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Bird - Colored Iron - 170X140x137cm - 2021.
















Aleaf -Colored Iron - 210X 60X 60 cm - 2021.




Launch - Colored Iron - 47x47%x169 cm - 2021.










Colored Iron - Eagle - 93X69Xx36 cm - 2021.




Dawn - Bronze - 22X62x15 cm - 2017.










Architecture - Polyester - 50X49x35cm - 1999.




Lady of the Palace - Bronze - 30X56X40 cm - 2015.







Falcon - Bronze - 54x21x16 cm - 2018.









Sheikh of the Country - Bronze - 17X48 %25 cm - 2016.



Bird - Bronze - 52x23.5%X30 cm - 2013.










Lady in the Brocade - Bronze - 94X 3425 cm - 2020.




Portraiture - Bronze - 34X 17X19 cm - 2017.







e -20Xx20%32 - 1995




Bronze - 24X 20X 31 - 1997







Crow - Bronze - 46 X30x22 cm - 2012.



Tomcat - Bronze - 20X 32%X56 cm - 2015.










Wall - Colored Iron - 32 X32%x36 cm - 2021.




Circle - black granite - 35x28x12 cm - 2001.










Bird - Bronze - 39xX16X10 cm - 1994.




Pigeon - Bronze - 37x16x16 cm - 2017.
















Obelisk- Bronze - 95X 24x24 cm - 2007.




Man- Polyester- 26 X33 X 14 cm - 1987.










Participation - Bronze - 25X35x 14 cm - 1988.
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Acrylic on toile - 150x 150 cm.



Acrylic on toile - 150 <80 cm.



Acrylic on toile - 150X 150 cm.



Acrylic on toile - 150X 150 cm.



Acrylic on toile - 200x 200 cm.

Acrylic on toile - 200200 cm.




Acrylic on toile - 200X 200 cm.

Acrylic on toile - 200X 200 cm.




Acrylic on toile - 150X 150 cm.



Acrylic on toile - 200X 160 cm.

Acrylic on toile - 150X 150 cm.



Acrylic on toile - 100x 100 cm.



Acrylic on paper - 100X 80 cm.



Acrylic on toile - 150x 100 cm.




Acrylic on toile - 150x 100 cm.



Acrylic on toile - 150x 100 cm.



Acrylic on toile - 150x 100 cm.



The Exhibition Artworks







The attraction may turn into an inspiration to practice an imaginary experience, with
which the senses awaken together in the channel of perception until the arrangement
of the fragmented elements is restored in forms, symmetries, and simplifications of the
sculptural piece; they are assembled into a unified overall pattern, with the strengthen-
ing of the areas of change in edges. By extending the time contemplating the statue, the
viewer can discover the noble side of its nature, such as the meanings of cherubic and
friendliness. If it is assumed that the displayed collection of sculptures is an embodiment
of the artist’s feelings and thoughts, how the viewer can look in them for an accurate rep-
resentation similar to reality, or search in them for applications of scholastic teachings.
He has to deal with unconventional artistic treatments, and with exaggerations in parts
of the mass of the statue, or with the stretching of some distances in it, on the grounds
that they are artistic means that achieve the artist's goal in distracting attention, except
focusing on the emotional element. Such contrasts between static and moving forms
endowed his art with a calm emotional power, especially when these feelings reflected
smooth surfaces and smooth, slippery lines.

They revealed the movement of the mass from within and spread a poetic atmosphere,
whispering dialogues, and a subtle and harmonious rhythm. Because of the free nature
of the styles in which birds or sculptural figures are formed, they are even more amazing
and wonderful. Exaggerating the distortion of proportions is the way to stimulate the
senses to assimilate the contents related to life issues, and at the same time creates a
unique pattern, more realistic than reality. In fact, some of the wit that the artist makes in
treating the material of the statue contributes to removing the boundaries between the
traditional literal performance and the virtuosity of eloquent figurative expression and
achieves the strength of the moral effect.

Salah Hammad was able to free his sculptures from the bondage of the body to soar in the
world of love and serenity of spirit, hoping to seize a moment of eternal happiness and
spiritual serenity and to reach the joy of practicing his work to enjoy the beauty. Despite
the rebellious nature of his art, which is freed from stereotyped constraints, and which
limits the fertility of imagination and creativity, it is possible to find in the presented
sculptures an authentic source of freedom to transcend sensualities and approach the
absolute truth of creativity in his relationship with feeling and its vitality.



Remarkable Sculptures
by Dr. Mohsen Attia

In every sculptural piece that the artist Salah Hammad presents in his current exhibition,
there is something from his imagination flows; there is the eloquence of the reduction
processes and metaphorical similes, which he performed on the forms of birds, animals,
and plants, while he was directed towards their inner reality hidden behind their appear-
ance, penetrating their original nature. This is his deep concern that gives his sculptural
creations the strength, spiritual energy, and magical dimension, despite their abstract ap-
pearance. This magical dimension is what achieved the difficult equation in the duality of
"ambiguity/manifestation”.

The ambition of the artist Hammad achieves the values of "innovation” and has discov-
ered the important role of the subconscious world in directing the artistic process. His
metaphors were the way to address the metaphysical side of the self. Salah has been able
to give the material of his statue its own life, forming abstract blocks, creating similes and
gestures. If some details of birds or animals disappear from the molding in bronze, this
is to strengthen the emotional and spiritual element in the artwork. In each sculptural
piece, the principle of reduction and abstraction was realized, without losing the spiri-
tual style and magical dimension of the metaphorical similes. Certainly, before a piece of
art of Hamad’s sculptures, you will feel a certain joy because of your admiration for how
he was able to make his feeling and his idea penetrate the block of the statue, and then
hover around its corners with great vitality and activity.

The viewer cannot be satisfied with seeing only samples from the exhibition, because
each piece of the artist’s statues has its beauty, which is inspired to look at the attractive
elements that reach the point of astonishment, or invites a meeting with oneself, or to
take a journey through the soul. When the artist uses the metaphorical method to convey
his messages, he is at the same time freed from being confined within the limits of craft
skills, to think about aesthetic and life issues because he understands that the beauty of
art lies in transcending the limits of stereotyping. In this case, he will be allowed to re-
duce ambiguity and exaggeration, and to perform reduction operations with their amaz-
ing aesthetic effects, regarding gestures and signs, to attract the viewer’s eye towards
more contemplation.



Speech on Salah Hammad
by artist Ahmed Fouad Selim
Al-Kahera Newspaper, issue 327, Tuesday, July 18th, 2006.

Salah Hammad stands at distinct distances in his sculptures. We see the cube vertically
at the edge in the position of the adventurer. Despite the volume of the box he worked
on for a time between a cube, a trapezoid, and an inverted triangle, it seems like a pho-
tographer who masters “silhouettes” in the things he sculpts - “silhouettes”. In his statues
we see him. Subtle in sharpness and perfect in its sagittal mass that indicates space and
decisive as a section of a solid prism - therefore, the prominences of volumes produce a
context of an offensive nature - despite the fact that Salah Hammad still retains a pat-
terned nectar, and a mixture of experiences that have a readiness prior to his own



Salah Hammad and the Mass
by Ahmed Nawar

An article in Al-Hayat weekly newspaper, Wamdet Dawaa section, p. 4, on Sunday, August 29th, 2004.

Salah Hammad and the Mass

Artist Salah Hammad was born on January 27th, 1961, in Sharqgia Governorate and received
a bachelor's degree in art education in 1986. He is one of the artists who Lleft public and
private work and is devoted to his artistic creativity. Hammad held solo exhibitions, the
latest of which was in Durbach, Germany, in 1999. He participated in national and interna-
tional exhibitions, including the 1989 and 1990 Youth Salon, the 1998 and 1999 National
Art Exhibition, and international biennales as the 1995 Cairo International Biennale and
other biennales in Oman,Japan, Bangladesh, as well as India International Triennale. As a
diligent, eminent sculptor, Hammad took part in international sculpture forums in some
countries, especially the 1994 International Sculpture Biennale of Carrara, Italy, the 1995
International Sculpture Symposium in Sweden, the 1996 Aswan International Sculpture
Symposium, the 1998 International Sculpture Symposium in Vietnam, the 1999 Interna-
tional Sculpture Symposium in Durbach, Germany, and the 2002 International Sculpture
Symposium in Greece. He received a three-year full-time scholarship from the Ministry of
Culture. He won the second prize of sculpture in the 1987 May Exhibition, the 2000 State
Incentive Award, and the 1993 three-year State Award for Art Creativity in Rome. His works
are acquired by individuals in Egypt, Italy, Sweden, Vietnam, France, and Germany, and by
institutions as the Museum of Egyptian Modern Art, the Sculpture Museum in Aswan, and
the Museum of Modern Art in Pietrasanta, Italy.

Hammad’s masterpieces reflect his vision and love for ancient Egyptian sculpture. For him,
the mass is pieces of an abstract structure combining between what is round, vertical,
and horizontal. Interestingly, his horizontal works look like a genetic extension of earth
in terms of its industrial or technological structure from the geometric and mathemati-
cal perspectives of forms. The extension of the straight line in its beveled and diagonal
forms reflects the state of creating a variable in a fixed structure in which the opposites
of the inclined, straight lines, the vertical and diagonal lines, and the circular and bev-
eled cuts of squares, triangles, or cylinders interact. All these are successive constructive
movement in which what is sunken and what is flowing and attached to other parts unite
through the industrial polyester technique, which the sculptor ably transformed into a
rich material with his unique treatments. Moreover, in his bronze sculptures as the bev-
eled face, he reduced all the features and details, turning it into a geometrically abstract,
eloquent, astonishing state that attracts feelings and creates continuous interaction.



rifice and seriousness with themselves. His works are the
natural extension of the school of Adam Henein as an artist
descendant of Egyptian sculptors in terms of the sculptural
mass and the gradation of surfaces.

The Warrior is a beautiful sculpture carrying two sides. The
first side is a sculptural thought dominated by the unity of
masses, treatment of surfaces, and emphasis on the sharp
angles, considering the statue as a creature with features.
The two cylinders go up together and surpass the armored
masses, stressing the idea of the loftiness of the ascending
line. The second side is the psychological dimension of an
artist protecting himself from the storms of life and trying
to establish his place in art and life. He chose the armor
as a symbol of his attempt to overcome adversity and re-
sistance, which is at the same time a complement to the
sculptural position, a mass that stands up for existence.

It is worth noting that our great sculptor Adam Henein
brought the same subject of the warrior with a shield. At
that time, it reflected his mood in the sixties, but Hammad
has his mark that corresponds to time, as using cylinders or
sharp angles and horizontal surfaces is a new style created
by such a genuine and unique artist. We hope his works and
strong project be a testimony to an artist of new creative
ideas.



The Warrior

by Makram Henein

An article in Al-Ahram daily newspaper, Friday supplement, "From the Fine Art Creativity" page, on Janu-
ary 19th, 1996.

The Warrior

A three-pillar idea to awaken sculpture in Egypt came to the mind of a young member of
the creativity award in Italy, the warrior, artist Salah Hammad, who was born in 1961, and
a graduate of the Faculty of Art Education in 1986.

The first pillar is a school for stone carving that is independent of its counterparts in spe-
cialized institutes.

The second pillar is a specialized foundry for plastic artists to bring them together with
the sculptural bronze production with a stone workshop. The third pillar is a symposium
in a very inspiring place as Luxor to be a workshop for sculpture and an Egyptian inter-
national hub for all sculptors of hard materials like symposiums of Toulon in France and
Pietrasanta in Carrara, Italy. Such a project benefits all Egypt's artists and brings to us the
artworks of foreign artists.

These ideas are what we need in the artistic community after our art institutions were af-
flicted with intellectual ineffectiveness in terms of creativity and after serious artists left
their places for the clowns; most of them withdrew from the art scene due to cronyism
and bigotry.

Returning to Hammad, whom I hope his resolve to achieve a point of pure light amid the
dark swamps of the fine art movement will not weaken, I find myself unable to add any-
thing to what was said by the great Egyptian artist Adam Henein, who is very enthusiastic
about Hammad's production and seriousness and has followed most of his artworks. For
me, I have known Hammad and seen his works through the catalogs of his exhibitions
only. In his works, I have observed firmness created with such hard materials as marble,
granite, bronze, and iron. It is known that those artists using these materials need sac-



Speech on Salah Hammad
by Farouk Hosny

I knew artist Hammad in his early youth. He was a free artist searching for himself amid an
array of Egyptian and Arab artists. His search for modernizing sculpture, especially Salah
Egyptian sculpture, has achieved such great success. Despite the difficult circumstances,
he continued to renew, innovate, and make a name for himself in the Egyptian art world.



Martini, Marino Marini, Henry Moore, Antonio Venditti, Maria
Rosa Muzzi, and Giacomo Manzu.

Concerning reality, the works of Hammad shape this senso-
ry value of the material through the creative maturity of his
works; they are always created complete and emerge from
the world of inner silence to the spirit of poetic creativity
embracing the pure beauty and representation of the cre-
ative beauty and artistic pleasure passing from one person
to another.

The works of Hammad are an ambitious search for high ar-
tistic excellence and development with the presented sub-
jects and the material evoking the sense of arabesque. The
symbolic rhythms almost present a basic or a preliminary
layout of a creative nature. For instance, the artworks of
the Italian artist De Chirico carry humanity in its elements;
a spiritual light streams through his depicted human bod-
ies. Thus, the artworks of Hammad are created with this
philosophical depth. For example, his works (Praying Man-
tis, Legendary Bird, Dreaming Woman, Dream of Man and
Woman, and Motherhood) have such a pure beauty and at
the same time present new artistic forms in terms of the
relationship between space and the three dimensions of
sculpture, emphasizing the spiritual values.

The problem of contemporary art is the attempt of the art-
ist to break the deadlock in that theoretical virginity of art.
Hammad has overcome it with his artistic brilliance sum-
marized in those artistic values that give the continuity
and survival of his works through the solidity and richness
of the mass. This kind of recreation shapes the philosophy
of the Alexandria School established in 323 BC until the
departure of Romans from Egypt.

He is one of the artists and one of the men living in the
time of searching for the spirit of Alexandria as a philoso-
phy having its aesthetic character for hundreds of years.
He neither remained captive even to this framework nor
surrendered to the values of art reproduction. Rather, Ham-
mad is always an artist of developing creativity and renew-
ing art activity with that imagination derived from reality
and refining the rhythm of time.



in cubism. It is a state of representation lying between the perceived reality and the
creative realism through which he has created a new vision of the three dimensions in
cubism.

It can be said that Hammad's cubism is a valuable addition to cubist art.

Hammad says:

“AlL T want to make clear in my sculptures is that art for me is the embodiment of values in
a geometric form made through a new creation with the well-known elements, which are
neither present in the visible reality nor tangible, rather they exist in my subconscious,
and the inclusion of the elements of nature within me”

In the personal interview with Hammad, he says:

“My sculptural works are like a sensory state of everything latent and hidden in the soul
and a manifestation of elements that cannot be expressed aesthetically in a sublime way,
which can be felt only through the soul”

Hammad's works lie in the bright awareness and the sensory depth derived from moder-
nity and the temporal rhythm of reality in multiple and united forms.

“For me, the form is not a static state or object. Rather, it is a dynamic state reflected
through the light tissues of the curved forms, and, at the same time, following the aca-
demic approach in dealing with the form. Light is an echo of a sensory rhythm that is no
less than a read word or a sincere expression of the inner sensory reality, exactly as the
progression of a melody in music, through the artist's mood and continues without objec-
tive hindrance, whether material or ideal, through transparency and purity - everyone has
this inner reality and does not require the culture to understand it. For instance, the cir-
cular cubist forms, as Pablo Picasso illustrates the difference between ancient sculpture
and painting; it is not an art of imitation, but a state of elevating thought to creativity.

Hammad's art presents the foregoing sense of the soul.

Art Expresses through the Senses of the Soul

Hammad's works leave all the above mentioned. For him, the first duty is the complete
satisfaction of the need to ignite the soul with the richness of material and the purpose
of suggestiveness by evoking the soul.

His statues and paintings mean witnessing the spiritual creativity in his artistic sculpture
- not only to illustrate the invisible elements but also to reflect the high spirit — and this
has the charm of true reality; it is not a state of the space of poetic composition of strange
forms and structures of a hard material, emphasizing the expertise resulted from the
numerous experiments, which provided him with rare experiences, in contrast to those
acquired from the subjects of ordinary life.

European art nowadays is going through the crisis of searching for identity. To solve such
a crisis, a continuous search through the cultural depths and roots is required, which con-
nects this culture with the requirements of tomorrow.

It is not easy to determine the cultural issue of Hammad at the end of the twentieth cen-
tury if we can judge the artistic values of one of the sculptors who enthusiastically sided
with his works. Hammad may join this array of contemporary sculptors such as Arturo



The Senses of the Soul
by Donato Di Sepio
An article in the Italian "citta 24 ore" newspaper, "Arte E Cultura" page, in April 1994.

Today, the exhibition of sculptor Salah Hammad is open at the exhibition hall of the Egyp-
tian Academy of Fine Arts in Rome, 4 Omero Street, from May 12th to 30th, 1994.

Hammad, a winner of the Egyptian State Award for Art Creativity, resides in Rome, Italy.
He was born in Cairo in 1961. He graduated from the Faculty of Art Education, where he
works as a teaching assistant. He is a member of the Syndicate of Fine Artists and several
other art associations.

He held many solo and group exhibitions in Egypt and France. Some of his artworks are
acquired by the Museum of Egyptian Modern Art in Cairo, besides some collective hold-
ings in Egypt and abroad. Mahfouz Salib, Adam Henein, and Aboulfotouh Albassiony are
among the teachers of Hammad.

The fifteen statues on display were created in Pietrasanta during the first year of Ham-
mad’s stay in Italy, which will last for another two years. These statues are made of marble
and bronze and influenced by his artistic background and the effect of the Italian culture
on him.

Despite his young age of 33 years, he has achieved the status of the well-acknowledged
world artists with his sculptural expertise and creative brilliance as one of the great art-
ists of this era.

Art critic and professor of art history Di Sepio speaks in his first meeting with Hammad in
the studio, saying:

“With a brilliant awareness, artist Hammad has captured all the subtle elements hidden
within the sensory perception of things in a serious and meticulous "mythological” form
to become one of the prominent artists of this era”

This objective study of the notable critic Di Sepio is an analytical criticism of artist Ham-
mad. His works are a state of connection and sensory introspection for what is unrevealed



His sculpture “The Lady of the Palace” in 2015 is considered in
the depth of expressionism with frugal touches and fine art
wisdom. In the same year, he produced his cat sitting squat-
ting in a state of anticipation and waiting. He succeeded in his
fine art idea, analyzing the body in cubic surfaces with curves
and rotations.

Hammad is still connected to the ancient Egyptian heritage.
He recreates the image of the Sheikh of the country, one of
the greatest non-royal statues. His statue had the same name,
expressing the Egyptian sheikh of the country of the modern
era in a brief geometric touch.Between expressionism and ge-
ometries, the artist’s artworks extended as in “A Head of Man”,
which is steeped in expression with an impressionism touch,
and the geometric sculpture “Dawn”. In 2018, the sculpture
“Hawk” was represented in grace and fluidity. However, he
turned to the geometric rhythm. The touch graded from the
pulse of expression to another pulse of geometrics, as in his
sculpture “Composition” that is full of levels and explicit geo-
metric surfaces.

In 2021, the artist Salah Hammad reaches the peak of his art-
works; his formation “Leaf” represents a new state in his art-
works that combines the geometric and figurative forms with
the color expression. It approaches the surreal sense, which
suggests discovery and the future of prosperity far from what
we are experiencing of global conflict. The artwork “Start”
completes the meaning with the strict and carefully calculat-
ed mathematical logic, along with the formation “Wall” that
seems closer to the theatrical scene.

It can be said that Hammad turned these sculptures from figu-
ration to abstraction. Despite this, the talk of the soul in his
artworks remained connected and continuous until reaching
the maximum reduction, which is emphasized by his words:
“My sculptural artworks are like a sensory state for everything
latent and hidden in the soul, showing elements that cannot
be expressed aesthetically in a fine sublime style that can be
sensed only through the soul” This is the world of the artist
Salah Hammad and these are some of the features of his art
through selections of his artworks. These artworks extend
into dozens of sculptural forms that tend, soften, impose their
authority, reconcile, and dialogue with the void. It is the dia-
logue of art and thought. Greetings to him bearing the depth
of sculpture and expression.



professors’ artworks in Egypt, including those of Adam Henein, Mahfouz Salib, and Abol-
fotouh Bassiouni. Devoting his creative energy to sculpture, his artworks from the begin-
ning revealed a lot and announced his personality in the world of sculpture.

His artworks vary from one expressive state to another since the beginning of 1994, as in
his monumental sculpture “Fighter” which bears the features of strong construction and
strict mathematical logic. In the same year, his sculptures continued as variations on one
tone with different spirits, sculpting, and expression under the title “Bird”, which reached
the maximum abstraction.

In 1997, the artist presented his “Welcome” sculpture in expressive, symbolic features of
a woman. He was concerned with the idea of welcome. With the symbolic expression,
the sculpture expressed the movement in a delicate balance. The artwork “Contemporary
Head” belongs to the same year. It is full of appendages of geometric surfaces and sym-
bolizes the space age. His geometric style is emphasized in his monumental “Levels”. In
1998, he produced the “Wind” artwork in a pure geometric abstraction through the hori-
zontal and vertical sculpting and the arc movement, which contributed to the exit from
the static shape to what suggests movement and energy. Emphasizing that, Hammad
says: “The art for me is figuring values in a geometric form formed by a new formation
with the familiar elements which are not present in the visual reality and are not tan-
gible; they are in my personal unconsciousness”.

With the difference in touch, his sculpture “The Love Tree” shows geometric grace. From
the grace of the block to its weight and its control over the void, the artist presented the
artwork “Shield”, which expresses stability and equilibrium, and the portrait “Woman”in a
mass of purity radiating with serenity. Just a light touch felt on the face is reminiscent of
Brancusi’s touch on the face of “Prometheus”. The artist moves with an expressive sense
full of drama through his artwork “Naked Woman” that appears to lie in grace and vitality
with a side view.

At the beginning of the year 2000, his sculpture “Dream” shows elegance in performance,
along with the sculpture “Horus” that is related to the ancient Egyptian Horus, the god of
goodness and justice, located in his temple in Edfu, with “his front view”. He presented a
contemplative view, inhabited by silence; here, the positive relationship appears between
modernity and originality.

In 2001, artist Hammad emphasizes the revolution of the media and modern materials in
his artwork “Circle” for a CD in an elegant design and formative performance that evokes
the language of the age. The artist is still researching and innovating in the meaning of
heritage and modernity. In 2007, his artwork “Obelisk” was a sign of how to be an artist of
the third millennium. He represented the Egyptian obelisk in its ancient form, but thinner
and more graceful. It is the obelisk of our time, with its contents and concerns.

The crow in sculpture and painting is considered an artistic stimulator. This eloquent
creature well known for its wisdom in religious stories is reminiscent of Van Gogh’s last
painting “Wheat Field and Crows”, Picasso’s “Woman and Crow”, Mamdouh Ammar’s “Gath-
ering of Crows” and the sculptor Adam’s crow. Salah Hammad’s crow came as an expressive
addition. The crow was the icon of his art. He presented it in a state of stability and weight
with a cubist sense, bearing potential energy in the form of a philosopher of silence.



The Soul Talk...from the Expressive Touch to the Geometric Rhythm
By Salah Bissar

Artist Salah Hammad belongs to the nineties generation. He represents a mark and a spe-
cial and unique space in the art of sculpture among his generation. He has foreseen the
horizons of the third millennium and absorbed the arts produced in the world, engaging
in the modern Egyptian sculpture movement through this dialogue and the interaction
between the generations that you fall into it.

After Salah Hammad graduated from art education in 1986, his main concern was to search
for a style, extending his world from the beginning of his journey with creativity, in two
directions: from the expressive touch, including the expressions and meanings that the
mass holds to the geometric rhythm in which he moved from the pulse of expression to
the architectural sense. His sculptural figures take their mathematical logic from monu-
mental architecture and confirm the depth of his world between expressionism and ab-
straction, and between feelings and design tendency. His world is closer to two plates of
the scale but this current of human sense and soul talk flows between them. The two di-
rections meet in our artist’s sense, as his artworks, in general, are inhabited by the human
pulse and connected with their contemporary heritage of the ancient Egyptian, which will
be illustrated by selections of his works.

The geometric tendency was his first stimulation. In 1987, he produced “Man” of pure
abstraction; it only carries the meaning of figuration in a brief reference. The artist com-
pletes his expressive passion for the geometric tendency in his artwork entitled “Love”; in
an intelligence and plastic wisdom, he emphasizes that sublime relationship in a symbol-
ism that depends on unification. In the artwork “Contribution”, this dialogue between the
horizontal and vertical continues with a variety between relief and intaglio levels.

The artist’s artworks varied before his travels, as in his “Pressure” abstract artwork in which
the mass is revealed in a reduction with those reliefs pressing on the surface. In the same
year 1990, he created the “Woman” artwork, which reveals the figuration in rhetoric and
abstraction of a seated woman that is reminiscent of the sculptures of “Arp” with the cir-
cular waves.

In 1992, he obtained the artistic creativity award in Rome. His artistic personality was
confirmed. He contemplated with love and research the international artworks by artists
Henry Moore, Arp, Zadkine, and Marino Marini in Italy, along with his contemplations of his
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Hammad's ingenuity in finding visual and spatial solutions, through which he succeeded
in combining the features of the general architectural structure of his sculptures, and
what is required by contemporary treatments of blocks and sculptural surfaces, as

visual and spatial blocks in the first place,and as open limits to the possibilities of formal
diversification, which are free from the authority of the function and the necessities of
normaluse.

According to this treatment plan, Hammad was able to transform the shapes of the spac-
es, laid out in that imagined architecture, into visual tones, scattered with geometric
variations on the surfaces of his sculptures, and sometimes making penetrating paths in
some of the carefully chosen areas of the sculpture body. They trick our visual memory
with modern references to doors, windows, stairs, and corridors that permeate the spaces
of buildings at all levels of height and structure layers.

Hence, it is possible to realize the specialty of the various sculptural projects of differ-
ent styles, which are included in this show, through which Salah Hammad revealed the
unique ability to extract the essential characters from the reference, reforming them sim-
ilarly, and building bridges of justified dialogue between him and the developments of
contemporary visual discourse.



from their tender figurative form to be in
a rigid mechanical state. The buds have
become sharp blades, radiating like the
ears of a robot, combining in its ambig-
uous composition between the animal
and plant form. The plant transformation
may reach a more ambiguous level, when
Hammad replaces the terminal bud with
a threaded skewer, the top of which ends
with a domed piece, which are Ready-
Made items, with which the entire plant
entity is transformed into a combination,
in which we view a cactus is about to be
a rocket or spaceship.

The category of sculptures that are in-
spired by the abstract design relation-
ships of structures is the category through
which it is possible to understand that ar-
chitectural characteristic, in which Ham-
mad’s sculptures melt, completely ridding
them of their figurative nature, integrat-
ing it into a purely constructive nature.
This sculptural architectural synthesis is
evident when we contemplate this group
of artworks, whose forms range between
the identity of the pure sculptural art-
work, and the features of architecture,
in its spatial sense, not in its functional
sense.

Although we may glimpse in some of the
artworks of this category what may re-
mind us of the teachings of Constructiv-
ism, with its abstraction and reliance on
industrial materials in its implementa-
tion, or some of the features that char-
acterized Neo-Plasticism sculptures that
are rigorous in their geometrical abstrac-
tions, and characterized by the reduction
of the visual elements to straight lines
with right angles, vertical and horizontal,
as well as may also remind us of the prin-
ciples of De Stijl, though, we soon notice



shape that almost embodies the design of
a contemporary chess piece.

When "Hammad" confines his attention to
inspiring the kinetic value gained from the
dash of the bird's swooping, the reduction
turns into a binary relationship, in which
the oblique thrust line, with the offensive
pointed front, combines with a globular in-
crease in the size of the body of the bird
darting in the void. This brings to our mem-
ory those terrible documentary scenes of
aircraft projectiles in war, especially those
oblique suicide thrusts of Japanese Kami-
kaze aircraft in World War II.

Moving towards the geometric treatment of
a semi-abstract character, we see a group of
metal bird sculptures, which almost over-
tighten the relationships of their sharp sur-
faces, which successively refract in a crystal
pattern. They are fascinating the eye of the
recipient to be considered by him as Japa-
nese origami huge figures. In this group,
Hammad has added color tones in carefully
chosen positions of each sculpture, in red,
in an explicit space sometimes, and in scat-
tered pieces at other times, transforming
the traditional addition of a layer of oxi-
dized color, patine, to a level that exceeds
the Limits of the formative addition; he did
not break through it the neutrality of the
broken metal surface only, but also made it
a factor of structural balance, and a means
of visual connection between the sharp
parts of the bodies of these birds.

This color addition, along with the explicit
geometric surface treatment, represented
the link between this group of the latter
in the category of bird sculptures, and its
similarities in the category of sculptures
inspired by botanical reference, through
which we view models of metamorpho-
sis with which the plants metamorphose




In one of the sculptures of the same category, we notice the relationship between the
green marble base, and the stone pale bird crouching over its edge, receiving the horizon
with erect attention to remind us of his ancient ancestor, crouching as a guard at the edge
of the throne behind the head of the future King "Khafre".

The base may turn into an inseparable part of the structure of the bird sculpture, and its
compositional structure would not be complete without it. This is evident in that sculp-
ture in which the bird lies reassuringly, ascending this geometrical mass gradually in its
steep pyramidal slope. If we imagine that the bird’s body is separated from that exten-
sion, we will discover that its oval shape will completely lose what is gained by firmness,
sublimity, and balance. Those values arise from its connection with its polygonal geomet-
ric complement. Realizing this structural relationship, Hammad added a black secondary
base, emphasizing the transgression of the geometric base of the pure base attribute.

The reduction in some bird sculptures may reach the point where we make a comparison
between Hammad’s treatment and previous treatments by the Roman sculptor Constan-
tine Brancusi (1876-1957), to reach the conclusion that the reduction of the bird to the
stage of the semicircular movement of Brancusi corresponds to Hammad reduction based
on the straightness of the cone so that the bird sculpture on its disc base acquires a




Among the most remarkable features of the sculptures of this category is the changing
relationships between each of them and the base on which it leans. Hammad was able
to transform this purely functional relationship into a vital figurative relationship, with
which the base of each sculpture transformed from mere support on which the sculpture
rests, into a formative structure that is inseparable from the overall composition of the
sculpture; its general form changes with the change of the identity of each of them and
with the change of the idea that it includes, as well as with the changing of the aesthetic
and compositional style that distinguishes it. In one of those sculptures, we feel in its
figurative formation a vibration of the civilizational genes of the statue of Horus in the
temple of Edfu; the base appeared as a simple support, leaving room for the mass to show
its elaborate details.

In other sculptures, the base tends to be formed in the form of a fully proportional cube,
or an elongated shape, in line with the artist’s tendency to work on the mass with some
abstraction to details,and in line with his focus on cubing the mass of the sculpture itself.
This is also accompanied by his focus on investigating kinetic relationships, based mainly
among wings, heads, and bodies.




and transverse weights, in a rhythmic rep-
etition that suggests continuity of the mus-
cular structure of this graceful animal, and
the flow of the pulsating movement in its
limbs. The treatment acquiring something
of a geometric glamour is reminiscent of
Art Deco mastery; this sculpture fulfills its
grace befitting the being of that graceful
mysterious endemic inspirational cat.
Turning to the category of sculptures in
which Hammad drew inspiration from the
reference to birds, we will see that the
same stylistic plan was masterfully applied;
in this category, we are presented with
a group of avian masses, the methods of
which range from invoking the aesthetics
of figuration along with variants of various
modifications to the reduction that reaches
sometimes the point of minimal extraction
of the essence of the form.



of outward features and secondary details.

Hammad was able to multiply the effect of the firmly established stillness character of
this sculpture, by blending its sub-mass variations by which the total mass of the cat's
body is connected, with the features of ancient Egyptian architecture and its expressive
principles, based on strict and precise relationships between lines and the longitudinal




The ability of Hammad to be aware of the conscious drawn of the ancient Egyptian refer-
ence is clearly evident in that sculpture crouching down in a majestic mass, deriving the
legitimacy of its lineage from "Bastet”. Deep contemplation of this artwork reveals his suc-
cess in capturing the essential characteristics of that cat sacred to the ancient Egyptian,
and his ability to escape the trap of accidental superficial simulation and the repetition







lisk’'s body, due to the presence of similarities on its front surface. Thus, Hammad estab-
lished the relation between the sculpture and its base by a simple and effective means,
replacing those surface protrusions and that longitudinal crack in the back of the obelisk
with the ancient inscriptions that were written in the past on its four faces, including, in
its antique historical origin, the name and date of the king. Hence, Hammad truly suc-
ceeds in passing his difficult bet; we see him escaping from the direct rumination of his
civilizational reference, into the wideness of conscious interrelationship, adding his mark,
both through formation and treatment, to all the sculptures.

In another sculpture, we see a treatment that almost recalls from the memory an echo
of “Khamasin” sculpture by Mukhtar, through a dynamic composition that extracts the
idea from the reference and reduces it, freeing it from its figurative form to turn it into a
purely mass of undulating surface, bearing energy of feminine movement. Through this
treatment, this sculpture transcended its simple surface relationship with what could
establish a relation between it and the “Khamasin”, to intertwine with an older reference,
represented in hundreds of smashed torsos, missing their heads, arms, and legs, of classi-
cal Greek and Roman statues, including feminine statues like “Aphrodite” the most famous
one that is found in Porto d’Anzio, and masculine statues like the most famous aesthetic
torso, The Belvedere Torso, now in the Vatican Museumes.




fining the attention of the recipient in tracing the carefully chosen breaks toned on the
surfaces of each of those blocks on which breaking limits of separating lines between
one surface and another dominate with static rhythms that preserve the dialectic of the
tension between mass and emptiness, and saturate each sculpture with the vibration
of lively energy, preserving the essential dynamic feature of each of them between the
bending broken head in one and a bold step forward in other, and between the fusion of
two entities, masculine and feminine, in one almost abstract construction, each of which
united with the other. It is reminiscent of the one block twin statues of the kings of an-
cient Egypt and their beloved wives, considering the difference in the contemporary style
and reduction solutions.

In some of the sculptures, we notice a swing between the unremarkable solid architec-
tural state and the human state inhabited by consciousness, charged with expression.
This is evident in a sculpture that evokes a contemporary echo of the obelisk form from
ancient Egyptian architecture. It is a unique mass entity that the Greeks considered as a
pointed pillar, failing to notice the connotation of its ancient Egyptian name “Tehen” that
means the finger of the luminous ray, symbolizing the oneness of the Creator.

Here, we are in front of a humanized obelisk, standing on three legs on a disc base, pre-
senting a delicate cylindrical protrusion, which the recipient thinks it fell from the obe-




on toning the linebreaks, diversifying them between softness and
sharpness. This is appeared by summarizing the breaks of the fab-
ric folds in the two garments of the sculpture, from the back and
front sides, which reminds us of what was previously invented by
"Mukhtar” in a parallel context with his carefully chosen additions
to the folds of the advocacy apparel behind the Cairene statue of
"Saad Zagloul" to break the back stillness of the erect statue.

In other sculptures of the same category, Hammad diversifies his
stylistic plan, moving it towards the strict calculations of the mass
architecture, where he is dominated by linear relationships, con-



equivalent to feminine beauty, and an indicative icon in the history of sculpture, even in
the history of world culture. As if Salah Hammad through this deep contextual connec-
tion, between classical Venusian femininity, in its sensual dimension, and the femininity
of a pregnant woman, in her maternal dimension, reveals that the essence of femininity is
not determined by traditional borders, but rather its multiple manifestations, to include
all women's conditions and phases.

We also notice, in the same sculpture, as in another that represents a variation on it, the
skill of Hammad's delicate work on the smooth surfaces of the two sculptures, and his
close attention to the intent of reduction and escape from the temptation of details.
At the same time, Hammad pays attention to simple details; they have a great impact
on maintaining the balance of the dynamic relations of the two sculptures, as well as




Hammad, in his treatment of the reference to the human
face, reaches the limits of complete reduction, touching
at the same time the limits of architectural constructiv-
ism. At this stage of treatment, the head mass appears
in a way that completely gets rid of all the figuring rela-
tionships that link it to its biological origin to become a
purely geometric spherical mass which surface consists
of interrelated partial structures, dividing the mass into
four contiguous spaces, the quarters of which are divided
by longitudinal and transverse line intervals. Its surface
is toned protruding and deep by the superposition of its
parts, which geometrically summarize the structure of
the relationships between the members of the face and
the head; it becomes a formative composition, combin-
ing what reminds us of the heritage of helmets of an-
cient times, and what suggests to us the shapes of robots
and characters of space science fiction.

In a third abstract variant, Hammad touches the memory
of the ancient Egyptian mass; The geometric surface re-
lations are as close to resemble the royal Nemeshe ad-
dress; a conical penetration of a close protuberance has
almost appeared.

Turning to the category of sculptures that are inspired
by the reference of the human body, "Hammad" proceeds
with the same ingenuity and cleverness in adopting the
same diversification plan, alternating between a number
of different methods, selecting from each of them what
corresponds to the essence of the idea that inspires him.
When he is guided by the miracle of creation and forma-
tion in the process of pregnancy, we see him Limiting his
formative and tactile treatment, which confirms his deep
contemplation of the woman’s body during the different
stages of pregnancy. He presented her pitiful motions
and the pride of her pregnancy at once, at the moment
she bent her head forward the big belly, purposefully re-
moving both arms from the mass of the statue.

By removing arms, Hammad refers us cleverly to remem-
ber the statue of “Venus de Milo” 130 BC, which despite
the loss of her arms, her golden proportions became



and a key to renewal in the context of releasing the sculptural treatment during the en-
tire modernity phase. This later appeares in the developments contributed by Bourdelle
(1861-1929), Giacometti (1901-1966), and Matisse (1869-1954) through their sculptures
that were marked by variations of spontaneous surfacethat is free of trimming.

In contrast to these two sculptures, Hammad, in his treatment of the reference to the hu-
man face in the same category, tends towards the elaborate summarization, which is cov-
ered by a geometric character, by extending the metal surface of the sculptural mass in a
manner that is not tainted by tactile additions, but rather depends entirely on the careful-
ly chosen relationships between the angles of the surface, refractions, and curves caused
by the movement of the mass by the sideways slight turn of the head. It is responded
to the curvature of the clear shoulder line. Amid this graceful dynamic system, Hammad
proceeded to distribute the sub-centers of mass by balancing the spherical parts, in the
head and the back hair bundle, and the conical and sharp counterparts in the shoulders,
folds of clothes, and in the intended flattening of the face. Similar to the mathematical
solutions that Renaissance professors often resorted to break the monotony of symmetry,
Hammad is resorting in the same sculpture to raise the level of one of the shoulders to
enhance the movement of the graceful gesture, confirming this by diversifying the shape
of the earring that the ears of the figure have, on either side of the head, so that one be-
comes greater than the other and at the lowest level.




etrate with their gloomy gaze the osmosis between fleshy membranes, experiencing the
creation and decomposition at the same time.

In another sculpture, Hammad reaches in this almost innate way, extreme Limits of treat-
ment, with which the features of the face are almost dissipated and erased, leaving the
entire present space for a mass in which the neck and head are embedded. The features
seemed as if a transparent cover had been seen on them. Their texture combines smooth-
ness and roughness, due to the effects of fingers intentionally left in the clay of the
statue before it was cast. This is inspired by the teachings of Auguste Rodin (1840-1917),
which represented a cornerstone in the tradition of Impressionism sculpture treatment,




spontaneity in treating; it is paradoxically
considered spontaneous, through which
he employed the tender tactile effect of
the sculpture paste overlays. They trace the
sculptor’s fingers and intentionally left un-
trimmed, especially on the top of the head
and forehead, which respond tonally to the
traces of scratches and fine gaps scattered
on the sides of the nose and cheek. They are
traces of primitive marks, or freckles spread-
ing over the face. In a careful clever gesture,
the artist completed that system of treat-
ment, when he chose to leave the mouth in
this flat way that is almost obliterated, as
if due to the factors of erosion and aging.
This is reached its peak in treating the eyes,
which seemed as if they were trying to pen-




This sequence and that harmony are evident in each of the categories of sculpture that
make up the current show of which each category represents, as previously mentioned,
a reference to a specific theme, through which he treats a particular idea. If we start, for
example, with the category of sculptures that draw inspiration from of human image
“portrait” reference, the freedom feature which combines different styles of treating and
performance, although they are harmonious in their general contextual relations, which
foretells a single creative suggestion; it also reveals an artistic experience that is based
on experimentation and exploration that are free from the captivity of rigid molds.

In the category of portraiture particularly, Hammad's ability to diversify the performance
is revealed, starting with that sculpture imbued with an almost innate sense of excessive



lation, visually and logically, between them to the extent that they
are combined with him in a harmonious system, similar to the har-
mony resulting from "counterpoint”in musical compositions based
on a relationship of more than one tonal line; its sounds combine
despite the independence of each of them in rhythm and vocal
identity.

Hence, it is possible to understand that state of harmony and se-
quence,which frames the entirety of his various phased transitions
between the sculptures whose form remains the mainstay of their
mass entity, and those that are carefully geometrically abstracted,
aspiring to escape from the captivity of realistic similarity.




enjoying its ability to amaze and surprise; they are the amazement
and surprise of being able to establish a creative dialogue with
concepts of contemporary sculpture, to reflect his developments,
and to select what he deems suitable from those concepts and de-
velopments for each sculpture, representing an independent state
of his comprehensive presentation of the various stages of his sty-
listic transformations. Through this insightful selection, Hammad
treats each sculpture as a project Independently, as it is necessary
to search for what fits it from the performance patterns, even ifit is
necessary to combine what may seem contradictory at first glance,
relying on his experience in synthesizing them, to prevent falling
into the trap of apparent combination, and without the vulgarity of
contemporary phenomena and its compositions without essence
or aesthetics justification.

This explains the ability of Salah Hammad to synthesize contextu-
ally between these sculptures of varying styles, establishing a re-



It is associated with the previous temptation another one that
perhaps more severe and has a great influence on most artists; it
is the temptation to cling to the obsession of “the personal style”
through which the artist surrenders to the idea of relying on a
permanent stylistic imprint, which represents a milestone through
which his artworks can be distinguished just by looking at them.
This temptation becomes fierce when this method gains some
commercial popularity, which leads this milestone to become a
brand, through which the artist guarantees the continuity of his
artworks in the art market. Soon this equation leads to fixing the
artist’s imagination on a limited package of technical tools and
fixed ideas, which he never repeats, and recurs year after year, until
the result after years becomes a group of similar variations on one
work of art.

Salah Hammad was able to resist these two temptations, at least
based on what the stylistic diversity in his current presentation
proves. Although he had previously proven his worth, within the
scope of the figurative treatment of sculpture and statue, based
on academic traditions and the requirements of simulation, he did
not base his current presentation on what he had achieved in this
context. He was not persuaded to regurgitate his skill experience
in the ability to embody reality. On the other hand, in this show,
he has tended to break a tradition that is almost a rule governing
most presentations. This tradition/rule is that the show must in-
clude a selection of artworks selected based on the stylistic simi-
larity, treating a single idea, or engaging in single technical treat-
ments and performance limitations.

Hammad overthrows this tradition and rebels against this rule;
he is showing us through this presentation a group of artworks
outside the scope of stylistic similarity, to the extent that each
of them almost represents a style of its own, as well as breaking
the complete submission to the repetition of the idea in multiple
sculptural variations; this explains the juxtaposition of artworks
inspired by the reference of the human body, in addition to art-
works through which he treated the references of birds, animals,
plants, architecture, and even the form structure freed from the
influence of reference itself.

In my estimation, this rebellion against the rigid rules and having
the same patterns and styles is what allowed Hammad's experi-
ence to fulfill the elements of its peculiarity,while at the same time
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The observer who scrutinizes the entire contemporary Arab sculptural scene will quickly
come to a general conclusion that the styles of a large group of Arab sculptors alternate
between the figurative arts; this alternation results in which have not yet been resolved.
It is based mainly on reviewing the similarity skills, figuring techniques, and the treat-
ment of mass according to the teachings descended from the traditions of the western
academy. Those teachings have long settled in the memory of the modern Arab sculptural
repertoire, and even determined many of its features and tendencies during the period of
its first association with the currents of western modernism and among several unlimited
renewal contexts, which resulted in the waves of post-modernism succession, right up to
the contemporary international sculpture current.

In the context of this ambiguous alternation, Salah Hammad is truly betting on his current
show. He is attempting to combine a group of sculptural theses some of which belong
to the traditions of figurative art inhabited in the memory of modern Egyptian sculpture,
while other theses set out to explore horizons that are not conditioned by the Llimits of
those traditions, as much as they are charged with the two obsession of renewal and ex-
ploration, whether at the level of technical treatment, or composing outside the bound-
aries of the norm, or the idea of rebellion against the general style. Comprehensively,
Hammad’s bet in his current exhibition proves the requirements of contemporaneity, sub-
jecting the idea of “the style” to re-examination.

The extent of the difficulty of this bet is illustrated by the extent of the power of the
temptation represented by the skill review associated with direct figuration; it is a temp-
tation that is difficult for sculptors who are not well-grounded to resist, and by what you
provide to satisfy the taste of a large class of recipients and collectors; it doesn’t defy
expectations and direct assimilation; for public art lovers, it does not provoke defenses
of contemporary artistic speech transcendence resistance and its evasion of the simple
review.
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Participated in the art movement since 1987

Held three individual exhibitions

Vice President of International Sculpture Symposium ISSA

He established and organized the International Sculpture Symposium in Madinaty and another in
Emirates Heights.

Participated in more than forty international symposiums around the world , and has holdings in
more than five museums around the world

Win the prize of government’s creative of arts ward for 3 year in Italy from the ministry of culture
The State Cartage ward of Art and Literature in the field of Sculpture for the year 2000
Participated in the Venice International Biennale of Fine Arts in Italy in 2005

Member and head of many arbitration committees in the field of sculpture in Egypt and abroad
He Executing more than one square inside and outside Egypt
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Donation and thanks

This exhibition is dedicated to my wife and daughters , I thank them for what they have been
through with me for many years, How difficult and exhausting it is to associate with an artist , a
lot of good for them .

Salah Hammad




Artist Salah Hammad

The artist Salah Hammad is one of the Egyptian sculptors who extensively experi-
enced foreign exposure, which was reflected in his artistic experiences due to the
accumulation of different experiences due to the large number of international par-
ticipations and his great openness to many and diverse cultures that had all the effect
in honing his experiences in a systematic manner that affected addressing his issues
and the diversity of his vocabulary throughout his career.

Among the different artistic styles, Hammad was interested in moving between many
art schools such as cubism, figurativeness, and abstraction, which added to his art-
works a great diversity and richness.

The field work had a special importance for the artist Salah Hammad, paralleling
his interest in the implementation of other artworks with different dimensions and
different themes, using bronze, limestone of its grades and types, and igneous rocks
such as granite and basalt, and iron materials.

Hammad’s artworks have spread in many gardens and squares in many countries
of the world, including the United States, Korea, China, Greece, Italy, Sweden,
Germany, Emirates, Tunisia, and Egypt; this is through his participation in the in-
ternational events, group and individual exhibitions.

Thus, the experience of the artist Salah Hammad is one of the most important cre-
ative experiences in the field of modern Egyptian sculpture.

Ofok Gallery is always happy to present unique artistic models on the Egyptian
plastic scene.

Artist Ehab El-Labban
Director of Ofok Gallery






The artist Salah Hammad has a long experience in the field of sculpture, starting
from the mid-eighties until now, during which he has passed through many stages,
reaching the current stage with a geometric abstract sense delinquent to reduction,
putting the essence before the expressive form; throughout his career, he was able to
find for his art special features by which he is known. The artist enjoys a character
longing for renewal, avoiding stylization by breaking aesthetic values and being free
from their usual molds in the art of sculpture; his broad experiences and passion for
experimentation enabled him to grab a delicate thread to be an unmistakable title
Jor the expert eye to infer.

In his recent artworks, Hammad did not stop at the limits of the general composition
of the artwork but rather turned to the use of color, which was reflected in more
interaction between the recipient and his artworks. His color choices are successful
and come according to a high artistic treatment, especially since his style based on
the spirit of sculpture and its relations with the surrounding space has increased the
role of color in order to harmonize strength with grace and subtlety with the sharp-
ness of the geometric form.

Hammad’s artworks are identified by experimentation in search of new fine art vi-
sions, especially in the concept of material and its impact on the overall creative
state of the sculptural artwork. This passion for searching for the different styles
drives him to derive the energy of the soul and circulate it in the form of his sculp-
tural artwork, which requires a keen awareness of the logic of sculpture and its
academic and creative standards. This approach has given Hammad’s sculptures a
fine art fluency that is reflected in all its aesthetic aspects and various solutions in
adapting the material to the specifics of his ideas and artistic imagination.

The artist, Salah Hammad, is one of the most important Egyptian sculptors today.
He is an authentic extension of the heritage and uniqueness of the Egyptian sculpture
school with a contemporary face concerned with the symbolism of the theme and the
power of artistic expression and turning forms into reduction and simplification, giv-
ing them a contemplative and interpretive power through his conviction that he has
the right to create these works according to his artistic vision and concept of beauty.
Hammad’s show at Ofok Gallery will reveal wider spaces of his world, enabling us
fo read his artistic personality more comprehensively and to understand his creative
experience deeply. In addition to his sculptural artworks, he presents a group of his
paintings and many sketches that certainly will shed more light on his style and his
tireless attempts in search of contemporary formations that can add to the pioneer-
ing Egyptian school of sculpture.

Prof. Khaled Sorour
Head of Fine Arts Sector
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