm). The left corner of a surface divided into the land and the sea is 
surmounted by monument crowns. The painter’s whitish brown sea reminds the innocent viewer of the 
fortress being situated between the land and the sea. He also produced the balance of the forms by using 
mixed colours, including brown, yellow and light green. The balance of coloured forms in the surface 
resulted from the light colour of the external frame of the fisherman rowing his boat in the sea. A second 
boat tilting towards a blue wide area facing the sea and squeezing the road leading to Qait Bey Fortress 
between them also plays a good role in the balance in the work. The painter cleverly reconciled the pink 
(in the girl’s dress) and a relatively large-size pink area in the surface of the water. Perhaps, the pink area 
represents the reflections of light in the surface of the sea (or chemical wastes dumped by factories in the 
sea). The girl balances a transparent container revealing a fish (or the mermaid). The girl faces Alexandrian 
fisherman, who squats on the ground after catching a big fish. Aspects of symmetry and resemblance in the 
surface is represented by drawings of fish distributed carefully to the land and spherical forms, in which the 
painter used pointillism to sprinkle the green area to give the impression it is a cistern; the smaller spherical 
shape is poised on a woman’s head. The resemblance in the surface is also stressed by the two boats in the 
sea and on the land; the fisherman in the boat, his net, two big fishes and the fortress. 

Protest

Abdel-Hafeez came up with more nostalgic account of Alexandria in  his third (perhaps, the fourth) painting 
(acrylic on canvas, 4 -80x70). 
Perhaps, this work coincided with the release of the film “Alexandria Again and Again” directed by celebrated 
film director Youssef Chahin. The new sequel revealed Abdel-Hafeez’s elaborate geometric Cubism 
manifested in parallel large-size cement embankment, regardless of the fact that the sea is invisible. The 
water is narrowly represented by a school of giant fish (black, light blue mixed with black, yellow, green, 
and grey). A cluster of boats are gathering in a small area in the surface, which also illustrates black human 
figures optimistically holding their hooks. The figures are distributed, on the left and the right, to large-size 
cement blocks. Others are in their boats. A third group of fishermen preferred to climb a stone or squat on the 
shore of the invisible sea. The equilibrium of the colour and the mass in the work is motivated when Abdel-
Hafeez created the central weight of the work in the large-size fish in the middle, which soars to confront 
a smaller black fish rushing horizontally. A yellow spot in the surface denotes the land, regardless of the 
invisible sea. To conveniently guide the viewer’s eye across the surface, the painter distributed intense 
yellow spots to stone masses on the left and another stone on the land. The painting is distinguished for 
the intensified presence of the mass in a shrinking space. Perhaps, the cement masses act as barriers 
restricting the hope of the fish to return to their peaceful environment (the invisible sea). In the meantime, 
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Between Universality and Alexandria’s Quartet 

Like music composer, Farghali Abdel-Hafeez composed riffs in a series of paintings, in which Alexandria 
is at the centre of his vision and concerns. For example, his painting “Alexandria” (Acrylic on canvas, 
200x200) constitutes a nostalgic account of peaceful places and people.  Abdel-Hafeez’s panoramic view 
of Alexandria is not by any means a depiction of landscapes. The painter derived much of his inspiration 
in this respect from his optical memory. Abdel-Hafeez used cold and dim colours to transport his elements 
to an oval surface. He dug out mosques rising next to churches to deepen the reality of the nation’s firm 
national fabrics (Muslims and Copts). His places of worship and old buildings also highlight the amity and 
friendship between Egyptians and foreign residents in Alexandria. The painter came up with a perspective, 
from which he successfully intensified the presence and details of his nostalgic account within a limited 
space. The viewer is introduced to people (in the foreground) sitting leisurely at baladi cafes or a rendezvous 
at the city’s cornice. Alexandria, whether in its old dress or modern attire, is represented by a beautiful girl. 
An oval form in the foreground (to the left) illustrates the image of Isis stretching her hands to embrace the 
girl (Alexandria).
 Isis’s homecoming celebrated by Egyptians in the modern time is stressed by very dark brown. Isis is 
depicted being surrounded by popular objects such as the lute (which denotes celebrated composer Sayed 
Darwish) and an abstract of the Mausoleum in al-Raml Railway Station, which is mounted by the statue of 
nationalist leader Saad Zaghloul. The panoramic view in this respect is surrounded by sea embankment 

Alexandria-acrylic on canvas
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»KGó◊G »∏«μ°ûàdÉH »KGÎdG »∏«μ°ûàdG Ö«°üîàdGh RGRôdG ≈Ø£°üe

: ‘É≤ã«ÑdG »∏«μ°ûàdG øØdG

 QÉªãà°SG øμÁ πãŸÉHh { á°†bÉæàŸG ∫GƒbC’G ¤EG ÉfCÉ÷ GPEG ’EG É¡æY ÒÑ©àdG øμÁ ’ ∫GƒbC’G ¿EG{ ¿ƒæjR ÊÉfƒ«dG ±ƒ°ù∏«ØdG ∫Éb kÉÁób 

 ¿GƒdC’Gh IQƒ°üdG ¿EG ) ∫ƒ≤æa ¿ƒæjR ádƒ≤e ∫Gƒæe ≈∏Y ádƒ≤e hCG IQÉÑY AÉæHh »∏«μ°ûàdG øØdG øY åjó◊G ∫É› ‘ ádƒ≤ŸG ∂∏J

 É¡Ä«¡f ¿CG øμÁ ádƒëàŸG hCG ádó©ŸG ádƒ≤ŸG ∂∏J ≈∏Y kÉ°ù«°SCÉJh (á°†bÉæàŸG Qƒ°üdGh ¿GƒdC’G ¤EG Aƒé∏dÉH ’EG É¡æY ÒÑ©àdG øμÁ ’

 á«∏«μ°ûàdG RGRôdG ≈Ø£°üe ¿ÉæØdG äÉYGóHEG ‘ ô°UÉ©e »KGóMh »Ñ©°T »KGôJ ƒg Ée ÚH Ée ádƒëàŸG Qƒ°üdG ΩÉeCG ±ƒbƒ∏d kÓNóe

 ¢†bÉæàdG ≈∏Y ¬JGP ‘ ¬dÉªà°TG ƒg ∂dP , Ö°ùëa óMGh ÖÑ°ùd q’EG •É°ûædGh ¢†ÑædG ¬«a å©Ñæj ’h ∑ôëàj ’ A»°ûdG ¿CG ∑QOCG …òdG

 AÉ«°TC’G  ¿ƒμJ  »àdG  »g É¡H  ôNòJ  »àdG  ô°UÉæ©dÉH  Ió°ûàfi  áØWÉ©dG  ¿CG  ∑QOCG  Éªc  ,  ¬∏c Qƒ£àdGh  É¡∏c ácô◊G  á«∏ªY ƒg …òdG

 º°S 100X70 - 1984    ∫GƒJ ≈∏Y âjR  - Oƒ°SC’G ¢SôØdG 
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.AÉ«°TC’G ∂∏J º¶æj …òdG ƒg áØWÉ©dG ™e √QRBÉJ ‘ ∑GQOE’G ¿CGh IÉ«◊G ‘ á«°SÉ°SC’G

 á∏MQ ÈY ájô°üÑdG ¬JôcGP É¡à¶ØM »àdG ájô°üŸG á«Ñ©°ûdG äÉª«àdG øe ójó©dG ¿ÉæØdG iód »ØWÉ©dG ¢ù◊G ≈Yóà°SG Éæg øe

 ºcGÎŸG ‘ô©ŸGh ÊGóLƒdG π«°üëàdG á«Ø∏N ‘ ¬fGóLh ‘ á∏YÉa É¡à∏«NCG âdGR Ée »àdGh á«eƒ«dG á«JÉ«◊G ¬JÉ°SQÉ‡h ¬JÉcÉμàMG

 ¬à¡Lh ‘ πYÉa ∂°T ’ ôeCG ƒgh , á«KGó◊G áaÉ≤ãdG IÒ°ùŸ áÑcGƒe áaô©e »gh , kGóbÉfh kÉª∏©eh kÉYóÑeh kÉØ≤ãe ¿ÉæØdG á∏MQ ÈY

 ô°UÉæY äÉª°S ≈∏éàJ å«M ‘É≤ã«H Úé¡J á«∏ªY »gh , »KGó◊ÉH »KGÎdG hCG »KGÎdÉH »KGó◊G Ö«°üîJ ƒëf á«∏«μ°ûàdG á«æØdG

 Ú«aÉ≤ãdG øjô°üæ©dG äÉª°S êhGõàJ å«ëH , IôjÉ¨e á«eƒb ájƒg …P »æa hCG »HOCG »YGóHEG ‘É≤K ¿ƒμe ‘ á«eƒb ájƒg äGP áaÉ≤K

 . ájƒ¡dG Êƒc hCG ájƒ¡dG ìƒàØe kÉLhGõJ øé¡ŸG »æØdG hCG »HOC’G ´GóHE’G ‘

 ìÓ°ùdGh IPƒN ¬°SCGQ ôªà©J …ôμ°ùY óFÉ≤d kGôjƒ°üJ ¿CG ƒ∏a , ‹ÉjÒ°S ¬Ñ°T íª∏e øe ƒéæj ’ »Hƒ∏°SC’G Úé¡àdG ∂dP πãe ¿CG ≈∏Y

 »bÉ°ùH ¬«bÉ°S ∫óÑà°SG hCG ¬HQGƒ°Th ¬à«◊ øe ºZôdG ≈∏Y ICGôeG ¿Éà°ùØH …ôμ°ù©dG ¬jR ∫óÑà°SG ¿ÉæØdG ¿CG ÒZ , ¬jój ÚH kGôgÉ°S

 . ∞°ù∏ØàdGh πjhCÉà∏dh ÉÃQh ∫DhÉ°ùà∏d »°SÉ°SC’G ≥∏£æŸG »g á°ûgódGh , »≤∏àdG á°ûgO ™°Vƒe ∂dP ¿Éμd ¿É°üM

 ¿EÉa kÉ«aÉ≤ã«H  kÉcƒ∏°S Gòg ÈàYG ¿EGh  ,  »Hƒf  hCG  …ô°üe ìÓa ÜÉÑ∏L …óJôj kÉ«HhQhCG  kÉëFÉ°S ÉfóLh GPEG  ∂dòc hóÑj ¬°ùØf ôeC’Gh

 É¡fCÉH òFóæY ádÉ◊G ∞°UƒJ É‰EGh , áaÉ≤K ¬d â°ù«d ¿É°ü◊G ¿C’ ∂dòc ¢ù«d ¿É°üM »bÉ°ùH IQƒ°üdG ‘ …óæ÷G »bÉ°S ∫GóÑà°SG

. ≥£æŸG OhóM êQÉNh , ádƒ≤©e ’

 ∫ƒ≤©eÓdG QÉWEG ‘ ™≤J »àdG Qƒ°üdG hCG íeÓŸG ∂∏J Qƒ°U øe ÒãμdG iÒ°S RGRôdG ≈Ø£°üe ¿ÉæØdG äÉMƒd øe Oó©d ógÉ°ûŸGh

 ¤EG IQƒ°üdG Éæ∏«– Gòμg !? ¿ƒμj GPÉe øμd .ä’ƒ≤©ŸG øe ¢ù«d Gòg , ¿É°ü◊G …R ¤EG ∫ƒëàj ’ , Ée ¢üî°T ¢SCGQ ô©°ûa ,

 »J’G IQƒ°üdG ≥°ùf ‘ ∂HÉ°ûàdG IôØ°T ∂a ádhÉfi ‘ »μ«μØàdG »∏jhCÉàdG …ó≤ædG »YƒdG πªY •Éæe ¿ƒμj Éægh , ¢ûgóæŸG ∫DhÉ°ùàdG

 πeÉ©àdG iƒ°S ∫hDƒŸG ΩÉeCG ¿ƒμj ’ ∂dP ≈∏Yh , RƒeôdG ⁄ÉYh ΩÓMC’G ‘ iƒ°S É¡d »ãe ±ô©j ’ »àdGh , »°û«©ŸG Éæ©bGh êQÉN »g

 ,¿É°ùfE’G π≤Yh , Iƒ≤dG õeQ ¿É°ü◊Éa (70x100 – 1984 ∫GƒJ ≈∏Y âjR øjƒμJ) áMƒ∏dG ∂∏J ‘ IQƒ°üdG ¬«dEG õeôJ Ée ™e

 ¤EG õeôj ¬∏jP øe ¿É°ü◊Gh ¬°SCGQ ô©°T øe Gòg Éª¡μHÉ°ûJ ‘ , ¿É°ü◊G ¬Lh ™e …ô°ûÑdG ¬LƒdG √ÉŒG ¢ùcÉ©Jh , ¬Jƒb õeQ ƒg

 øeh . ‹ÉjÒ°ùdG øjƒμàdG äGôØ°T ∞∏N ™Ñ≤J »àdG ád’ódG á«MÉf øe Gòg . ¿É°üë∏d ájOÉŸG Iƒ≤dG ™e ájƒæ©ŸG π≤©dG Iƒb ∫OÉ©J

 ≈∏Y ¬JóYÉb ≈∏Y ΩGôgC’G áÑ°†g äÉÑK ¬fÉμe ‘ âHÉK …ô°ûH ¢SCGQ êÉàfEG IOÉYEG ¿EÉa »KGó◊G »KGÎdG »∏«μ°ûàdG Ö«°üîàdG á«MÉf

 •ƒ£N ‘ ¬°SCGQ á«Ø∏N øe AõL ƒg …ójOôJ »eôg øjƒμJ ™e , ∫ƒ¡dG »HCG ∫Éã“ øe ¬Wƒ£N º¡∏à°ùj øjƒμJ ‘ áLQóe á«eôg

 …ƒ≤dG ¿É°üë∏d ºî°†àŸG πjòdG ™e áμÑà°ûe ÊƒYôØdG ¢SCGôdG AÉ£¨d á«dGóÑà°SG hCG , ∫ƒ¡dG »HCG ¢SCGQ ≈∏Y ó°SC’G IóÑ∏d á«dGóÑà°SG

 iôNCG ád’O ∂∏Jh , ihóL ¿hO ¬fÉμe øe ¬àMõMRh ódÉÿG »îjQÉàdG Ö°üædG ∂dP Üò÷ áà«ªà°ùe ádhÉfi ‘ OGƒ°ùdG ∂dÉ◊G

 ¿ÉæØdG ∞«XƒJ ‘ »Hƒ∏°SC’G Ö«°üîàdG ádhÉfi ióÑàJh É¡æ«eÉ°†e hCG É¡HÉ£N ‘ ád’ódG Oó©àJ å«M , á«KGó◊G äÉ«∏éàdG É¡ë«àJ

 ƒg …òdG , áMƒ∏dG øe øÁC’G ±ô£dG ‘ , πHÉ≤ŸG »àjƒ∏°ùdG øjƒμàdG ‘h , ¿É°ü◊G IQƒ°U ‘ (∫É«ÿG πX) âjƒ∏°ùdG Üƒ∏°SC’

 QÉWEG ‘ »îjQÉàdG »KGÎdG õeôdG Gòg ¿ÉæØdG ™°Vh IódÉÿG áæjƒYôØdG ájƒ¡∏d kGó«cCÉJh , »≤jôaE’G øØdG ¤EG ¬àÄ«g å«M øe ÜôbCG

 ‘ êô©àe Oƒ°SCG §N ÚH Ée , ¿ƒ∏dG êhOõŸG »£jô°ûdG õLÉ◊G á«£îàe õeôdG ∂dP ¢SCGQ øe …OQh ¢Sƒb ¥Ó£fG ¤EG óªYh ô¨°UCG

 π°üàj å«M , õeôdG / ¢SCGôdÉH §«ëŸG QÉWEÓd »ÑfÉ÷G ôØ°UC’G ¢SCGôdÉH §«ëŸG QÉWEÓd »ÑfÉ÷G ô¨°UC’G §ÿG ™e …RGƒàe ¬àªb

 …òdGh , »≤jôaE’G ´Éæ≤dÉH ¬Ñ°ûdG Öjôb kÉæjƒμJ É¡«∏Y »æH »àdG AÉbQõdG äÉLƒªàdG …P øÁC’G øjƒμàdÉH ¿ƒ∏dG …OQƒdG ¢Sƒ≤dG ∂dP

 ¢SCGQ ∞≤°S øe êQÉÿG …OQƒdG »°Sƒ≤dG ∫É°üJ’G ∂dP Éæ«£©j óbh , ¿É°ü◊G âjƒ∏°ùd kÉ«àjƒ∏°S kGójOôJ íÑ°ü«d Oƒ°SC’G ¿ƒ∏dG √É£YCG

 ád’O Éæ«£©j ób äÉª°ùdG »≤jôaE’G »àjƒ∏°ùdG ´Éæ≤dG ¬«a Ö°üàfG …òdG êƒªàŸG ¥QRC’G Êƒ∏dG øjƒμàdG ™e kÉ°ùeÓàe õeôdG ∫ÉãªàdG
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 º°S 130X100 - 2003     Ö°ûN ≈∏Y ∫GƒJ ≈∏Y âjR  - Oƒ°SC’G  ¢SQÉØdG
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 »àdGh , É«≤«aQCGh ô°üe ÚH áàHÉãdG á«îjQÉàdG ábÓ©dGh π«ædG ™HÉæe å«M , É«≤jôaCGh π«ædG …OGh ¢VQCG ÚH ôªãŸG »îjQÉàdG π°UGƒàdG

.âHÉãdG »îjQÉàdG É¡©bƒe øY ô°üe áMõMR áÑ«gQ á«àjƒ∏°S iƒb ∫hÉ–

 :»KGó◊G »KGÎdG ‘É≤ãdG ™«Ñ£àdG

 È©j á«KÓK ≈∏Y â°ù°SCÉJ á«KÓK »gh (¥Qh ≈∏Y ÈM) á«àjƒ∏°ùdG ¬àMƒd ‘ á«KGó◊G áaÉ≤ãdGh , á«KGÎdG áaÉ≤ãdG ÚH ™«Ñ£àdG ≈∏éàj 

 ¿ÉæØdG óªàYG óbh ,¥ÉÑ°S ádÉM ‘ á«°VÉjQ áeƒ¶æe ¢üî°ûJ ájÒÑ©J ∫hC’G Aõ÷Éa . É¡à«°Uƒ°üN É¡d á«∏YÉa øY É¡æe AõL πc

 ÊÉãdG Aõ÷G ÉeCG . á∏©°ûdG ™aGQ º¡àeó≤e ‘h , á¨dÉÑŸG øe Òãc ‘ áaÉëædGh ∫ƒ£dG áYQÉa á«àjƒ∏°ùdG ¢Uƒî°ûdG ôjƒ°üJ ≈∏Y É¡«a

 AGQh ¢VQC’G ≈∏Y ¬Ø«°ùH kGOó‡ É¡fÉ°Sôa óMCG §≤°S áHQÉëàe ±GôWCG ÚH ácô©Ÿ Öcôe »àjƒ∏°S øjƒμJ ƒ¡a ∫hC’G Aõ÷G πØ°SCÉH

 ‘ πLQC’G äÉæjƒμàd á«Ñ«cÎdG á¨dÉÑŸG ‘ øjƒμàdG á«dÉªL ≈∏éàJh .ôNB’G ¬Lh ‘ ¬Ø«°S kGôgÉ°T ¬fÉ°üM É¡æe πc »£àÁ Ú°SQÉa

 ¢üîj Éeh ÚfÉ°ü◊G ¢üîj Ée ÚH Éª«a ¥ôa ’ »àdG ¿É≤«°ùdG ÚH Ée á«æ«YGôØdG äÓKÉªàdG ‘h , á°VQÉ©àŸGh ájRGƒàŸG É¡Wƒ£N

 ¿É°ü◊G ácôMh , ƒÑμj Éª¡æe ¢SQÉa ¿É°üM ácôM ÚH Ée , øjƒμàdG øjÉÑJ ‘ á¨dÉÑŸG äÉ«dÉªL ≈∏éàJh , Éª¡Jƒ¡°U ≈∏Y Ú°SQÉØdG

 á«dÉª÷G ióÑàJ Éªc , √QÉ°üàfGh ¬bƒØJ ád’O ¬fÉ°üM ô¡X ≈∏Y ¬fEG ™e ¢VQC’G √ÉbÉ°S ∫É£J …òdG ¬«£à‡ ô°üæH »gOõŸG ôNB’G

 ájó°üb ‘h ¬°ùØf âbƒdG ‘ ¢VQC’G ≈∏Y kÉØbGh iôojh , √OGƒL Iƒ¡°U ≈∏Y ô°üàæŸG ¢SQÉØdG ô¡¶j å«M ájôjƒ°üàdG áZhGôŸG ‘

 á«æ≤J øY kÓ°†a , ¿É°ü◊G ¥É°Sh ¢SQÉØdG ¥É°S ÚH ¥ôØj Óa ôeC’G ¬«∏Y §∏àîj å«ëH ógÉ°ûŸG ÚY ≈∏Y ¢ùÑ∏j óMGh ¿BG ‘ ¿ÉæØdG

 ÚH πKÉªàdG ‘ á«dÉª÷G ióÑàJ Éªc . ∫ÓMEGh áMGREG á«∏ªY ‘ ¿É°üM øe ¥É°S πfi ¢SQÉØdG ¥É°S π– å«M , ∫GõàN’G hCG ∞«ãμàdG

 ¿É°üM πjP π«e ájhGRh , ¬fÉ°üM ¥ƒa ¬Wƒ≤°S ácôM ‘ Ωhõ¡ŸG ¢SQÉØ∏d »HÉμdG ¿É°ü◊G ∞∏N ≈é°ùŸG ¢SQÉØdG ∞«°S π«e »àjhGR

 ÚH »©«Ñ£J íª∏e ô°üàæŸG ¿É°üM πØ°SCG ôFÉW OƒLƒH ™«°UÎdG ‘h .√ÉŒ’G ¢ùØf ‘ ¬Ø«°S π«e ájhGR ™e mRGƒJ ‘ ô°üàæŸG ¢SQÉØdG

 É¡°ùØf áMƒ∏dG ¿C’ , »eGQódG ôjƒ°üàdGh π«μ°ûàdG ¿ƒæa ‘ á«KGó◊G á«fÓμ°ûdG ¤EG ÜôbCG áμHÉ°ûàeh á∏NGóàe äÉæjƒμJh á«Ñ©°T áª«J

.çó◊ …ójôŒ »∏«ã“ ¢ü«î°ûJ

 kÉ«àjƒ∏°S kÉ°ü«î°ûJ ¢üî°ûj øjƒμàdÉa , »KGó◊Gh »KGÎdG ÚH ‘É≤ãdG Úé¡à∏d í°VGh π«ã“ áMƒ∏dG πØ°SCG ‘ ÒNC’G Aõ÷G ‘h

 ¬àbÉ«d πeÉc ‘ ¿É°üM »eÉeC’G ¬Ø°üfh , áLGQO Ü’hO »Ø∏ÿG ¬Ø°üf kÉfƒμe »£àÁ ≥HÉ°ùàŸG ¿CG PEG ,  áLGQO ¿É°üM ≈∏Y ≥HÉ°ùàŸ

 kÉjó– ÌcCG ∫É°üJG ¥ôW QÉμàHG ƒëf πjƒ£dG ¬îjQÉJ ÈY ¿É°ùfE’G »©°S Qƒ£J ƒëf á«aô©e ádÉMEG Éæ∏«ëj øjƒμàdG Gògh .¬àbÉ°TQh

 ΩhÒL) ódƒŸG  ÊÉehôdG  »Mô°ùŸG  ÖJÉμdG  á¶MÓe ¤EG  Ò°ûj  Éªc .ó¡÷G ÒaƒJh áMGôdG  ¤EGh  âbƒdG  ôjó≤J  ¤EG  ¬àLÉM »Ñ∏j

 øY kÓjóH øjQGhO ÚH’hO É¡«a ∞Xh »àdG áLGQó∏dG ´ÎNG ¬à«°ûe øe ´ô°ùj ¿CG OGQCG ÉeóæY ¿É°ùfE’G ¿CG ¤EG QÉ°TCG å«M (Òfƒ∏dƒHCG

 , ¿É°üM º°ùL »Ø∏ÿG ¬Ø°üf øFÉμd ÊƒY ó«dh ¿ÉæØdG É¡ªª°U »àdG áLhOõŸG á«°üî°ûdÉH ¬°ùØf øjƒμàdG Gòg Éfôcòj Éªc .¬«bÉ°S

 ÒWÉ°SC’G ‘ (¢Sƒ°SÉé«ÑdG ) ôFÉ£dG ¿É°ü◊G êÉàfEG ÊƒY ó«dh ¬H ó«©j »eÉ¡∏à°SG πjóH øFÉc ƒgh , ÊÉ°ùfEG º°ùL »eÉeC’G ¬Ø°üfh

 øFÉμdG ∂dòd »eÉeC’G ∞°üæ∏d »FÉéØdG ∞bƒàdG ‘h ,á«MÉf øe á«HÉ«°ùf’G ácô◊G ‘ øjƒμàdG Gòg á«dÉªL ≈∏éàJh . á«≤jôZE’G

 ÖcGôdG º°ùL ´ÉaófG ƒg ∂dòH »°ûj É‡h , Ωó≤àdG ≈∏Y ‹B’G Aõé∏d óFÉ≤dG ÊGƒ«◊G Aõ÷G ¢VGÎYÉH íjƒj Éª«a , ‹B’G ÊGƒ«◊G

 ƒëf »°Sƒb øjƒμJ ‘ kÉjƒ∏e ¿Gƒ«◊G ≥æYh , ádB’G ¿É°ü◊G ∂dP ô¡X ≈∏Y áæμªàŸG ¬à°ù∏L ‘ åÑ°ûàe ƒgh , øeõdG ≥HÉ°ùj …òdG

 ƒëf ájô°üŸG ÉæJÉ¡LƒJ áaÉ≤K øY øjƒμàdG ád’O ºæJh . »KGó◊G »KGÎdG ¿É°ü◊G ¢SCGQ ≈∏Y √Qó°U øμJQG …òdG ¢üî°ûdG º°ùL

 . (hQÉc) áHô©H πÑ≤à°ùŸG ƒëf Ò°ùf øëæa , πÑ≤à°ùŸG

 ¢SQÉØdG ∞≤j å«M »£°Shô≤dG Éfô°üf áHGƒH ΩÉeCG á«°VGô©à°S’G ÉæàØbh ‘ ÉæàjÎæY øY ∞°ûμJ iôNCG áMƒd ‘ Ωƒ¡ØŸG ∂dP ï°SÎj
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 ≈∏Y √ô¡X ∞∏N ¿GƒdC’G á«gOõŸG ájGôdGh , á«Ø«∏ZhÒg á«HÉàc Ωƒ°SQh á«ahôM RƒeôH ±ôNõŸG ´QóŸG ¬jR ‘ á«dBG áØbh …ójó◊G

 Úª«dG ‘h , §FÉM ¥Qh øe á∏«£à°ùe á«Ø∏N hCG ™æ°üdG …hój »£«N •É°ùH ¢ùª∏e É¡«£©J ájÒ°û¡J ±QÉNõH á°ûªæe AÉ°†«H á«Ø∏N

 áMƒ∏dG á«°VQCG  ΩÉ°ùbCG  âYƒæJ óbh .IÒ¨°üdG á«ã∏ãŸG áÑéMC’Gh OhQƒdG Ωƒ°SQ ¬≤æYh ¬°SCGQ ™°UôJ ¿ƒ∏dG ¥QRCG  ¿É°üM ¢SCGQ π£J

 äGÒ°û¡àH Iô°û¡ŸG AÉ°†«ÑdG á«Ø∏ÿG ÚÁ ≈∏Y Úà«°SCGQ ÚàMÉ°ùe ‘ è«ÑdGh »æÑdG ¿ƒ∏dG ÚH Ée É¡fGƒdCG êQóàJ á«fƒd äÉMÉ°ùe ‘

 ¤EG ´Rƒà«a RGô£dG á«Wƒ≤dG áªî°†dG áHGƒÑdG ∞∏N , áMƒ∏dG AÉ°†a ≈∏YCG øe »≤ÑàŸG ™HôdG ÉeCG . ÉgQÉ°ùj ≈∏Yh , á©«aQ á«£N á«æH

 á¡L øe áMƒ∏dG OhóM ≈àM É¡°ùØf áHGƒÑdG áëàa AGQhÉe »£¨j ƒgh , A»°†ŸG ôØ°UC’G ¿ƒ∏dG ¬«∏Y Ö∏¨j …òdG »æÑdG ¿ƒ∏dG , Úfƒd

 ™ªàŒ å«M ¢ü«î°ûàdG Üƒ∏°SCG áMƒ∏dG òîàJh -áHGƒÑdG øe …ƒ∏©dG ∞°üædG – QÉ°ù«dG á¡L øe ≥«°V »æH §jô°T ≈≤Ñàjh .Úª«dG

 º°ùL ‘ º«î°†àdG äÉ¨dÉÑe ¬æY ∞°ûμJ ‹Éjô°S íª∏e …P äÉØ«JƒŸ »KGôJ »∏«μ°ûJ ΩÉ¡∏à°SG ‘ ájÒÑ©àdG á«FÉæ¨dGh ájójôéàdG É¡«a

 º°S 90X122 - 1968       ¢ùμJƒ∏«°S ≈∏Y âjR  -  QÉjódGh ¢SÉædG
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.‹B’G √ôé– ‘h ¢SQÉØdG

:»∏«μ°ûàdG ΩÉ¨°VE’G á«æ≤Jh ‹GÒ°ùdG øjƒμàdG 

 ƒëæj »àdG ¬JÉYGóHEÉH á«Ñ©°ûdG áª«à∏dh äÉØ«Jƒª∏d áª¡∏à°ùŸG ¬JÉYGóHEÉH á«KGó◊G á«∏«μ°ûàdG ¬JÉYGóHEG RGRôdG ≈Ø£°üe ¿ÉæØdG π°üj 

 õfhôH Oƒ©dG áaRÉY) áJƒëæe ‘ . âëædGh ôjƒ°üàdG ÚH Ée ¬dÉªYCG ‘ ´ƒæj ƒgh , »KGó◊G »KGÎdG ™«Ñ£àdG hCG Úé¡àdG ƒëf É¡«a

 ádBG ø°†à– IÉàa ¬bƒah , §≤a ÚbÉ°S ¬d ¿É°ü◊ »∏Ø°S ∞°üf øe øé¡e ‹Éjô°S øjƒμJ »gh (2005 ∫ÉªYCG øe 110x90
 ∞°üædG ¬≤jôW øY ¿ÉæØdG íjõj …òdG »∏«μ°ûàdG ΩÉ¨°VE’G ‘ ‹ÉjÒ°ùdG øjƒμàdG á«dÉªL ≈∏éàJh . ¬«∏Y ±õ©dG ‘ ∂ª¡æJh , Oƒ©dG

 ´hôa OOôjh , á«fÉæÑd RQCG Iôé°T ‘ É¡≤æ©H É¡°SCGQ ∫óÑà°ùjh , É¡°SCGQh áaRÉ©dG IÉàØdG ´òéH ¬∏fi π«ë«d ¿É°üë∏d …ƒ∏©dG »eÉeC’G

 ¢SCGQ âª¨°VG hCG  â°ùª£fGh (¢SCGôdG  / Iôé°ûdG) áª≤d  kÉ«ã∏ãe kÓ«μ°ûJ äòNCG  »àdG  Oƒ©dG  QÉJhCG  í«JÉØe ‘ (¢SCGôdG  / Iôé°ûdG)

 ∫Éeh .Ú°Vô©à°ùe Ú©WÉ≤àe Ú£jô°T áÄ«g ≈∏Y ¢VQÉ©àe Oƒ°SCG øjƒμJ ‘ »∏Ø°ùdG ¬Ø°üf ‘ ¬∏jPh º°ù÷G »Ø°üædG ¿É°ü◊G

 ‘ ƒg …òdG ¿É°ü◊G πjP ¬©e ºî°†J Éªc , IÉàa ´GQP ™e kÉ≤∏£e Ö°SÉæàj ’ ÉÃ ¬«a ≠dÉÑŸG º«î°†àdG ¤EG áaRÉ©dG ´GQP øjƒμJ

 áÁó≤dG ÉfOÉ›CÉH QôμàŸGh ºFGódG »æ¨àdG å«M Ò¨àj ’ …òdG ÉæØbƒe øY ád’ódG â qØ°T ÉÃQh . Úà«Ø∏ÿG ¬«bÉ°S ÆGôa ÚH §°SƒdG

.Éæ«a á∏YÉa ÉgRƒeQ âdGRÉe OÉ›CG »gh . »Ø∏ÿG É¡Ø°üf q’EG É¡æe Éæd ≥Ñàj ⁄ »àdG

: çGÎdG á«FÉæZ

 
 äÉØ«JƒÃ á©°ûŸG ájQGó÷G hCG á«ë«£°ùàdG äÉæjƒμàdG QhÉéàŸG »ªë∏ŸG º«°ù≤àdGh áÄ«°†ŸG ¿GƒdC’G äGP ¬JÉMƒd ióMEG äÈY ÉÃQ 

 AÉbQR äÉ©Hôeh π«îfh QÉgRCGh QÉé°TCGh ÒaÉ°üYh ôFÉæeh äƒ«H äÉYGô°Th ¿ÉÑ∏°Uh Ωƒ‚h •ƒ£ÿG ájójôŒ ¢ùFGôY øe ájõ«eôJ

 πLôd ¬Lh íeÓŸ ™WÉ≤eh á«aôNR ájójóM ä’ƒ¨°ûeh IÉàØd ÊƒYôa ¬Lh π«ahôHh äGÒëH hCG  á«FÉe äÉë£°ùŸ RƒeQ ‘ ÉÃQ

 äÉØ«JƒŸG øe πNGóàŸG ºNõdG Gò¡a .ájójóM ä’ƒ¨°ûeh õLGƒëH áé«°ùe òaGƒfh , ìÉ«JQ’ÉH »MƒJ ’ áLô©àe kÉWƒ£N òîàj íà∏e

 áZÉ«°üdG äGP á«æÑdG ¤EG ÜôbCG  »g áMƒd ‘ ™ªàéj áÑcôŸG ÉæJQÉ°†M πMGôe ≈∏Y ádGO RƒeQ øe ¬∏ª– ÉÃ ájô°üŸG á«Ñ©°ûdG

 ¬©HÉW ‘ »eGQƒfÉÑdG ÉgAÉ°†a OGóàeG ≈∏Y á«fƒ≤jC’G É¡JÉæjƒμJ É¡«a π°üØæJ OÉμJ ’ »àdGh , ¿GƒdC’G áªé°ùæŸG á«©«°UÎdG á«©«ªéàdG

 GÎ°ùcQhCÉH RGRôdG ≈Ø£°üe É¡aõ©j á«Ñ©°T á«ªë∏e á«KGôJ á«FÉæZ áHÉãÃ »g áÄ«°†ŸG É¡fGƒdCÉH áMƒ∏dGh . É¡à«°VQCG øY …QGó÷G

 Éæ°Sƒ≤W §‰h ÉfRƒeôH »æ¨àdG ™HÉW øY ájQGó÷G áMƒdG √òg äÈY ÉÃQ , »bô°ûdG »∏«μ°ûàdG âëædG ’ á«Ñ©°ûdG ä’B’G ¿GƒdCG

 . á«aÉ≤ãdG

 ¬dÉªYCG ‘ á«dÉª÷G á£≤∏dG óªà©J å«M RGRôdG ≈Ø£°üe ¿ÉæØdG ∫ÉªYCG õ«“ »àdG á«æØdG äÉª°ùdG ºgCG RÉéjEG ÉæfÉμeEG ‘ ¬fCG ≈∏Y

 ∫OÉ©e hCG á«dÉjÒ°S äÉª°S òNCÉàd á«Ñ©°ûdG äÉª«àdG hCG ∫Éμ°TC’G ∫ƒ–h á«Ñ©°ûdG äÉØ«JƒŸG êÉàfEG IOÉYEGh äÉMƒ∏dG ìƒ£°S ™«°UôJ ≈∏Y

 kÉ©«ªŒ äÉØ«JƒŸG ™«ªŒ ‘ π«Á Éªc Ò¨°üdG QOÉμ∏d ÒÑμdG QOÉμdG ¿É°†àMG ¤EG π«e ™e , …ô°üŸG »Ñ©°ûdG ∞«Jƒª∏d ‹GÒ°S

 – ∫É«ÿG πX) ¿ƒæØH ¬dÉªYCG ¢†©H ôKCÉJ . (Ée ád’O √ÉŒG ‘ kÉLQóàe kÉ≤aGƒJ ≥aGƒàe ÒZh , »≤£æe ÒZ ≥«°ùæJ ≥ah) kÉ«LÉàfƒe

 É¡JÉª°Sh , áÄjÈdG á£«°ùÑdG ÉgQƒ°U ‘ á«Ñ©°ûdG áª«àdG Úé¡àH Iô°UÉ©ŸG ájô°üÑdG á≤FGòdG Ö«°üîJ ƒëf í°VGƒdG ¬∏«e (âjƒ∏°ùdG

 , ‹ÉjÒ°ùdG »∏«μ°ûàdG ™HÉ£dG äGP ¬JÉª°ùbh ádƒ≤©ŸG ÒZ ¬JÉª°ùH ô°ü©∏d ÊÉeõdGh ÊÉμŸG πNGóàdG äGôKDƒÃ ájô£ØdG á«dÉjô°ùdG

 .‹BG ´ƒæ°üe ¬Ø°üfh …ó°ùL ¥ƒ∏fl ¬Ø°üf »◊G øFÉμdGh , ¿É°ùfEG É¡Ø°üfh Iôé°T É¡Ø°üf ICGôŸG å«M
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 º°S 200X100 - 2007     Ö°ûN ≈∏Y ∫GƒJ ≈∏Y âjR   - á©∏≤dG øe êhôÿG



¢Vô©ŸG ∫ÉªYCG

RGRôdG ≈Ø£°üe
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2008 ∂∏jôcCG - â«fGôL - õfhôH c.m843X260Bronze - Acrylic - Granit 2008
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2008 ∂∏jôcCG - â«fGôL - õfhôH c.m843X260Bronze - Acrylic - Granit 2008
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2008 ∂∏jôcCG - â«fGôL - õfhôH c.m843X260Bronze - Acrylic - Granit 2008
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2008 ∂∏jôcCG - â«fGôL - õfhôH c.m843X260Bronze - Acrylic - Granit 2008



Exhibits

Mostafa al-Razaz
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Lyricism of heritage

One of al-Razaz’s painting is intense with folkloric motifs, signs, juxtaposed forms and surfaces; and 
bright colours, which include linear abstract of dolls, stars, crosses, windows, minarets, sparrows, trees, 
flowers, palm trees, blue squares (perhaps, they denote waters or lakes), profile of an ancient Egyptian 
girl, metalwork, a partially visible portrait of man sporting a beard, which falls in curl to express uneasi-
ness; windows protected by ironwork, etc. Such an intense presence of folkloric motifs, allegories and 
bright colours constitute al-Razaz’s symphony orchestra, which plays an epic song about the country’s 
heritage and its great values and principles.  
A surface studded with Egyptian folkloric motifs, which metamorphosed into surrealistic forms, is the 
prime feature of al-Razaz’s art. He is also widely known for his curious and inconsistent montage. A 
number of his works, which  explore a hybrid mix of folkloric themes and contemporary optical percep-
tion of time and space, are influenced by silhouette. For example, al-Razaz’s woman consists of two 
halves, one of which is a tree. 

Walking out from the citadel-oil on canvas & wood-2007
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should be a reminiscent of the revival of the Greek Pegasus by artist Waleed Ouwny. This time the aes-
thetic values in al-Razaz’s equestrian are represented in the wheel-powered streamlined movement 
of the grotesque animal on the one hand and the struggle between the animal’s inconsistent halves to 
frustrate the equestrian’s race against the time. There is hardly any doubt that the artist deplorably indi-
cates that we are riding a donkey-pulled cart to move towards the future.  Al-Razaz’s repudiation of our 
miscalculated plans to celebrate the future is revealed in a different work illustrating a mounted warrior 
in metal gear holding up a shield inscribed with hieroglyphic signs and drawings. A brightly coloured 
flag appears in a sprinkled white background, which gives the feel of a tapestry or a rectangular piece 
of a wallpaper. A blue head of a horse appears on the right. The animal’s head and neck are studded 
with floral patterns and triangle-shaped talismans. The surface of the painting is divided, vertically, into 
two colour areas (to the right and to the left of the sprinkled white background). A quarter of the upper 
part of the surface (behind the giant Gothic gate) is overwhelmed by bright yellowish brown. Influenced 
by abstraction, lyrical expressionism and representationalism, the painting brings about surrealism-
influenced motifs dug out in the native heritage. 

Surrealist and syncopated formalisation

Al-Razaz intensified his nostalgic exploration of folkloric themes and motifs in his sculpture. The case 
in hand is his bronze “Lute Player” (110x90cm in 2005), which is a surrealistic work representing the 
hind part of a horse mounted by a girl playing the lute. The sculptor syncopated the animal to make 
room for the lute player, whose head is replaced by the cedar tree. The branches of the tree, including 
the girl’s head, extend to the tuning pegs of the musical instrument. The abstracted head and tail of the 
incomplete animal disappeared in two intersected black bands. The animal’s tail, which is squeezed 
between its hind legs, and the girl’s arm are exaggerated. Perhaps, the entire work voices concerns that 
we are still filled with nostalgia for our glorious past. 

People and homes-oil on celeotex-1968
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legs. On the other hand, the aesthetics stirred up by the overstated form is also highlighted in the can-
ters of the victorious horse. Al-Razaz’s technique for intense expression is manifested in the incessant 
replacement of the animal’s and the rider’s legs. More aesthetic values in al-Razaz’s triad are appar-
ent in the carefully-assessed and measured angles of the sword of the defeated warrior, his prostrate 
animal, the tail of the horse mounted by the victorious warrior, which runs parallel to his angled sword 
in the same direction. Al-Razaz’s normalization of folkloric themes and an intricate web of forms influ-
enced by modernism is substantiated by a bird seen below the victorious animal. The bird and the ani-
mal should be reminiscent of abstract modernism-influenced formalisation and dramatic painting. The 
last part of al-Razaz’s silhouetted triad is the highlight of the hybrid mix of native cultural heritage and 
modernism. This time we are introduced to an equestrian, the hind legs of the animal are replaced with 
a wheel of a bicycle. Al-Razaz’s equestrian stirs up our curiosity about man’s diligent attempt, since 
the dawn of history, to shorten the time and distance, and save his efforts. The third part in the silhou-
ette should pay tribute to Romanian-born playwright Gerome Apollonir, who had wisely observed that 
man invented the bicycle to replace his legs and quicken his steps. Moreover, al-Razaz’s  equestrian 

Black horseman-oil on canvas & wood-2003
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Accordingly, the artist dug out folkloric themes and signs in his optical memory. His empirical studies 
and experiments provided him with much help in his nostalgic journey. In the meantime, widely acknowl-
edged as an innovative artist, celebrated critic and teacher of art, al-Razaz successfully came up with 
the bi-culture—a hybrid mix of native and alien culture and art. His adventure in this respect produced 
what could be identified as a universal bi-culture. However, it must be said that al-Razaz’s hybrid mix of 
different cultures is influenced by surrealism. For example, the image of a soldier sporting a moustache 
and a beard, and totting his gun, would not stir up any sign of curiosity. But much curiosity and surprise 
would immediately take place of the soldier’s military uniform was replaced with a woman’s dress; and 
his legs were replaced  with a horse’s. Although a number of al-Razaz’s paintings adventurously reveal 
curiosity-arousing images, which lie beyond the limits of understanding and perception, theories of 
de-constructionism and allegories would provide much help to slow down our frustration and decode 
al-Razaz’s image, signs and symbols. For example, the horse in his painting (oil on canvas, 70x100cm 
in 1984) denotes the power and the person’s mind is his powerhouse. To allegorically strike a balance 
between the power of the intellect and the physical strength, the horse and the man are depicted gaz-
ing at the opposite direction; the man’s hair in the rear being entangled with the tail of the horse. In the 
meantime, al-Razaz’s hybrid mix of heritage and modernism is manifested in the person’s head, which 
is mounted firmly on a pyramid-like strong base, which is reminiscent of  the Sphinx. The pyramid also 
echoes to partially constitute the rear of the man’s head and invoke the image of the Sphinx’s mane 
or, perhaps, the Pharaonic headgear. There seems to be a tough struggle undoubtedly influenced by 
modernism, in which the horse’s pitch black tail attempts desperately to eliminate the immortal monu-
ment. The desperate struggle in this respect is. Signs of al-Razaz’s hybrid mix are also manifested in 
his silhouetted horse. Also the influence of the African art is manifested in a silhouetted mask-like im-
age to the right of the painting. To deepen the immortality of the Pharaonic identity, the artist placed his 
pyramid-like allegory within a smaller frame; a rosy curved line soars high from the top of the immortal 
sign and crosses a bi-colour (curly black line runs parallel at the top towards a yellow smaller line) to 
touch the blue wavy form against which the silhouette of the African mask-like is clear. The soaring line 
should substantiate the continuity and fruitful interaction of the Nile valley in Egypt and Africa. 

Reconciliation of cultural heritage and modernism 

REconciliation  of deeply-rooted and modern cultural heritage is the message of al-Razaz’s silhouetted 
triad (ink on paper), the first part of which expresses a group of long-distance runners. He exaggerated 
the height and thin bodies of his silhouetted athletes led by the torch-bearer. The second part, blow, of 
al-Razaz’s triad illustrates a battle between mounted warriors. A victim still gripping his sword is ly-
ing on the ground behind two of these mounted warriors. The aesthetics of the form is manifested in 
the paralleled and intermingled legs of horses and warriors, which also motivated optical illusion. The 
aesthetic values in the work can also be traced to the overstated length of the animal and the rider’s 
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Al-Razaz’s hybrid mix of heritage and mordernism

Bi-culture art

Greek philosopher Xenon’s theory of oxymoron echoes loudly in fine art. For example, oxymoronic 
expression of the image and the colour provides better sense to judge the work of art.   Accordingly, 
equipped with the Greek philosopher’s theory we could conveniently and successfully explore oxymo-
ronic images and signs, whether influenced by the heritage or the contemporary modernism, in Mostafa 
al-Razaz’s achievements. Throughout his artistic career, al-Razaz has appreciated oxymoron as the 
drive of the element’s stimuli in the work of art. Moreover, it appears that al-Razaz is confident that oxy-
moron is at the centre of the evolution of living beings.  According to his point, intense emotions bring 
to existence the basic elements of life and that emotion-powered perception is behind the arrangement 
of these elements. 

Black horse-oil on canvas-1984



Mostafa al-Razaz



≈£©ŸG óÑY ≈Ø£°üe
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»£©ŸG óÑY ≈Ø£°üe
»KGó◊Gh »KGÎdG ÚH Ée á«∏«μ°ûàdG á«æÑdG ¿RGƒJ áZÓHh

.1938 ΩÉY ódh -

 áYÉª÷ ¢ù°SDƒe ƒ°†Y ƒgh , ¬H ¢ùjQóàdÉH πªY - .ôjƒ°üàdG º°ùb ‘ 1962 ΩÉY ájQóæμ°SE’ÉH á∏«ª÷G ¿ƒæØdG á«∏c ‘ êôîJ -

 Ωƒ∏HOh ájPÉà°SC’Gh 1974 É«fÉÑ°SEG  øe √GQƒàcódG ≈∏Y π°üM  1972 ‘ ôjƒ°üàdG ‘ Òà°ùLÉŸG ≈∏Y π°üM . 1958 Ú«ÑjôéàdG

.1977 É«fÉÑ°SCÉH ` ójQóe á©eÉL ` hóf Éfôa ¿É°S á«ÁOÉcCG øe »àjõdG ôjƒ°üàdG ‘ º«eÎdG

   73X73 -  2006 ∫GƒJ ≈∏Y ∂∏jôcCG
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 .1983 á°ü°üîàŸG á«eƒ≤dG ¢ùdÉéŸÉH ƒ°†Y ƒgh .1988 ¤EG 1980 øe á«∏«μ°ûàdG ¿ƒæØ∏d »eƒ≤dG õcôŸG ≈∏Y kÉeÉY kÉaô°ûe πªY

 á«ÁOÉcC’ É°ù«FQ πªY Éªc , ¬d ΩÉ©dG Ò°ùeƒ≤dGh IôgÉ≤dG ‹Éæ«H ¢ù°SDƒe .1985 É«°ùæ«a ‘ Iô°UÉ©ŸG ¿ƒæØ∏d »ŸÉ©dG ô“DƒŸG ƒ°†Yh

.1988 ÉehôH ájô°üŸG ¿ƒæØdG

.¿B’G ≈àMh äÉ«æ«°ùªÿG ájÉ¡f òæe êQÉÿGh πNGódG ‘ ádhódG É¡àeÉbCG ≈àdG ¢VQÉ©ŸG ‘ ∑Î°TG

 áaÉ≤ã∏d ≈∏YC’G ¢ù∏éŸÉH á«∏«μ°ûàdG ¿ƒæØdG áæ÷ ƒ°†Y ƒgh .kGƒ°†Y hCG kÉ°ù«FQ ∂dPh É«∏fih É«dhO º«μëàdG ¿É÷ øe ójó©dG ‘ ∑QÉ°T

.IòJÉ°SC’Gh øjóYÉ°ùŸG IòJÉ°SC’G á«bÎd áªFGódG á«ª∏©dG áæé∏dG ƒ°†Yh ,

.1996 ΩÉY .Iô°UÉ©ŸG ájô°üŸG ácô◊G OGhQ øe kGóFGQ ¬àØ°üH ájô°üŸG áaÉ≤ãdG ôjRh øe Ωôc

.1990 Iô°UÉ©ŸG ájô°üŸG á«æØdG ácô◊G RƒeQ øª°V »eƒ≤dG ¢Vô©ŸG ‘ Ωôc

.2001 ΩÉY ¿ƒæØdG ‘ ájôjó≤àdG ádhódG IõFÉL ≈∏Y π°üM

.1972 ΩÉY Ú«ÑjôéàdG áYÉªL øª°V ¬dÉªYCG øY »∏«é°ùJ º∏«a πª©H Éªæ«°ù∏d »eƒ≤dG õcôŸG ΩÉb

.1997 ¬dÉªYCG øY »∏«é°ùJ º∏«a πª©H …ô°üŸG ¿ƒjõØ«∏àdG ΩÉb

 øª°V ∂dPh øjô°û©dG  ¿ô≤dG  ∫ÓN ô°üe ‘ á«æØdGh  á«aÉ≤ãdG  IÉ«◊G  ≈∏Y áª°üH É¡d  ≈àdG  áeÉ¡dGh  áeÉ©dG  äÉ«°üî°ûdG  øª°V

.ájô°üŸG äÉeÓ©à°S’G áÄ«g É¡JQó°UCG ≈àdG áeÉ¡dG äÉ«°üî°ûdG áYƒ°Sƒe

:á«KGó◊Gh á«KGÎdG á«∏«μ°ûàdG QOÉ°üŸG ájQGƒM

 ó©H  …P øjƒμJ  ‘ ô¡ÑŸG  Aƒ°†dGh  áμ∏◊G  ÚH  ójó°ûdG  øjÉÑàdÉHh  Iôe  »eGQƒfÉÑdG  ¢Vô©dÉH  ÖdGƒ≤dG  ≈∏Y OôªàdG  πMGôÃ kGQhôe

 ájô£ØdGh á«ë«£°ùàdG á«Ñ«©μàdG ÚH Éeh , á«æjƒμàdG ô°UÉæ©dG ™e á«∏«μ°ûàdG ô°UÉæ©dG ájQGƒM ÚH Éeh , ôjƒ°üàdG ¤EG ÜôbCG »eGQO

 ¤EG ¬∏«e ô¡X ºK øeh , ¬JGhOCGh ¬à«æHCGh , ¬JÉeÉNh »£©ŸG óÑY ≈Ø£°üe ¿ÉæØdG ÚH á«dóL ájQGƒM äQGO ójôéàdGh ájÒÑ©àdGh

 ìƒ£°S ™«°UôJ ‘ ‘ôNõdG ∞«JƒŸG ∞«XƒJ ¤EG ôμÑŸG ¬∏«e ô¡Xh , …Qƒ¶æŸG ó©ÑdG ™e IƒØL ‘ ÉgOÉ©HCG á«FÉæK ‘ ô°UÉæ©dG π«∏–

 äGP äGAƒàf ≥«∏îJ ¤EG ¬∏«e ô¡X Éªc , Qƒ«£dGh ºFÉªàdÉc á«Ñ©°T äÉª«Jh ábÎfih áÑ°ûîàe OÉ°ùLCÉH ájô°ûH RƒeQ øjƒμJh ¬JÉMƒd

 ¢ThóîH í£°ùdG áÑYGóeh áæcGódG ¿GƒdC’Gh áaÉãμdG å«M øe áJhÉØàe á«fƒd äÉbGôd á«æjƒμJ øFÉéY ≈∏Y kGOÉªàYG áJhÉØàe ¢ùjQÉ°†J

 ≥∏ÿ IQhÉéàe á«fƒd äÉæjƒμJ º°V á«æ≤Jh á«fƒ∏dG áaÉãμdG IOÉjR ≈∏Y kGOÉªàYGh , kÉ°†©H É¡°†©Ñd ¿GƒdC’G äÉ≤ÑW Î°S …ô©J •ƒ°ûch

 ∫É› øY ¬°ùØf »æØdG πª©dG ÒKCÉàH ó©àÑj É‡ á«fƒ∏dG á«æjƒμàdG äGQhÉéàŸG ∂°SÉ“ IóMƒH »°ûj ’ Ée , ójôéàdG øe ¬«a ¢ùfÉŒ

 á°UÉN , »∏«μ°ûàdG ¢VGô©à°S’G áZÓH øe ÜÎ≤j ÉÃ á«fƒ∏dGh á«æjƒμàdG äÉfRGƒàdG ≥∏N ƒëf ¬∏«e ô¡X Éªc , »°ù◊G ≥°ùædG ó«°ùŒ

 ∂dP , º¡Øj ¿CG ’ ¢ùëjh ô©°ûj ¿CG ≈∏Y »≤∏àŸG ¢†– IÒNC’G »£©ŸG óÑY ≈Ø£°üe äÉMƒd øe ÒãμdÉa . IÒNC’G ¬dÉªYCG ‘

 á«æ≤J π q©Øjh »KGÎdG ô°†ëà°ùjh á©æbC’G ™æ£°üj ¬©Ñ£H …ójôéàdGh . áMƒ∏dG ≈∏Y »∏c ™HÉW AÉØ°VEG ¤EG ƒëæj ¬©Ñ£H º¡ØdG ¿CG

 ¬JÉYGóHEG á∏Môe øe á«fÉãdG áMƒ∏dG »Øa . IOÉ°†àŸG äÓHÉ≤àdG AÉ°†a ≈∏Yh , »∏KÉªàdG AÉ°†ØdG ≈∏Y á«æjƒμàdGh á«fƒ∏dG äÉZhGôŸG

 ájhGõdG πØ°SCG øe áMƒ∏dG ™£≤j ¥QRC’G ¿ƒ∏dÉH ≠Ñ£°üe ¢†jôY AÉ°†a Éª¡æ«H π°üØj ÚFÉ°†a ‘ AÉ°†ØdG ´Rƒàj (a02) IÒNC’G

 . »æÑdG ¿ƒ∏dÉH ¬à«°VQCG â¨Ñ£°UG óbh , áMƒ∏dG øe ô°ùjC’G å∏ãdG π¨°ûj kÉ«ã∏ãe kAÉ°†a õéë«d ,ÉgÓYCG ¤EG kÉHÉ°ùæe áMƒ∏d iô°ù«dG

 á«fƒd áMÉ°ùe ø°†àëj ô°†NCG ∞jƒŒ ¬∏NGóH ¢†«HCG ±ÓZ ÚH Ée ¿GƒdC’G πNGóàe …hôc ∞°üf kÉæjƒμJ ¿ÉæØdG É¡«∏Y ≈æH ºK øeh

 É¡FÉ°†ah áMƒ∏d ô°ùjC’G AÉ°†ØdG ÚH π°UÉØdG , ¥QRC’G …Oƒª©dG π«£à°ùŸG AÉ°†ØdG √ÉŒÉH πNGódG ≈∏Y íàØæe ƒgh . IQƒμàe AGôªM
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 π¨°ûJ á∏«£à°ùe AGOƒ°S áMÉ°ùe ÚH Ée áYRƒe á«°VQCG ≈∏Y É¡eÉéMCGh É¡dÉμ°TCGh É¡fGƒdCG âæjÉÑJh äÉæjƒμàdG â∏NGóJ å«M øÁC’G

 á«°VQCG  ≈∏Y á∏«£à°ùŸG  AGOƒ°ùdG  áMÉ°ùŸG  ô≤à°ùJ  Éª∏ãe  É¡JóYÉb  ô≤à°ùJ  ájhGõdG  áªFÉb  á«ã∏ãe  áMÉ°ùeh  ¬°ùØf  AÉ°†ØdG  ∂dP  »ã∏K

 …ƒ∏©dG  å∏ãdG  π¨°û«d  ¥QRC’G  »°SCGôdG  ‹ƒ£dG  AÉ°†ØdGh  Oƒ°SC’G  π«£à°ùŸG  ÚH Éª«a kGQƒ°üfi  »ã∏ãŸG  πμ°ûdG  ∂dP íÑ°ü«d  áMƒ∏dG

 πØ°SCG óàÁ É¡æe AõLh , á«æÑdG á«°VQC’G ¥ƒa á∏«£à°ùe á«°SCGQ á«dƒW áMÉ°ùe ¿ƒ∏dG å«M øe É¡∏KÉ“ , ájOQh á«fƒd áMÉ°ùÃ »≤ÑàŸG

.¿GƒdC’G πNGóàŸG …hôμdG øjƒμàdG

 øe ÖfÉL ‘ ¬àªb ¿GƒdCG ∫ƒëàJ kÉ«æH kÉeôg AGOƒ°ùdG ¬à«°VQCG ≈∏Y ¿ÉæØdG ¢ù°SCG ó≤a á«fƒ∏dG ¬JÉMÉ°ùe ‘ Oó©àŸG øÁC’G AÉ°†ØdG ÉeCG

  º°S 60X60 - 2007 ∫GƒJ ≈∏Y ∂∏jôcCG  
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 ¬©ÑJh , áMƒ∏d øÁC’G AÉ°†ØdG å∏K π¨°ûj …òdG …OQƒdG øjƒμàdG OOôj Êƒd øjƒμJ ‘ …OQƒdG ôªMC’G ¿ƒ∏dG ¤EG áª°ùéŸG ¬ÑfGƒL

 øjƒμàdG ∂dP áªb ≈∏Y ≈æHh .¬°ùØf ¿ƒ∏d »∏«∏¶J ÒKCÉàc ¬d ¬LGƒŸG ¥QRC’G ‹ƒ£dG AÉ°†Ø∏d á“É≤dG ábQõdG ¤EG π«Á Êƒd ójOôJ

 ¬fC’ ≥∏≤dÉH ¬°ùMh »≤∏àŸG ÚY Ö«°üj áàa’ á≤jô£H πFÉe øjƒμJ ƒgh , √DhÉ≤f í°†àj …òdGh , ¿ƒ∏dG »YQR kÓ«£à°ùe kÉ£jô°T »eô¡dG

 ≈∏Y ®ÉØ◊G ¤EG ´QÉ°ùj ¿ÉæØdG ¿CG ÒZ .…ƒ∏©dG AÉ°†ØdG ‘ ¬ëLQCÉJ ácôëH »Mƒj É‡ áææ°ùŸG Ωô¡dG áªb √õcôe ¢†jôY ìƒ∏H ¬Ñ°TCG

 ájhGR ≈∏Y ôNB’G Éª¡æe πc ¿RGƒ«d ¬d kGõμJôe ájƒ∏©dG ô°†NC’G π«£à°ùŸG ájhGR øe òîàj ¿ƒ∏dG »≤f , ôªMCG ôNBG π«£à°ùÃ ¬fRGƒJ

 ¿Éc ób ¿ÉæØdG ¿CG ÒZ .ó«cC’G …hóŸG Éª¡Wƒ≤°ùH ¢ügôŸG Úà∏àμdG íLQCÉàH »≤∏àŸG ¢SÉ°ùMEG ôJƒàdG ¥QÉØj ¿CG ¿hO , á«eô¡dG áª≤dG

 øjƒμJ ø°†M ‘ ôªMC’G π«£à°ùª∏d …ƒ∏©dG ±ô£dG ¿Éμ°SEÉH ´QÉ°ùj √Gôf …òdG ó◊G ¤EG , äÉfRGƒàdG ™æ°U áaôM IOÉLEG ‘ IQÉ¡ŸG øe

 …hôμdG øjƒμàdG øe AGô°†ÿG á«fƒ∏dG ¬àLQO ‘ ÜQÉ≤e ƒgh AGOƒ°ùdG á«°VQC’G IRÉ«◊G ≈∏Y »∏Ø°ùdG ¬Ø°üf íÑ°ùj …hôc ∞°üf

 .É¡JÉæjƒμJh øjƒ∏àdG äÉMÉ°ùe ‘ ™jƒæàdG ™e , ÚæjƒμàdG ‘ πKÉªàdG ádÉM ≥∏îj ÉÃ áMƒ∏dG øe ô°ùjC’G AÉ°†ØdG ‘ ¿GƒdC’G Oó©àŸG

 ÉªgóMCG Úª°ùb ¤EG É¡∏c áMƒ∏dG AÉ°†a º°ù≤j …òdG ¥QRC’G Êƒ∏dG π°UÉØdG ≈∏YCG ‘ óÁ ÚFÉ°†ØdG äÉfƒμe ÚH ¿ÉæØdG §Hôj »μdh

 ÚH Ée π°ü«d kÉ«dƒW kÉ«fƒd kÉ£jô°T óÁ Éªc , É¡æ«Á ‘ ¿GƒdC’G êQóàe ±ôëæe ¬Ñ°T áÄ«g ≈∏Y ôNB’Gh QÉ°ù«dG ‘ πμ°ûdG »ã∏ãe

 á«MÉædG  ‘ ±ôëæŸG  ¬Ñ°T  AÉ°†Ød  …ƒ∏©dG  …OQƒdG  ôªMC’G  AÉ°†ØdGh  ô°ùjC’G  AÉ°†ØdG  ‘ ¿GƒdC’G  πNGóàŸG  …hôμdG  ∞°üf øjƒμàdG

 øjòg ÚH Ée  ∫É°üJÉH  Ée  ´ÉÑ£fG  ≥∏N É¡æe ±ó¡dG  á«L’ƒc áaÉ°VEG  ¿ƒμj  ¿CG  ¤EG  ÜôbCG  ∫É°üJG  ô°ùL ƒgh  áMƒ∏dG  øe ≈æª«dG

 »g AGô°†N áMÉ°ùe ¬°SCGQ ≈∏Y íLQCÉàJ OGƒ°ùdG ∂dÉM AÉ°†a ‘ ¢†HGôdG ó°ùéŸG Ωô¡dG ¬d õeôj ódÉN »ŸÉY çGôJ ¬d ⁄ÉY ;ÚŸÉ©dG

. á«æ«à°ùdG Éæà°†¡f »g ÉÃQ IQƒãd õeQ ƒg Iôª◊G ójó°T í£°ùe Égƒ∏©j »YGQõdG Éæ©bGƒd õeQ ∂°T ’

 kÉ«©«ÑW ¿Éc ∂dòd , º∏¶eh Oƒ°SCG ™bGh á«°VQCG ≈∏Y ¢†HGôdG º°ùéŸG Ωô¡dÉH Éæg ¿ÉæØdG É¡d õeôj »àdG á«îjQÉàdG ábGô©dG ∂∏J ¿C’h

 OOQ å«M ⁄É©dG øe iôNC’G áØ°†dGh Éææ«H ácÎ°ûŸG á«°VQC’G ≈∏Y É¡JGójOôJ …ô°ûÑdG ïjQÉàdG ‘ á∏ZƒŸG ábGô©dG ∂∏àd ¿ƒμJ ¿CG

 ÚH π°UÉØdG ¥QRC’G ¿ƒ∏dG ¬«dEG õeôj Ée QÉÑàYG ≈∏Y , AÉbQõdG áMÉ°ùŸG í£°S ≈∏Y ÚJôe ájójôŒ •ƒ£N ‘ »eô¡dG πμ°ûdG ¿ÉæØdG

 ¤EG k’ƒ°Uh Ωó≤dG òæe kGô°ùL óe …òdG ⁄É©dG ƒgh , (¢†«HC’G/¥QRC’G) ôëÑdG ∂dP IQhÉ› ‘ Éæd ∑QÉ°ûŸG ⁄É©dGh …ô°üŸG Éæ©bGh

 ¬°üN Ée ¬eób ≈∏Y ∫O ÊƒjCG Oƒª©d êÉJ á«∏M ±GôWCG øe ±ô£H ¬Ñ°TCG ƒg …òdG õeôdG ô°ù÷G ∂dP ÉæJRÉ«M øe ájOQƒdG á≤£æŸG

 ´GóÿG ádÉ◊ kGó«cCÉJ AÉ°†«H á«°VQCG ≈∏Y π∏°ùàj å«M ÆhGôe ∫É°üJG ô°ùL ƒgh .≥«àY hCG π«≤K ôØ°UCG ¿ƒd øe »£©ŸG óÑY ¿ÉæØdG ¬H

.Éæ°VQCG ‘ (ájOQƒdG á≤£æŸG) Éæjód Ée πªLCG ¤EG k’ƒ°Uh ÉfOÓH ¤EG ¬∏Ñb ÊÉfƒ«dGh ÊÉehôdG »HhQhC’G hõ¨dG π∏°ùJ »àdG

 ™WÉ≤J É¡fƒc å«M øe ájójôéà∏d »ª¡a ≈∏Y ºFÉb è¡æe ƒgh , IÒNC’G »£©ŸG óÑY ≈Ø£°üe ¿ÉæØdG ∫ÉªYC’ »JAGôb è¡æe ∂dP

 áMƒ∏d á«fƒ∏dGh á«YÉ≤jE’G áeƒ¶æŸG ‘ IQhÉéŸG äÉæjƒμàdG ÚH Ée Êƒ∏dG ¢ü∏îàdG á«æH ™WÉ≤Jh äÉæjƒμà∏d »≤£æŸG ∂°SÉªàdG á«æH

 á∏MQ ‘ A…ô÷G ÖjôéàdG  IôFGO ‘ πNóàd  ,  á°û«©ŸG  áHôéàdG  ¥ÉªYCG  øe áŒÉædG  …ÒÑ©àdG  êõŸG  ‘ á∏ãªàŸG  ó«dÉ≤àdG  ™WÉ≤Jh

 ´hõædGh Iô°TÉÑŸG äÉ«dÉªL äôég ¿CG ó©H á«fƒ≤jCGh Ió≤©e ∫GhO áμÑ°T ¤EG k’ƒ°Uh ; É¡à«aÉØ°T ∞«ØîJh , ájõeôdG πFGóÑ∏d QÉÑàNG

 kÉ©£≤àe kÉ«fƒd kÉHÉ£N …ô°üÑdG ¢üædG Éæ«£©«d , ô°TÉÑe º¡a ≈∏Y á«°ü©à°ùŸG , ádƒ≤©eÓdG ô°UÉæ©dG ∞«XƒJ ‘ á∏Zƒàe »°ùæehôdG

.á«¶°ûàeh áμμØe áª£fi ád’Oh

 Ió≤©e Ö«cGôJ äGPh ≈æÑdGh  ô°UÉæ©dG  IOó©àe IÒNC’G  »£©ŸG  óÑY ≈Ø£°üe ¿ÉæØdG  ∫ÉªYCG  ‘ á«fƒ∏dGh  á«æjƒμàdG  OÉ©HC’G  ¿C’h

 á∏°ù∏°S , IQƒ£°SC’Gh ™bGƒdG , ójR ƒHCG óªMCG.O) ∫ƒb É¡«∏Y ≥Ñ£æj ∂dòd , á°ügôŸGh áZhGôŸG äÉfRGƒàdG π«Mh äÓKÉªàdG ≈∏Y áªFÉb

:(181 – 180 ¢U ¢U 2002 ôHƒàcCG , áaÉ≤ãdG Qƒ°üb áÄ«g (71)á«Ñ©°ûdG äÉ°SGQódG

 Èà©f ¿CG Éæ«∏Y Ö©°üdG øe ¬fCG ∂dPh , AGõLC’G √òg Ö«JôJ ó≤©Jh √DhGõLCG äOó©Jh √OÉ©HCG äOGR Éª∏c A»°ûdG ∑GQOEG Ö©°üdG øe{
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 ødh .ìƒ°Vhh ádƒ¡°ùH  ´ƒ°VƒŸG  Gòg π«ã“ ™«£à°ùf  ’ Éæc GPEG  É¡H  ¢ùëf »àdG  ájƒ≤dG  ÉæØWGƒY Qó°üe ¬fCG  ≈∏Y kGOô› kÉYƒ°Vƒe

.zkÉjƒb kÉcGQOEG ¬à≤«≤Mh √OƒLh ∑Qóf ¢Sƒª∏e A»°ûH É¡£HQ ≥jôW øY q’EG Éæ°ùØfC’ ∞WGƒ©dG √òg Ò°ùØJ ™«£à°ùf

 πNGóàdG Iôμa ≈∏Y kÉ©jƒæJ á«æjƒμàdG á«æÑdG ‘ ¿ÉæØdG Ö©d Qôμàj IÒNC’G á«∏«μ°ûàdG ¬JÉYGóHEG πª› øe (a03) áãdÉãdG áMƒ∏dG ‘h

 πeÉY π©ØH Ú«°SCGQ Úª°ùb ¤EG º°ù≤fG …òdG »eô¡dG »ã∏ãŸG πμ°ûdG Iôμa ≈∏Y É¡«a º«ª°üàdG ¢ù°SCÉJ å«M , ÉæîjQÉJ ‘ …QÉ°†◊G

 ¬«ÑfÉL ≈∏Y AGô°†ÿG ¢VQC’G ¬H §«– kÉflÉ°T ¢VQC’G ≈∏Y ï°SGôdG »eô¡dG øjƒμàdG ‘ ∫Ó¡dÉH ¬«dEG õeôj , ¬æY äƒμ°ùe »LQÉN

 AÉL ∂dòd Éæ«a ô°VÉMh ºFÉb ™°VƒdG Gòg ¿C’h .π«∏H á«dÓ¡dG áeó°üdG ¬H ¬àHÉ°UCG …òdG ñô°ûdG ∂dP øe ºZôdG ≈∏Y . ¬«àØ°V hCG

    º°S40X40 - 2000 ∫GƒJ ≈∏Y ∂∏jôcCG



318

 IOôéŸG ÉgRƒeQ ‘ Éæg á∏KÉe äGQÉ°†◊G ¬«a â∏NGóJ …òdG ¬îjQÉJ ¬àªb ≈∏Y πªM …òdG ¢SÉ°SC’G ¬Ø°UƒH áMƒ∏dG AÉ°†a ‘ ¬Ñ«JôJ

 ™°Vh ‘ Ωô¡dG áªb ≈∏Y »°VôY í£°ùe ‘ kGõμJôe ¬æWÉH ‘ ∫Ó¡dG õcôe ¥Îîj »à°ùæ«∏«g ÊƒjCG OƒªY êÉàd áaôNR ±ôW)

 Éæ©bGh âfƒd »àdG ÉHhQhCG IQÉ°†◊ kGõeQ ¿Éc ÉÃQ – ôªMCGh ¥QRCG Úfƒd …P ô¨°UCG kÉeôg ¬ë£°S ≈∏Y πªëj ¿õàeh øμªàe õcô“

 øe ‘É≤ãdG Éæ©bGh ¤EG ∞«°VCG ÉªY ∞°ûJ ÉÃQ Ωô¡dG Éª¡H ≈°ùàcG øjò∏dG Úfƒ∏dG ád’O ¿CG ≈∏Y . á«fóŸG ¿GƒdCÉH …ô°üŸG ‘É≤ãdG

 ≈∏Y á«°ùfôØdG á∏ª◊G πÑb É¡aô©f øμf ⁄  »àdG , ôNB’G ∫ƒÑb IôμØd k’ÉªYEG  , Ú°VQÉ©àe ÚJƒ°U hCG  ô¶f »à¡Lh hCG  Úfƒd OƒLh

 .ô°üe

. ºàëŸG •ƒ≤°ùdG ¤EG É¡≤jôW ‘ hóÑJ É¡bƒa â©ØJQG ‹G äÉæjƒμàdG ¿EÉa ó◊G Gòg óæY áfRGƒàe á«æjƒμàdG á«æÑdG âfÉc GPEGh

 .¿É«dOƒe óæY hCG »μ°ùfófÉc óæY √ÉæjCGQ …òdG ƒëædG ≈∏Y , É¡FÉ≤f ä’ÉM ÌcCG ‘ ¿GƒdC’G Ωóîà°ùj ¿ÉæØdG ¿CG ô¶æ∏d âaÓdG øeh

 ,¬«a áMƒ∏dG ¥ô¨J Oƒ°SCG  AÉ°†a í£°S ≈∏Y É¡JôØ°U hCG  É¡Jô°†N ‘h É¡JôªM ‘ á©°UÉf ,á«≤f »£©ŸG óÑY óæY IQƒ°üdG ¿GƒdCÉa

 IOô›h áª°ù› , IOó©àe hCG IOôØe äÉeGôgC’ÉH kÉªFGO ∫ƒ¨°ûe AÉ°†a ƒgh áØÿGh áeÉà≤dG ÚH Ée êQóàe »àjR ô°†NCG AÉ°†a hCG

 É¡°ùØf  á«∏«μ°ûdG  √ô°UÉæ©H  ø°üëàe ¿ÉæØdGh  .  IÒNC’G  á«∏«μ°ûàdG  ¬dÉªYCG  πc ‘ ¿ÉæØdG  øμ°ùj  øWƒdG  ¢ùLÉg ¿CÉH  ™£≤j  É‡ ,

 É¡«a π¨°T IOó©àe äÉMƒd ‘ hCG , IóMGƒdG áMƒ∏dG øe ≥WÉæe ‘ IOQÉÑdGh kÉfÉ«MCG áæNÉ°ùdG , á©°UÉædG É¡fGƒdCÉH á«gOõe É¡H ÖYÓàj

 ¬©bƒe å«M øeh ¿ƒ∏dG å«M øeh . áMƒ∏dG AÉ°†a ‘ ¬∏¨°ûj …òdG õ«◊G å«M øe øjÉÑàŸGh Oó©àŸG ÒKC’G »eô¡dG ¬æjƒμàH ¿ÉæØdG

 ‘ É¡JÉ°VQÉ©Jh á«fƒ∏dG áeƒ¶æŸG ¢ùfÉéàd »YÉ≤jE’G ™bƒdGh , π≤ãdG õcôe ‘ ¬©bƒŸ »YÉ≤jE’G ™bƒdG å«M øeh , á«FÉæÑdG áeƒ¶æŸG ‘

 ájô°üŸG ¢VQC’G ≈∏Y …QÉ°†◊Gh ‘É≤ãdG πNGóàdG áYƒª› øª°V (a04) á©HGôdG áMƒ∏dG »Øa .É¡°ùØf á«∏«μ°ûàdG áeƒ¶æŸG IóMh

 ¢VQÉ©Jh ájôμØdG ¿GƒdC’G OÉ°†J å«M øe , Oó› ôμØe πch , ôμØe ´óÑe πc ¬à«£°Sh ¥QDƒJ …òdG º¡dG hCG πZÉ°ûdG π¨°ûdG ƒgh ,

 IQhÉëàŸG hCG ájRÉ¨dG á«aÉ≤ãdG ä’ƒëàdG ™«£à°ùJ ’ ¢†HGQ ¢üNÉ°T …QÉ°†M ïjQÉJ á«°VQCG ≈∏Y QÉ°ù«dG äGPh Úª«dG äGP iDhôdG

 ¬bGÎNG ≈∏Y IQób ¿hO ôjó≤J ó©HCG ≈∏Y ±ÉØàd’G hCG áWÉME’G áØbh ïeÉ°ûdG ¬FÉæH óæY ∞≤Jh ¬fƒ∏H ¿ƒ∏àJ Ée kÉ©jô°S »¡a , ¬æe kÉcÉμa

 ¿GƒdC’ÉH ¿ƒμJ Ée ¬Ñ°TCG ¿GƒdCÉH ÉæàbGôYh ÉæJQÉ°†◊ á«LQÉÿG ìƒ£°ùdG øjƒ∏J Oô› ƒg ¬à∏©a Ée hCG äÓNGóàdG ¬∏©ØJ Ée ájÉZh .

 áYƒªéŸG √òg øe (3a0) ºbQ á≤HÉ°ùdG áMƒ∏dG ‘ ád’ódG ™e ¢†bÉæàJ áMƒ∏dG √òg É¡æY ∞°ûJ »àdG ád’ódG √òg ¿CG ≈∏Y . á«FÉŸG

 É¡fƒd ∫Éëà°SG »àdG ájQÉ°†◊G ¬à«æÑH ‹Ó¡dG ΩÉ£JQ’G π©ØH Ú«°SCGQ ÚØ°üf ¤EG ¿ƒ∏dG »æÑdG Ωô¡dG º°ù≤fG å«M É¡°ùØf IÒNC’G

.ºgôHÉ≤eh ºgóHÉ©e äÉeƒ°SQ ÉfOGóLCG É¡H º°SQ »àdG ¿GƒdC’G áeÉN øe ¿GƒdCÉH á«fƒ∏dG áeÉà≤dG ¤EG

 äGó∏éÃ á«eô¡dG äÉæjƒμàdG áWÉMEG ‘ IójóL á«dÉMEG áaÉ°VEG Éæd ∞«°†J á«d’ódG É¡à«æH å«M øe ∂∏J (4a0) áMƒ∏dG ¿CG ≈∏Y

 ÉfQhO ócDƒJh Ió«∏àdG ÉæJQÉ°†M âÑãJ »àdG »gh . É¡JÓ°üfi π°UDƒJh É¡ëë°üJh ±QÉ©ŸG ∂∏J §Ñ°†J »àdG Ωƒ∏©dGh ±QÉ©ŸG …ƒ–

 Ωƒ∏©dÉH ÉæJQÉ°†M â£«MCG Éª∏ch , É¡fCÉ°ûd kÉ©aQh É¡d kÉ©Øf ÌcCG πÑ≤à°ùe ƒëf hó©dG áYQÉ°ùàŸG á«ŸÉ©dG á«fƒμdG äGAÉ°†ØdG √òg ‘

 ÉæaQÉ©e ¤EG kGQhÉ– hCG kGhõZ IóaGƒdG äÉaÉ≤ãdG ¬àaÉ°VCG Ée óæY Éæaƒbhh ÉæJô¶f »ØμJ ’ PEG . IQÉ°†◊G ¢ùª°T â©£°S IOóéàŸG

. º«¶©dG ÉæîjQÉàH Úæ°üëàe á«KGÎdG

 ∞«XƒJ ó«©j ∂Øæj ’ ƒgh , »£©ŸG óÑY ≈Ø£°üe ¿ÉæØdG äÉYGóHEG ‘ »°SÉ°SC’G QhódG á«æjƒμàdGh á«fƒ∏dG äÉfRGƒàdG Ö©∏J  

 ‘ Éªc , á«FÉæÑdG äÉfRGƒàdG áÑ©∏H kGPò∏àe √óéæa , á«æ«ØdC’G ¬JÉMƒd øe OóY ‘ É¡Ø«XƒJ ≥HÉ°ùdG á«∏«μ°ûàdG äÉª«àdGh ô°UÉæ©dG ¢†©H

 Ωóîà°ùj (MAM006) áMƒd »Øa . »eô¡dG »ã∏ãŸG πμ°ûdG ≈∏Y -kÉÑdÉZ – ¢ù°SCÉàJ »gh 2008 -2002 ΩGƒYCG ‘ ¬JÉMƒd ióMEG

 ¢ù°SCÉàjh á«eô¡dG á«æHC’G ´ƒæàJ å«M (»æÑ∏dGh ô°†NC’Gh ¢†«HC’Gh ôØ°UC’Gh ¥QRC’Gh ôªMC’G) É¡FÉ≤f ‘ áëjô°üdG á©WÉ°ùdG ¿GƒdC’G
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    º°S60X75 - 2000 ∫GƒJ ≈∏Y ∂∏jôcCG
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 Ò¨°U AõL AÉæãà°SÉH É¡JÉMÉ°ùe º¶©e ‘ Iô°†ÿG áæcGO AGô°†N á∏«£à°ùe á«°VQCG ≈∏Y õμJôj »eôg πμ°T ≈∏Y áMƒ∏dG QÉª©e

 â∏ªM Üƒ∏≤e Ò¨°U »æH Ωôg áªb õμJôJ ¬àªb ¥ƒah , »eô¡dG øjƒμàdG ∂dòd iô°ù«dG IóYÉ≤dG ájhGR ‘ áÄ«°†ŸG Iô°†ÿÉH ≈ qjõJ

 AÉ°†a ¿ƒd ™e k’É°üJG …ôgõdG ¥QRC’G ¿ƒ∏dÉH Aπe …òdG ¬aƒL ÆôØe ¿ƒ∏dG ™WÉ°S »≤f ôªMCG π«£à°ùe øY IQÉÑY øjƒμàH ¬JóYÉb

 (ô°ùjC’G ±ô£dG) ÉªgóMCG òîJG …òdG ¬°ùØf π«£à°ùŸG ∂dP ‘ôW πª°ûa ∞jƒéàdG ∂dP ¢ùjQÉ°†J âLô©J Éªc . ¬°ùØf áMƒ∏dG

 óMƒJ øY È©j Ée (…ôFGódG »eô¡dG π«£à°ùŸG) øjƒμàdG ∂dP º°†j å«ëH …hôc ∞°üf kÉæjƒμJ øÁC’G ¬aôW òîJGh kÉ«eôg kÉæjƒμJ

.É¡à«æHCG π«∏– ≥HÉ°ùdG ∫ÉªYC’G É¡dƒM äQGO »àdG É¡°ùØf IôμØdG »gh) IóMGh á«aGô¨L ‘ hCG IóMGh áMÉ°ùe ‘ ÚàaÉ≤K

 kGOôØæe , ÈcCG »eôg øjƒμàH (»eô¡à°ùŸG) AÉæÑdG ∂dP ¿RGƒj √Gôf Gòd ¿RGƒàdG áÑ©∏H kÉ°†jCG π¨°ûæe áMƒ∏dG √òg ‘ ¿ÉæØdG ¿C’h

 óbh , kÉ°†jCG ¬d kÉfƒd ¥QRC’G áMƒ∏dG á«°VQCG ¿ƒd øe »∏NGódG ¬ZGôa òîàj ¢ùjQÉ°†J GP kÉ¨jôØJ ô°ùjC’G ¬Ø°üf kÉZôØe »æÑdG ¿ƒ∏dÉH

 ¢Vôa Éªæ«H âª°üŸG »eô¡dG πμ°ûdG ∞°üf ÚH Ée …ƒ∏©dG É¡aôW øe kÉ«Ñ«côJ kÓNGóJ ¿ƒ∏dG á«≤f AÉ°†«H IôFGO ∞°üf â∏NGóJ

 …P π«£à°ùe í£°ùe ¬©e πNGóàjh . Ωô¡dG ∂dòd âª°üŸG í£°ùdG ≈∏Y kÉ°†jCG ¬∏NGO ÆôØŸG ¢†«HC’G ‹Ó¡dG πμ°ûdG ∂dP ∞°üf

 ≥∏ÿ »æjƒμàdG AÉæÑdG êQÉN AÉ°†ØdG √ÉŒG ‘ Ωô¡dG ∞°üf øe âª°üŸG Aõ÷G ≈∏Y óàª«d QGô°†NE’G »LQóàe Ú«fƒd Újƒà°ùe

 ÉgQÉWEG º°SQ áaƒ› Iôc ¬eôg áªb ≈∏Y äõμJQG …òdG ô°ùjC’G ÖfÉ÷G ™e á«fRGƒJ ádOÉ©e ‘ á«bƒØdG á«æHC’G ∂∏àd ¿RGƒàŸG ™°VƒdG

 AÉ°†a â∏¨°T »àdG ájôgõdG AÉbQõdG á«°VQC’G É¡ØjƒŒ òîJGh ¿ƒ∏dG á«æÑd IÒ¨°U Iôc øe ÉgQƒfi πμ°ûJh »æÑ∏dG ¿ƒ∏dÉH »LQÉÿG

 Ée ¿ƒ∏dG º°ù≤æe , áMƒ∏dG AÉ°†a ≈∏YCÉH Ωô¡dG áªb ™e ≥°û©ŸG √RÉμJQG ‘ kÉæ«Á πFÉe π«£à°ùe í£°ùe ™ØJQG Éªc , É¡°ùØf á«°VQC’G

.á©°UÉf AGôØ°U ¬æe á«ã∏ãe áMÉ°ùeh kÉÑdÉZ ∞«ãμdG ôØ°UC’G ÚH

 ¬JGRÉ‚EG øe) áMƒ∏dG √òg ‘ ¿ÉæØ∏d πZÉ°ûdG π¨°ûdG »g á«Ñ«©μàdG äÉë£°ùŸG hCG á«æHC’G ¿RGƒJ ‘ ºμëàdG áÑ©d ¿CG í°VGƒdG øeh

 ¢VQÉ©àd …ô°üÑdG ≥∏≤dG øe ºZôdG ≈∏Y »FÉæÑdG ¿RGƒàdG áZÓH ¤EG π°UƒJ ób Éæg ¿ÉæØdG ¿EG ∫ƒ≤f ¿CG ≥◊G øeh . (2006 á«YGóHE’G

.Ú©∏d É¡JQÉãà°SG hCG ¿GƒdC’G

 å«M á«æØdG á«æÑdG äÉæjƒμàH »∏«μ°ûàdG ¿RGƒàdG áÑ©∏H ¬°ùØf ¿ÉæØdG ióëàj á«YGóHE’G ¬dÉªYCG øe (MAM003) iôNCG áMƒd ‘

 á«dƒW á«°VQCG IóYÉb ≈∏Y ñƒ°SQ ¬d ÈcCG Ωôg áªb ≈∏Y Ωô¡dG Üƒ∏≤e RÉμJQG ‘ ¿RGƒàdG äÉ«æ≤J ≈∏Y ÖjôéàdG ¤EG iôNCG Iôe CÉé∏j

 Úë£°ùŸG  øe πc º°†j  å«ëH ,  á«°Sóæ¡dG  á«Ñ«©μàdG  Üƒ∏°SCÉH  Êƒd  êQóàH  Ú∏«£à°ùe Úë£°ùe ‘ á«fƒ∏dG  äÉbGôdG  kÉeóîà°ùe

 kÓ«£à°ùe É¡«∏Y ´ qƒf »àdG á«àëàdG á∏«£à°ùŸG IóYÉ≤dG ‘ . ¿Éb ôªMCG ¿ƒd ¬d Ωôg ÚH Ée É¡fGƒdCG ähÉØàJ á«ã∏ãe äÉ©jƒæJ Ú∏«£à°ùŸG

 hCG  äÉjƒà°ùe  áKÓK  ‘ »bƒØdG  π«£à°ùŸG  AÉæÑdG  ∫hC’G  π«£à°ùŸG  ≈∏Y ≈æHh  ¿ƒ∏dG  »æÑd  kÉ«ã∏ãe  kÓμ°T  ¬«dEG  º°V  ¿ƒ∏dG  …OQh  ôªMCG

 ÚàLQódG …P Ò¨°üdG »eô¡dG øjƒμàdÉH π«£à°ùŸG ±ôW ¢ü∏î«d á«dƒ£dG ¬àMÉ°ùe º¶©e ‘ ”É≤dG ô°†NC’G ¿ƒ∏dG øe äÉLQO

 Úeô¡dG íæeh .Ú∏«£à°ùŸG Újƒà°ùŸG øjòg ≈∏Y ô≤à°ùŸG »æÑdG Ωô¡∏d ô°ùjC’G ™∏°†dG øe kGAõL ¬H »£¨«a ô°†NC’G øe Úà«fƒ∏dG

 »àdG É¡°ùØf á«fƒ∏dG äÉbGôdG »gh , ôØ°UC’ÉH ¢ûbÈŸG »æÑdG Éªg Úfƒd äÉbGQ ¿RGƒàdG áZÓH ≈∏Y ÖjôéàdG áÑ©d ‘ ÓNOG øjò∏dG

 øe ájhGõH kGõμJôe »°Sóæ¡dG qÚ©ŸG ≈æH áfRGƒàŸG á«°SCGôdG ≈æÑdG √ÉŒG ‘ …óëàdG øe ójõª∏dh .πμc áMƒ∏dG á«°VQCG É¡H â°ùàcG

 ±ôW ≈∏Y Éª¡æe πc ±ôW RÉμJQG ‘ πμ°ûdG Éé©Ñæe ¿ÉæjƒμJ ¬«ÑfÉL øe ¬ qØëj , ¬°ùØf Üƒ∏≤ŸG Ωô¡dG IóYÉb ∞°üàæe ‘ √ÉjGhR

 ¬°ùØf ôªMC’G ¿ƒ∏dG íæe ÈcC’G Ωô¡∏d á∏eÉ◊G á∏«£à°ùŸG IóYÉ≤dG ≈∏Y ô¨°üŸG Ωô¡dG ¿ƒd ¿õj »ch .Üƒ∏≤ŸG Ωô¡dG ∂dP IóYÉb øe

 á∏«ëà°ùŸG ¿RGƒàdG áÑ©d ‘ kÉfÉ©eEGh .Üƒ∏≤ŸG Ωô¡dG IóYÉb ≈∏Y ÚJõμJôŸG Úà«ÑfÉ÷G Úà∏àμdGh Ωô¡dG Üƒ∏≤e ≈∏Y õcGôdG qÚ©ª∏d

 »àªb RÉμJQG á«Ø∏N ‘ É¡fƒd ¢ùæL øe »Ø°üf QÉWEÉH kÉ«fƒd É¡fRGhh ¬°ùØf qÚ©ª∏d É«∏©dG ájhGõdG ¥ƒa á≤FGQ AÉ°†«H ájôªb IôFGO âÑK

  áMƒ∏dG ∞≤°S ¤EG π°üj …OƒªY »°SCGQ √ÉŒG ‘ á∏«£à°ùŸG IóYÉ≤dG ∞∏N øe kGóà‡ ¢†«HC’G ¿ƒ∏dÉH »°SCGQ §jô°ûH É¡£HQh Úeô¡dG
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 äÉæjƒμàdG  á«Ø∏N  ‘  kÉjhôc  kÉæjƒμJ  ™æ°U  ÒÑμdG  »°SÉ°SC’G  Ωô¡dG  â–  Ú∏«£à°ùŸG  ÚæjƒμàdG  äGP  á«àëàdG  IóYÉ≤dG  ¿RGƒj  »μdh

 â∏μ°ûJ ¢ùjQÉ°†J hP …ôFGO QÉWEG É¡∏NGóH ¿ƒ∏dG ájhÉª°ùdG IôFGódG å«M á«fƒd äÉjƒà°ùe äGP á∏NGóàe ôFGhO øe áfRGƒàŸG ájƒ∏©dG

 §«ëŸG ∂dP ¢ùjQÉ°†J ‘ RhÈdGh Aƒàæ∏d kÉ©ÑJ , kGô°übh k’ƒW É¡JÉæjÉÑJ øe ºZôdG ≈∏Y •ƒ£ÿG º¶àæŸG QhÉéàŸG »£ÿG Ò°û¡àdÉH

 äGP ádÉ¡dG ∂∏J πeCÉJ ¿CG ≈∏Y .πeÉμdÉH ¬∏NGO A»°†ŸG ô°†NC’G ¿ƒ∏dG »°ùc …òdGh á«£jô°ûàdG á«æÑdG •ƒ£ÿÉH …Ò°û¡àdG …ôFGódG

 á«æ≤àd èjƒàJ áHÉãÃ »g , á©°ûŸG AÉ°†«ÑdG ájôª≤dG IôFGódÉH §«ëŸG …ôFGódG É¡æjƒμJ ‘ AGô°†ÿGh ájhÉª°ùdG á«fƒ∏dG äÉjƒà°ùŸG

 ,»≤∏àŸG Ú©d ôJƒJ ádÉM ≥∏N ‘ ÉgôKCGh , É¡YÉ≤jEGh É¡fGƒdCGh É¡JÉæjƒμàH á«∏«μ°ûàdG á«æÑdG á«MÉf øe Gòg . »°SÉ°SC’G »FÉæÑdG ¿RGƒàdG

 ‘ ájƒ∏©dG ádÉ¡dG ∂∏J É¡æY â qØ°T á«Ñ©°T á«KGôJ äÉª«J ÚH ájQGƒM ≥∏N ‘ »£©ŸG óÑY ≈Ø£°üe ¿ÉæØdG í‚ ó≤a áãdÉK á«MÉf øeh

 Ωƒ∏©ŸG øeh . ódƒŸG á°Shô©d »°ù≤W »KGôJ πμ°T ¤EG áMƒ∏dG πª› ‘ øjƒμàdG Éæ∏«ëj PEG , øjƒμàdG å«M øe áfRGƒàŸG áª≤dG á«Ø∏N

 á«°ù≤£dG IôgÉ¶àdÉH πØà– »àdG ¿óŸG ¢†©H ‘ hCG ∞jôdG ‘ ÉfOÉ«YCG øe ó«Y πc ‘ πØ£∏d áMôa ÈcCG Qó°üe »g ódƒŸG á°ShôY ¿CG

 .ˆG AÉ«dhCG áMô°VCG øe íjô°V hCG äÉeÉ≤ŸG øe ΩÉ≤e ∫ƒM hCG ÜÉ£bC’G øe Ö£b ódGƒe øe ódƒŸ ájƒLôØdG ä’ÉØàM’G ‘ iá«Ñ©°ûdG

.á«KGó◊G áaÉ≤ãdG QOÉ°üÃ á«KGÎdG ÉæàaÉ≤K QOÉ°üe êhGõJ IQhô°†H ¬JÉYÉæb øe ádÉM »£©ŸG óÑY ≈Ø£°üe ≥≤M ∂dòHh

    º°S60X75 - 1999 ∫GƒJ ≈∏Y ∂∏jôcCG



¢Vô©ŸG ∫ÉªYCG

≈£©ŸG óÑY ≈Ø£°üe
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2006 ∫GƒJ ≈∏Y ∂∏jôcCGc.m150X150Acrylic on canvas-2006
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2006 ∫GƒJ ≈∏Y ∂∏jôcCGc.m150X150Acrylic on canvas-2006



Exhibits

Mostafa Abdel-Moeti
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seated elegantly on a longitudinal ground. The colour tones revealed the influence of geometric Cubism. For 
example, two rectangle-like surfaces are teeming with different pyramids flashing different colours such as 
dark red. A pink rectangle incorporates a brown pyramid. The first rectangle is mounted by three-level rectangle 
displaying tones of green. A small pyramid (green) overshadows part of the left side of the brown pyramid 
seated on the two rectangles. To substantiate the equilibrium in the entire surface, the painter came up with 
two brown pyramids sprinkled with yellow. More stubbornly, Abdel-Moeti revealed a polygon poised alarmingly 
over the centre of the base of the overturned pyramid. The polygon is bordered by two bulging forms, each 
edge of which balances itself on the base of the overturned pyramid. Red overwhelming the polygon strikes a 
balance in this respect. Further, the painter defiantly fixed a moon-like white circle to the polygon’s upper tip. 
The colour of the circle’s borders is consistent with the colour in the background (close to the apexes of the two 
pyramids). The moon-like circle is bound by a white ribbon running vertically until it is obstructed by the upper 
part of the painting. The painter kept the balance between the two rectangular shapes (mounted by the large-
size pyramid) by creating a ball-like circle, which spews more intertwined and overlapping circles (different 
shades of colours). A lapis lazuli circle embraces a circular stroked with brown frame. Such an atmosphere of 
tones of lapis lazuli and green, which encircle the brightly white moon-like circle must be the culmination of the 
balance of the central construction.
On the other hand, Abdel-Moeti successfully motivated a dialogue between folkloric allegories and elements, 
especially when the entire construction smoothly guides the viewer to recognise the Moulid doll, which is the 
child’s source of happiness during religious and folkloric festivities in rural areas. There is hardly any doubt that 
Abdel-Moeti has deepened his vision of the marriage of heritage culture and modernity. 

 

Acrylic on canvas-2007
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surface of the painting. The left side of the rectangle constitutes a pyramid-like shape; the right side constitutes 
a semi-spherical shape. The rectangle in its entirety must be the shared ground of two cultures (allegorically 
represented by the two sides to the left and the right).
Paying special attention to the equilibrium of the entire work, Abdel-Moeti came up with a larger (brown) pyramid, 
half of which (to the left) is blue. A pure white crescent-like shape intersects simultaneously (at its apex) with 
the blue area and the bigger pyramid. On the other hand, the crescent overlaps with a two-level rectangle 
overwhelmed with tones of green; it extends to the pyramid and continues its journey outside so that mounted 
forms balance themselves on the second half of the pyramid, the top of which is mounted by a ball with blow 
borders. The ball’s axis is represented by a smaller one bordered by light blue. The inner area of the small ball 
is flooded with blue (the same colour of the ground in the painting). The rectangle tilts towards the top of the 
pyramid (to the right) in the upper part of the surface. At this stage, the rectangle displays intense yellow and a 
pyramid-like bright yellow. 
In his painting “MAM003”, Abdel-Moeti defiantly intensified his exploration of the equilibrium in the atmosphere 
of the painting. This time he came up with an overturned pyramid balancing itself on the apex of a bigger pyramid 
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communicable and perceived thing.” Overwhelmed by the idea of the overlapping civilisations in Egypt’s history, 
Abdel-Moeti resumed his graceful construction of forms in his third painting “a03”. That is why the pyramid-like 
shape is at the centre of the design. Abdel-Moeti’s pyramid shattered mysteriously into two vertical parts. 
Despite the crack, which must have been caused by the crescent, Abdel-Moeti’s pyramid  rises majestically 
and is bordered by green areas (the green land). Bearing in mind that ‘the crack’ denotes our existing reality, 
Abdel-Moeti gave priority to his cracked pyramid in the surface of the painting.  Moreover, he stressed the idea 
by crowding the top of his pyramid with abstract allegories reviving the country’s history, which incorporated 
different civilisations. For example, a part of the decorated top of a Hellenistic iconic column penetrates the 
crescent at it centre, and simultaneously supports a smaller blue and red pyramid. Perhaps, blue and red in 
this situation acknowledge the European civilisation, which drew our attention to every hue of civil society. 
However, blue and red could potentially represent clashing ideas, which swept our native culture (after the 
French expedition in Egypt) and gave birth to the controversy about the other. The striking balance of forms at 
the base would not dispel the viewer’s worries about the imminent collapse of upper forms. As long as Abdel-
Moeti’s colour is concerned, he appears to be influenced by Kandinsky and Modigliani. Concerning the Egyptian 
painter, his colour is bright red, green and yellow against a black surface. Abdel-Moeti would sometimes replace 
his black surface with green and its tones. Abdel-Moeti also appears to be deeply concerned with his country 
and its lurching history. Whether black or green, the artist’s surface is always teeming with the Pyramid, and 
its abstracted or otherwise shadows. The artist reveals his agitation in his masterful handling of his brightly-
coloured elements and hot and suppressed colours. Abdel-Moeti’s pyramid, its colour and its rhythmic echoes 
at the central point in the painting, overwhelm the atmosphere in his paintings. The viewer will not miss the 
consistent distribution of reconciled and clashing colours in the entire work. 
Abdel-Moeti’s fourth painting “a04” is also a sequel to his vision of the mixed marriage of Egyptian culture and 
civilisation with overseas counterparts  on the Egyptian land.  There is hardly any doubt that such a mixed 
marriage has been the prime concern of thinkers and innovative writers and artists. The dilemma in this respect 
took place when Egypt became the battlefield of opposing ideas and cultures. However, the adversaries 
eventually had to give in to the country’s time-honoured civilisation and history. The fracas over superiority 
in this respect hardly produced tangible results.  These cultural invasions produced a veneer of upsetting 
controversies, which reminiscent of a transparent sprinkle of watercolours. 
The painting’s communication is inconsistent with the artist’s emotions in “a03”.  The difference is caused by 
the ‘brown’ pyramid, which shattered after it clashed with the crescent. Painting “a04” must be reviving optimism 
about a better and more prosperous future. The pyramid and its echoes are surrounded by large-size volumes 
of knowledge and sciences, which have the potentials to deepen the role of Egypt’s civilisation and culture on 
the planet. 
Abdel-Moeti’s achievements are largely attributed to his balanced colours and forms. The  graceful balance of 
forms and colours was the main feature of achievements he made in the new millennium. He opts to explore 
new potentials and roles for allegories and themes he had revealed in his former paintings. For example, 
his pyramid-like shape(s) revived  in his painting (MAM006” (20022008-). The painting also substantiated his 
intimacy with bright colours (red, blue, yellow, green and light blue). The construction of the painting consists of 
a pyramid mounted on dark green rectangle-like area. An overturned smaller pyramid (brown) balances itself 
on the top of the central pyramid. Again a brightly red rectangle overwhelmed with blue from within, is mounted 
on the base of the overturned pyramid. The blue within the rectangle communicates with the colour in the 
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by Mediterranean neighbours to deepen the foundations of a bridge, through which they could reach the rosy 
area at home. The bridge is symbolically represented by  a piece of decorations mounted on an ionic (intense 
yellow) column. In the meantime, it is not unlikely that Abdel-Moeti’s bridge, which extends furtively into a white 
(peaceful) area, is reminiscent of the Graeco-Roman invasion in our country before. 
This is my reading of Mostafa Abdel-Moeti’s latest achievements. My understanding of abstract art should 
substantiate my point in this respect. I would appreciate that the abstract art adventurously recommends 
intersections and interruptions in  intertextual and rhythmic colours and forms  to bring about a sophisticated 
iconic web of allegories and allusions. Abstract art should favour curiosity-arousing elements and signs rather 
than orthodox, romantic and immediate aesthetics. At this moment, abstract work will achieve an enigmatic 
colour message and a fragmented and deconstructed sign. 
Consisting of evasive and sophisticated elements, Abdel-Moeti’s colour and form in his latest achievements 
must have been in the mind of Dr. Ahmed Abu-Zeid when he wrote his book The Reality and the Myth (published 
by The Authority of Cultural Palaces in October. See pp. 180181-). Dr Abu-Zeid says: “The object lies beyond 
the limits of comprehension when it has its dimensions multiplied and its parts fragmented and complicatedly 
arranged. As long as the object immediately frustrates our judgment, it will constitute a difficult challenge to 
consider abstracted themes as the drive of our powerful emotions. Nor shall we be able to identify the reasons 
behind our emotions. Our  task would, however, be achieved easily when our powers of perception stumble on a 
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rectangular ribbon, which appears to be so unstable that it immediately arrests the viewer’s attention. However, 
a pink rectangle intervenes immediately to balance the triangle on its (the rectangle) upper angle. However, the 
viewer will not be persuaded to relinquish his worries about the imminent collapse of the two masses. Abdel-
Moeti’s obsession with a graceful balance in the painting is also manifested in the pink rectangle being embraced 
by the semi-spherical shape, the lower part of which floats in the black ground. Consistency and reconciliation 
of components and forms in the two separated surfaces are achieved (in the blue separation surface) by a 
triangle-like area to the left and a trapezoid-like area to the right. In the meantime, the semi-spherical shape of 
the left surface and the rosy surface in the trapezoid-like area are connected by a longitudinal ribbon. Perhaps, 
Abdel-Moeti’s ribbon denotes a bridge between two eras, the first of which represents the immortality of heritage 
(the pyramid). The second era (the green surface) represents Egypt’s agricultural revolution in the 1960s.

On the other hand, celebrating Egypt’s time-honoured history and ancient civilisation, Abdel-Moeti used linear 
abstraction to repeat the pyramid mounted on the black ground (grim reality of the present) twice. The blue 
area (the Mediterranean) must be separating Egypt from its neighbours on the other edge. Perhaps, the artist 
seeks to draw the viewer’s attention to the shared ground between Egypt’s civilisation and her neighbours’ on 
the other side of the Mediterranean. The artist must also be keen to remind the viewer of incessant attempts 
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-Chairman of the Rome-based Egyptian Academy in 1988. 
-Exhibiting in art exhibitions at home and abroad since the 1950s.
-Jurist and chief jurist in local and international art competitions and exhibitions.  
-Awarded officially by the Minister of Culture in Egypt for his pioneering role in the contemporary Egyptian art 
movement in 1996.
-Received acknowledgement from National Art Exhibition in Egypt in 1990.
-Won the State Prize of Merit for Art in 2001.
-The former National Centre of Fine Art sponsored a documentary film, which shed light on the artistic project 
of the Group of Experimentalists in 1972. Abdel-Moeti was also at the centre of documentary film broadcast by 
the Egyptian television in 1997. 
-Received a mention in the Who’s Who published by Egypt’s State Information Service. 

Eloquent dialogue between heritage and modernism

Mostafa Abdel-Moeti must have developed a dialectical dialogue with his materials, forms and styles when he 
rebelled against orthodox rules and classical theories. Abdel-Moeti’s dialogue echoed loudly in the intensity 
of darkness against a bright light and in the interaction of elements and matured forms. He also revealed his 
dialogue in his individual understanding of Cubism, his spontaneity, expressionism and abstract. Throughout 
his adventurous journey in this respect, Abdel-Moeti appeared to have had a predilection for the deliberate 
analysis of the element(s) in the work. His repudiation of the perspective prompted him to create a surface 
studded with decorative motifs. He also created human allegories from stiffened and burnt bodies; and folkloric 
themes such as talismans and birds. In the meantime, the artist has predilection for using thick pigments to 
create dim and intense projected areas in the surface. He would also delicately scratch and skim off the surface 
to reveal obscured colours. In his bid to create consistent abstract Abadel-Moeti seeks the help of intense 
colour areas and juxtaposed forms. In his latest works, Abdel-Moeti distinguished himself by the balance of 
abstracted colour and form on the one hand and the graceful performance on the other hand. For example, 
several paintings he has revealed recently invited the viewer to appreciate them without attempting to break their 
codes. In other words, the artist persuaded the viewer to tour abstracted allegories derived from the heritage, 
elusive colours and forms, and symmetrical and inconsistent surfaces. The case in hand is his painting “a02” 
(the second painting of the artist’s latest achievements), Abdel-Moeti distributed the entire surface into two 
sub-surfaces separated by a wide colour area, which runs upwards from the left angle at the bottom to cut the 
painting. A triangle-shaped brown surface, which occupies one third of the painting to the left, is mounted by a 
semi-spherical shape displaying intersected colours such as white, green and red. The left and right surfaces 
are intense with intertwined and intersected forms and colours and shapes of different sizes against black 
rectangle-like area, which occupies two thirds of the surface. Together with a triangle with right angles, the 
rectangle shape stabilizes on the ground. Eventually, the triangle appears to be squeezed between the black 
rectangle and the blue surface, which soars upward to overwhelm the upper rosy area. 
The black surface on the right, which is overwhelmed with a variety of colours, features a brown area crowned 
partially with rosy colour, which echoes with the rosy form on the right side of the painting. Dim blue immediately 
echoes with the colour surface facing it. The top of the pyramid-like form is crowned partially with a green 
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 Mostafa Abdel-Moeti

-Abdel-Moeti was born in 1938. He graduated from painting department in the Faculty of Fine Art in Alexandria 
in 1962.
-Teacher at the Faculty of Fine Art in Alexandria.
-Founding member of the Group of Experimentalists in 1958.
-Got master degree in painting in 1972.
-Awarded PhD in painting from Spain in 1974.
-Professorship and diploma in restoration of oil painting from Sant Fernando Academy in Madrid University in 
1977.
-General-supervisor of the former National Centre of Fine Art (now the Sector of Fine Art) from 1980 to 1988.
-Member of the National Specialised Council in 1983.
Member of the World Conference of Contemporary Art in Venice in 1985.
-Member of the Art Committee of the Supreme Council of Culture, and the permanent committee for the promotion 
of university professors.
-Founder of Cairo Biennale and his Commissaire-general.
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Mostafa Abdel-Moeti
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Artists

Mostafa Abdel-Moeti
Mostafa al-Razaz
Farghali Abdel-Hafiz
Farouk Shehata
Zeinab el-Sigini
Helmi el-Tuni
Gameel Shafik
Al-Ghul Ahmed
Ahmed Nawar
Ahmed Fouad Selim
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Contemporary art movement in Egypt remains largely influenced by intersected 
and overlapping tendencies and approaches. Such an environment has 
remarkably yielded sincere artistic achievements and experiments. Moreover, 
the contemporary art environment in Egypt acted as a melting point, in which 
different issues and visions mixed. The final product echoes sincerely and 
brilliantly with the existing reality. The achievements in this respect encouraged 
the enthusiasm of younger generations to step forward and take part in artistic, 
cultural and intellectual interactions. 
According to its policies, Horizon One is celebrating 10 great Egyptian artists, 
who largely influenced Egypt’s contemporary art movement. We hope that the 
exhibition will benefit sincere bids to analyse, judge and chronicle the influence 
of these masters in this respect. 
 

Ehab el-Labban,
 Director of Horizon One
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2nd Egypt Salon
Horizon One in Mr. and Mrs. Mahmoud Khalil Museum celebrates the second 
session of Egypt Salon, which marked its birth last year in art galleries in Prince 
Taz Palace.
This year’s event is planned as part of strategies and policies suggested by 
the Sector of Fine Art to throw much light on the prime features and road signs 
of Egypt’s art movement. Within this context, great Egyptian artists are offered 
larger areas to display their outstanding achievements. In the meantime, these 
artists are invited to exhibit their works next to each other to offer a convenient 
chronicle and survey of the developments of Egyptian art movement. There is 
hardly any doubt that echoes and achievements of Egypt’s art have played a 
big role to draw the map of art creativity and aspirations in the entire region 
and beyond. Confident of its achievements Egypt’s art has been intensifying its 
contribution to cope up with global art movement. 
Egypt Salon is held simultaneously with Youth Salon and the National Art 
Exhibition. The three events are part of the agenda of the 2nd Festival of Art 
Creativity, which crystallises the panorama of art in society and the contribution 
of different generations in this respect. The Festival of Art Creativity is also 
the highlight of different contemporary visions and thoughts, which appreciate 
interaction with the outside world. 
We are confident that the 2nd session of Egypt Salon will achieve much 
success. 

Mohsen Shaalan 

Head of the Sector of Fine Art
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Egypt Salon is one of glittering showcases for creativity. The event is proposed 
by the Ministry of Culture as part of art exhibitions and events, which enhance 
the society>s aspirations and prospects. 
Celebrating its 2nd session, we hope that Egypt Salon will successfully motivate 
the coherent system of creativity in society to correspond with Egypt’s heritage 
and civilization over different stages in the country’s time-honoured history.

Minister of Culture
Farouk Hosni
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