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Prof. Ahmed Abdelaziz is an artist who left a deep imprint on the Egyptian sculpture record. We celebrate his history,
art and valuable experience with a grand retrospective entitled “60 Years of Art.” We dedicate the galleries of Gezira
Art Center to him to provide the opportunity to view as many of his creations as possible that reflect the artist’s
association with his community and identity, and the usage of his aesthetic vision and his unique talent in producing
a non-typical artistic product that depends on the spiritual energy of the artwork and what can be deduced from this
view that characterized his artworks with figurative fluency reflected in all its aesthetic aspects and various solutions
in adapting the material to his ideas and imagination.

The features and peculiarity of this world are figured in this great shows; it is an important view of a great artist, whom

we honor and celebrate his contributions at the artistic and academic levels.

Prof. Khaled Sorour
Head of Fine Arts Sector
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The artist Ahmed Abdelaziz’s exhibition is held at the galleries of Gezira Art Center in recognition of this outstanding
creative giving art of one of the most prominent Egyptian sculptors who formed the Egyptian sculpture entity as an
extension of their great ancestors.

The artist Ahmed Abdelaziz has a lot of creativity in the field of sculpture, which bears a lot of peculiarity and
distinction through its links with the spatial environment to work in a full-fledged proposal in the relationship between
mass and emptiness in a highly interconnected structural cohesion loaded with a strong Egyptian touch that strikes in
the roots of the society with which the artist is linked with all its events and variables.

Ahmed Abdelaziz’s human figure is abstracted of all the details, but it bears an expressive charge that grows in a
continuous mechanical state. The group of his people is still in a state of highly eloquent movement. This world
is distinguished and has a creative artistic style that enriches the Egyptian plastic movement and opens up a lot of
academic research paths for the artist. He made many achievements, which made the Egyptian Ministry of Culture

represented in the Fine Arts Sector celebrates the artist as one of the pioneers of contemporary Egyptian art.

Ms. Dahlia Moustapha
Head of the Central Administration of
Art Centers
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Sculpture is one of the most prominent characteristics of Egyptian civilization throughout the ages. Maybe the
descendants inherited that creative art from their ancestors involuntarily and effortlessly, as if it were running in blood.
Perhaps artist Ahmed Abdelaziz is one of the foremost of these descendants who inherited creativity in sculpture to be
an extension of their creative ancestors.

The exhibition of artist Abdelaziz at Gezira Art Center is a state of artistic revelation that enlightens a new generation
that has not seen the creations and achievements of such an artist. It highlights a career that has spanned nearly sixty
years from his beginning in the sixties until now. It is a mix of the beginnings, the changes, and the developments to
a state of artistic certainty.

Abdelaziz exhibits the works of youth and the breaking of the norm and the accepted rules of sculpture, rebelling in
his youth when the country was going through a difficult time then. Thus, his works show figures looking for hope
and awaiting the Suez Canal Crossing that his generation dreamed of and that he succeeded in documenting, as he
belonged to that generation of 1973, which is evident in his work (The Crossing).

Time goes by, and his career becomes more successful, mature, and distinguished through creating dozens of works
with continuous creativity, a mood of emotions, and a vision for the future. His sculpture (Mermaid, 1983) is quite
outstanding artwork that shows a dialog between mass and space with the legendary importance of such a sculptor,
who is aware of his vocabulary and masters the creativity tools to create a state of abstraction rich in a human
body flowing with feelings while emphasizing the generally accepted rules of sculpture and relying on the organic
significance of expression.

The exhibition of Abdelaziz is a chronological presentation of continuous, original creativity extending thus far. It
stresses the sincerity and uniqueness of his art career and its worthiness to be remembered in the memory of the

Egyptian plastic movement as the career of one of Egypt>s most prominent creative artists.

Artist Amir Ellithy
Director of Gezira Art Center
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The closer the artist gets to nature, the more he can disconnect
from it and explore its depths.

Ahmed Abdelaziz
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The Egyptian Countryside, crayon on paper, 40 x 30 cm,
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from the artist's work in middle school, 1962.

artist's work in middle school, 1962.
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The Joy of Victory (The Suez Canal
Crossing), 50x35x70 cm, Aswan
clay, 1973, at the first hour after the
Crossing, the theme of the bachelor’s
degree graduation project.
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Mermaid, received the first prize at the
General Exhibition, bronze on a granite
pedestal in the Sculpture Park, Gezira Art
Center, Zamalek, 80 x 100 x 200 cm, 1983.
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The Growth, Adriatic rock, Montenegro Symposium,

small version, Titograd Museum, 45 x 40 x 30 cm, 1986.

- MA’XE*XE’ - dudns 80eB8 fwdgdl (e - 4,81 E)IJA
2VIAV - VAAY

The Village Architecture, polyester on a wooden

pedestal, 40 x 40 x 80 cm, 1987.
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The Labor, burnt clay, 10x20x40 cm, Museum of Egyptian
Modern Art, 1990.
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Against the Storm, bronze on a black granite pedestal,
Museum of Modern Art in the New Administrative
Capital, 35 x 35 x 50 cm.
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Denshawai Tragedy (Will of Life), oxidized

polyester, 70 x 1 x 2.5 cm, Denshawai Museum in
Menofia, 1997.
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The Egyptian Desert, plaster, 90 x 200 cm, 1996
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The Crossing to Peace, copper-oxidized polyester,

25 x 50 x 70 cm, 2006.
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Architectural sculpture proposed for the entrance of Sheikh

Zayed City, 15 m, 1996.
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The New Ramses Chariot, the North Coast, 1 x 3.5 x 7

cm, oxidized polyester on a marble pedestal, 1997.
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Reclining Meditation, 10 x 5 x 30 cm, shiny copper, 2022.
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construction, which he built as an architectural overlap, preparing for a prospective cladding. The artist launched from
within that composition, military launch battalion, a group of three-dimensional pyramidal pieces that looked like
rockets launched from their bases, as he pushed four of them vertically from bottom to top, while he pushed a fifth
on a pillar horizontally to evoke that dynamic diversity in iron sculpture architecture that is naturally welded, for the
expressive delusion of evoking the features of the October victory in 1973, which we referred to at the beginning of the
text through the artist’s artwork “The Victory Dance” produced in Aswan clay with the first hours of crossing while
he is a student in the final year at the Faculty of Fine Arts in Cairo. Between the two works there is a time distance of
nearly sixty years, which Abdelaziz mobilized with all the fire of the wills of victory and the warmth of the bond of
belonging to a country of immemorial age and deep civilization. This was manifested in softening the hardness of iron
with that graceful architectural rhythm in which the artist relied on the penetrations of space with the pointed tops
of the pyramidal rockets, which created a revolving visual tension in parallel to the internal rumble of this sculptural
combative construction assembled in the space surrounded by the renewable energy, in present and future, in the face
of all aggressive challenges in front of a homeland that was accustomed to confronting ambitions in successive times, in
which it was always dressed in the patient territorial guise.

Eventually, our critical tour about the artistic journey lasted for nearly six decades of the great artist Ahmed Abdelaziz.
We may have realized that his first belonging to the rural entity in Zawiyat Razin and Shebeen Elkoum was the bond
that linked him later with the civil capital Cairo with its fast and non-stop rotation. It is the bridge on which he crossed
into the space of his extended creative project, where the locks were opened to him sequentially within his surrounding
space in which he formed his emotional clay through distinct materials with all skillfulness, freedom and modernity that
did not conflict with his rich environmental heritage that accompanied him from the hall to the garden to the field from
Egypt to Europe, in a modernity without stagnation or falling into the captivity of stereotyped performance. Throughout
his human and artistic life, he remained attached and armed with his old roots lying between the folds of his sculptural

architecture from the village architecture to the bosom of Cairo.
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He also presented a proposal that symbolizes the scientific entity of Helwan University in 2006, and a large metal
sculptural artwork proposed for the Sports City in the New Administrative Capital in 2021, and other field artworks
based in its design on the relationship of the individual and collective heritage that Abdelaziz bears with the street theme
as a spacious container for renewed folk heritage variations, depending on the close bond between the artist and people.
The great creator Abdelaziz could get a warrior’s rest at the opening of the 43rd General Exhibition on September 5th,

2022 at the Palace of Arts when he presented his artwork “Reclining Meditation”

The artwork is made of shiny red copper on a black granite base, through an anti-spacious movement in the narrowest
possible space, as if the artist reduced his successive panting throughout his six-decade creative journey, before relaxing
inside the artwork in a state of physical and spiritual figuration through pieces scattered as if bones preparing to be
covered with flesh. This is starting from the right of the sculpture mixed with those frequent swirls that withdraw forward
in the form of a bony mass that gradually increases in thickness until it ends with a stereoscopic rotation, in front of
another piece of bone opposite it in the direction slightly raised upwards with a twisting almost makes the recipient feels
the relative movement. Between the two blocks there is a third block by which the artist completes the relationship of the
partial to the whole design and vice versa within the general composition, to meet the three blocks with that half beneath
cavity, which seemed to be a refuge to which Abdelaziz resorted after the exhaustion of years. He takes the recipient’s
eyes from the interlocking blocks to that open bursa, before returning to the horizontal construction that is fragmented
again through a reciprocating visual mechanism that embodies a state of suggestive creative revival wrapped in a hidden
symbolism through which the artist wanted to renew his inner determination to continue the artistic journey with its
misery and pleasure.

After this sculptural relaxation, the artist recalls his resolve once again in his latest work, “Horror of War” through which

he engaged with the oxidized iron and its long welds.

He invested this strong solid material in framing his new spiritual and creative artwork through two opposing, cracked,

bright radars revealing nails protruding from inside their cavity. He placed them on both sides of the iron sculptural
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This Sufi opening in dealing with sculptural constructions may have motivated Abdelaziz to communicate with the
Egyptian streets and squares smoothly and easily despite the different contextual themes about his sculptures, but he
jumped into this open space bearing a heritage energy rooted inside him, as we explained throughout this study.

Therefore, we will find that spiritual interplay between his statues in the halls and gardens with his sculptural architecture

in the squares, as this is evident in his artwork “The New Ramses Chariot”.

The artwork dimensions are 7 m x 3.5 m x 1 m, it was completed in 1997 with gilded polyester on a marble base in front
of the entrance of Ramses Village on the international coastal road, where the artist established his artwork and takes
inspiration from the famous Ramses chariot, constructing the commander while holding in his left hand three of the
lotus flowers symbolizing the message of cosmic peace, while his right hand was hidden behind the rear wheel, which
seemed to be lying on an ornamented bending base to rise in front of the fighter as if it is his combat tool, so that the
lotus met with the sword in a single visual space, symbolizing the ancient history of Egypt, in which joy has always met
with resistance.

Abdelaziz moved to the horse that is to jump and neigh towards space, standing on his hind legs, while his tail drooped
to match the illusory sword, and he raised his front legs with his chest, carrying a wheel in the middle of his head, while
he stood on the other with his stomach, which is what the artist has been able to achieve by mobilizing the three symbolic
wheels on three axes to preserve the kinetic energy that takes the recipient’s eyes to roam with it throughout the time of
vision during which the viewer engages with that visual movement in the void and the engraving on the horse’s body,
which is the clever link between the sculptural and the ornamental state, and the real and historical theme.

Although the sculpture is inspired by the chariot of the warrior leader Ramses, he approached his construction of the
rural architecture and its merging with the human figures molten in the walls and the greens surrounding the sculpture.
This appears here on the surface of the fighting chariot with its rider, who may be Abdelaziz himself, and its horse, which
the artist urges for more neighing and to rise higher towards the coming light.

This concept was repeated in several field statues of various media, such as the memorial design for the entrance to Port
Said city in 1996, for which he was awarded the National Organization for Urban Harmony award, a design for Giza
Governorate on the gardens, the beginning and the end of the ring bridge in 1998, an artwork that was not implemented
at the entrance of Sheikh Zayed City in 1999, and the victory monument submitted to the governorates of Cairo and

Giza in 2015.
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while he was a final year student on the verge of graduating from the faculty, as an expression of the first moments of
victory of October 1973. He was influenced by the glow of those divine breaths through the saturation of his folklore,
which we started with this text to connect the bonds of the creative personality of Abdelaziz. Twenty-seven years separate
this artwork from the sculpture “Martyr” completed in 2000, while the artwork is chronologically separated from “The
Crossing to Peace” statue completed in 2006 thirty-three years, as Abdelaziz remained during these successive years
relying on his skill in sculptural reduction, revealing his determination to win victory to overcome any individual or
collective defeat, through a strong bond with his environmental roots that formed in his eyes the features of a homeland.
From that point of view, Abdelaziz tended to figure some prominent military figures in history, such as Lieutenant-
General Mohamed Ibrahim Selim (1913 - 2000), the founder and first director of the Military Technical College, and
other public figures such as Abbas Alakkad and Ibn Battuta. It is the artist bridge connecting the individual and collective
state in the context of the expansion of the environmental vision that incites the national bond.

In the same year in 2005, the artist appeared again in the presence of the phenomenon of correspondence between audio

and visual art through his artwork “Cithara”.

He made it of sissoo wood under a coating of gold paper. He imaginatively merged the minaret as one of the icons
of the Islamic religion and the church tower that reveals the scents of the Christian religion. The two elements come
from the lofty Egyptian obelisk, which rises to the top with its victories and ascending manifestations. He mixed the
three vocabularies with the harp as a stringed musical instrument that emits a charming melodious resonance, so he
established the first face of a cavity with a rotating ball topped by keys for tuning the tone under vertically graded
sequences like the neck of the harp.

The other face seemed to be solid and swollen, draped with longitudinal streaks, like a girl’s hair and her dream to
approach the bodies of the minaret and the church tower. He travels from one waist to another until he reached two
continuous balls as if he climbed the top of the construction, mixing between the sound of the harp, the rattle of the call
to prayer, and the church bells inside this vertical construction, which rises sensually with the soul on the stairs from
inside the minaret and the tower until the heart of the sky. The tones of the harp rise intuitively in the soul as well until
the outskirts of light. Perhaps this correspondence between the audio and the visual state is the essence of the sculptural
spinning of Abdelaziz at the highest point on the curve of the spiritual glow, in parallel with retaining the touches of the

hands on the body of the speaking sculpture at a heritage juncture where visual and auditory clarity prevails.
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construction, as a sign to the soul of the martyr that dwells in the maws of green birds tied to lamps attached to the
throne, before leaving it to wander in heaven as it pleases and then returns to it again. The artist’s choice of green
polyester is for this expressive purpose, which is completed for him by the inspiration of the “Ba” symbol of the soul in
the ancient Egyptian and its ability to be in the form of a free bird that can fly up to the hollow of the sky, alternating
between the forms of a falcon or a swan, as was evident in that studied travel from one unit to another within the paths
of the whole sculptural mass. Therefore, Abdelaziz here mixes the sensory and the intuitive state, relying on folk Egyptian
temporal variations that historically affected the variations of the language of belief, which makes the artist himself aware
of a point of spiritual glow to fly with his sculpture from the surface of the earth to the heart of the sky.

Abdelaziz followed the same intellectual and visual approach later in 2005 in his artwork “Martyr 2” and “Horizon Limit”
in 2012, both of which were made of bronze, relying on soaring, transcendence, spiritual ascension, and anticipation of

what coming from the unknown.

In the same context, Abdelaziz reached another space in the spiritual expressive rhetoric through his artwork “The

Crossing to Peace”.

In 2006, he completed it in oxidized polyester, where the sculpture appears as a molten mixture in direct dealing with the
material between the body and the soul before separation, through some human bodies arranged upward through a solid
architecture brimming with static kinetic energy within those bodies that seemed to be in a state of desire to fly above the
limits of gravity. The artist was keen to leave the touches of his fingers on the surface of the entire sculptural construction,
perhaps to suggest that he was lying in the arms of these strong bodies intending to recover from every defeat, living
the path of sustainable victory; he tended to erect the sculpture in an isthmus between the reduction and abstraction,
where the heads seemed like flaming balls over burning bodies like meteors scattered in opposite directions between
right and left through a combative hit and run organized by Abdelaziz to bring it also here to the rural architectural body
as if humans and homes participate together in the resistance battalions against regression and depression. This is what
appears in the sculpture’s two lower pillars, on which the bodies ascend in a gradual ascent from the ground towards
the sky, through alternating luminous windows starting from the base to the top of the construction, through which the
heads of the sculptors, the viewer, and the artist together rise to the splendor of the eruptions of the divine light.

It may be logical here to return to the artwork of «The Victory Dance» which the artist accomplished in Aswan clay
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In 1998, the artist completed the artwork. It is made from polyester, figuring that epic through two peasants, one of
whom is a wise sheikh, with his long loose garment under his vest, and his pants extending to his feet hanging from the
execution scaffold, and his cap crowned with a kerchief tied around it, and his left arm and palm gently placed on his
stomach, revealing firm wisdom. The second, beside him, was a young man in his open-breasted loose garment, hanging
down to his feet resting on the execution scaffold as well; his strong arms and palms are falling along his thighs; his fitted
cap is approaching his eyebrows.

The artist was keen to carve the details of the clothes, selecting the critical sensitive moment that immediately precedes
the execution before the final fall of the two heads surrounded by the hanging rope in the patience of those who are
confident of the help of Allah for a heroic people. They appeared in the state of a reassuring whispering dialogue between
the wise Sheikh and the young man, to figure a state of civilized resistance concealed by the physical erection position
chosen by Abdelaziz on the path separating life and death, pride and collapse, glory and degradation, depending on the
inspiring Egyptian folk spirit that has remained over the years in the trench of steadfastness against injustice, aggression
and colonialism without prostrating in front of those who seeking aspiration. Perhaps the artist confirms this struggle

through his artwork «The Egyptian Desert».

In 1999, the artist produced the artwork in colored plaster through the technique of relief sculpture, embodying a state of
belonging to the vast Egyptian desert with its moon, palms, stars, and creatures crawling on the sand. The composition
seemed to intertwine between the two wings of life, man and woman, balanced, attracting the eyes of the recipient in a
continuous rotation parallel to the vastness of the vast desert to achieve the figurative unity of the artwork through which
Abdelaziz penetrated the conscience of the viewer and his visual and spiritual space.

Then the great artist Ahmed Abdelaziz continued to build his sculptural architecture through the warmth of conscience,
self-transparency, and the slumber of the mind, to increase his mastery with the luminousness of the soul before this was

revealed in his artwork «Martyr 1», which he completed with polyester in 2000.

His sculpture begins from the right with what looks like a bird, perhaps symbolizing the soul’s flight outside its bodily
confinement at the point of initiation of flight, as the artist imbues it with another block that is about to take off in the
opposite direction for more kinetic action, although the two blocks are still on the wooden base inside the scope of

earth gravitation. This reveals Abdelaziz’s desire to hold the meeting between earth and sky within a single sculptural

33



human bodies. Abdelaziz completed the mystical correspondence circle by which he controlled the receiver’s conscience
within a glowing spiritual space in which he relied on mixing the mechanisms of reason and emotion by increasing the
desire for transcendence, elevation, and reaching sky horizons.

The great artist continued to confirm his sculptural approach for the rest of the nineties, relying on his rural heritage with
its intertwined homes, narrow streets, windows’ light, the heat of his ovens, and the softness of his walls, as this appears

in his artwork “Future Vision.”

In 1997, he established this artwork in the garden of the Presidency of the Egyptian Council of Ministers. It was
made of oxidized polyester like bronze, close to the garden sculptures and their visual and emotional harmony with
the combinations of trees and agricultural greens scattered around them. In the sculptural construction, the leaning
juxtaposition of the blocks was manifested through rhythms of different heights, with which the artist approaches the
village architecture and its warm structures, beginning with the curved block to the right of the sculpture, which draws
the eyes of the recipient into what looks like the human body with its hairy head, torso and melted thighs, parallels
the suggestion of mingling the human body with the vertical rustic architecture before the artist moved to the adjacent
section, which resembles a granary; between the two ends, a cavity appeared like the path that embraces a rotating ball
that created kinetic energy in the womb of the sculpture, until the viewer’s eyes leave the left side at the middle of the
sculptural composition through a base carrying a small mass in harmony with its counterpart on the top of the human
body similar to rural architecture, then the viewers eyes return to the starting point again to start her tour with the
architecture again.

Despite this essential bond, the sculptural piece rapidly rotating through the perpendicularity between the horizontal
and the vertical and the awareness of Abdelaziz by spinning that distinction in the heights of the sections of the sculpture
that are topped by a large eye staring at the prospect of the future. The eyes of the recipient do not stand on any straight
line in all stages of vision, evoking different horizons towards what is coming from the future, through the great relation
with the folk traditions, confirming the artist>s approach to join the past with present to build the architecture of the
future.

In the context of the artist Ahmed Abdelaziz’s interaction with Egypts issues and its ancient historical journey, he

participated in establishing Denshway Museum with his expressive realistic artwork “Will of Life.”
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sledges, one of which is a male and the other a female embracing her newborn. The other one seemed to be cumbersome
body, ranging in character between the bird and the female, appeared on the edge of the boat from the back as a symbol
of protection. It appeared stretched in a way that exceeds the anatomical proportions of nature. The artist opened in the
chest of the character that expresses the mother Egypt between his wings a path that allows the passage of light from both
sides. The small bird figured the male female warm embrace that is protective from evil, which made the huge bird lean a
little down, parallel to the fish and the nets inside the fence of the lake with its stone, symbolizing the chaste defense and
patience that extends on the pages of the river that has been running in the veins of the Egyptians for thousands of years.
Perhaps the artist here, inside the boat, raised the maternal body and its newborn over the man’s body, in reference to
the identification between the female and the homeland between the two arms of the Nile. Ahmed Abdelaziz was able
with a sculptural constructive skill to bring the recipient’s eyes to rotate with the distinct sizes of the blocks, coinciding
with suggesting the rotation of the waves of the Nile River. This is what the artist has established for the figurative unity
between form and content with that forthcoming braid between time and space in the bosom of the Nile River.

At the beginning of 1994, Abdelaziz traveled to Italy to hold an exhibition of his artworks at the invitation of the Egyptian
Academy in Rome, before leaving to England on a scientific mission to study field sculpture at the Royal College of Art
in London and visit its museums. In 1995, the artist visited France to tour its various museums, to increase his scientific
and creative experiences, in addition to his residing heritage.

Perhaps Abdelaziz overcame the crisis of losing his mother by immersing himself in the bosom of his environmental
heritage, uniting with his various elements, which is evident in his artwork “Mind and Heart,” which he completed
in the same year, 1993, from oxidized bronze, on two green marble bases, where he established two adjacent vertical
blocks on which he relied on Tanoura (traditional Egyptian dance) that reveals that mystical consciousness revolving
in the vastness of the human and divine soul, with the music accompanying that physical and psychological dance.
Therefore, the lower Tanoura part was shown in one of the two blocks, ascending with the recipient’s eyes towards
the top when the covering was slipped on the edge of the head, passing through the waist region, where the baluster
sculptural architecture narrowed, with opposite tendencies that suggest the dance associated with the melody and music,
in a correspondence performance between the vocal and the visual suggestion. The artist draws the viewer’s eyes to the
neighboring block with the same dancing swaying logic of ascendantly aligned units through gaps in harmony with the
sculptural construction coupled with a lyrical musical mechanism that combined with those sculptural visual melodies

that ranged illusory between the decorative ornament above the facades of mosques, arabesque pieces, niche vaults and
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illusion the artist>s hand-built construction of a rural architecture crowded with the breath of humans and the sweat of
their struggle inside the village architecture.

In the same year 1987, the artist received the Golden Sail Award at the Kuwait biennale for his artwork “The Labor”.

At that time, he also produced this artwork in polyester on a wooden base, where he establishes a small, irregularly
shaped sculpture in which he tended to eloquent structural reduction, and he combined the characteristics of the duck
and the dove from two opposite sides. On the body of the block, there are relief longitudinal scribbles to combine with
constructive skill between two types of sculpture that increased the musical and visual pace that attracts the viewer, in
addition to embodying the expressive message in the least possible details, through those scrapes that end with a ball
emerged from a spiral left of the sculpture, as if it is a newborn born from the labor, in visual harmony with the beaks of
the two birds in opposite directions melting in one mass. It is a clever sculptural language by which the artist has crossed
the well of details that may pull the recipient away from the essence of the creative construction.

At the beginning of the nineties, specifically in 1991, the artist’s mother passed away, leaving him with a flood of pain

that turned him, as usual, into a creative state through his artwork “Against the Storm.”

The artwork is made of sparkling bronze in 1993, where the sculpture appears close to the chair leaning back, symbolizing
the loss and deprivation of maternal tenderness, which Abdelaziz emphasized by those transverse curved lines in the
cavity of the chair and the disappearance of the features of the head. The two legs of the chair are stretched to create an
illusion of the two feet of the person sitting on the chair. It probably represents the artist himself, as the feet crawled
forward in the form of a horse>s head to symbolize a sad neighing and groaning wayward state, although the horse artist’s
legs remained firmly on the ground at the outskirts of the defect. Abdelaziz succeeded here in braiding the golden color
with the movement of the sculpture full of sadness and pain, embodying the size and value of the lost, to the extent that
the statue is on the verge of a muffled scream, a nod to that torrent of the artist’s inner pain, which was carved in the
void on the arc of weeping and pride.

In the same year 1993, Ahmed Abdelaziz continued to invest his pain in a creative birth, surrounded by his mother’s

environment through his artwork “The Nile River.”

He accomplished the artwork with polyester, where he established a Nile boat, carrying two bodies on two wooden
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polyester with its chemical composition consolidated this concept in which Abdelaziz tends to exalt the presence of the
content over the material; The Man of Civilization remains the master of the scene, flying above the hardness of the
material that the artist believes will remain under human control until the day they are resurrected.

In 1987, the great artist Ahmed Abdel Aziz represented Egypt in the Montenegro biennale for rock sculpting with the

artwork “The Growth.”

The artwork is made of the Adriatic rock through an eloquent reductive state, devoid of the details of a gorgeous white
cube in which he invested the natural raw material of the environment with which he coexisted at the time. Perhaps we
stand here at the artist>s abilities in the sketches of his various sculptures, where we find him combining sharpness and
tenderness, and between hardness and softness, through a constructive awareness that almost turns them into drawings
independent of their creative self, away from the area of preparation for the sculptural work, which was nourished by the
effect of this with the necessary softness and dew to realize the expressive purposes of Abdelaziz.

At this pivotal crossroads in the creative journey of the great artist Ahmed Abdelaziz, he obtained a doctorate in 1987 in
conjunction with receiving a major international award, to cross towards modern sculptural horizons that are different
from the familiar; he returns to the point of environmental immunity and expressive safety at the end of the eighties

through his artwork «The Village Architecture».

The artwork was produced in soft polyester due to its flexibility and the diversity of its texture. He tended here to a
compositive state in the construction, starting from right to left with rise from bottom to top and vice versa, until
the circular movement starting from the facade of the sculpture approaching in its style from the entrance to the
neighborhood and the house is completed together. It ends with an irregular path the light passes through it, before
the recipient’s eyes wander above it to descend again, like going downstairs in the countryside, passing by that side
protrusion like a wooden beam on which the artist roofs his village architecture. The eyes of the viewer tilt to the right
to follow those circular and semicircular blocks of different sizes in the bosom of intertwined cavities, as if Abdelaziz
sneaks between the rural household combinations of the oven hall, reception room and the surfaces in a circular optical
movement that tilts right and left before climbing to the top of the sculpture. They met at the breaths of the sky, returning
again to the breezes of the earth and the warmth of the oven on the walls to provide them with human solidity as if they

became of flesh and blood. He moved with the same familiar touches of his fingers on the carved body, to create the
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challenge with Mermaid, which symbolizes Egypt as a homeland that remains for successive times in a state of joy and
resistance together within a framework of willingness to sacrifice to protect the honor of the mermaid.

Meanwhile, Abdelaziz built the environmental bridge between his rural heritage and Cairo through his marriage in
1983 to the artist Mona Elhusseini from the Agouza neighborhood in Cairo, in parallel with awakening his progressive
feelings in his sculptural construction to go beyond the norm at the time. This was embodied in the preparation for his
doctoral thesis under the title «The Creativity in Modern Sculpture Art» within the framework of achieving a balanced
equation between heritage and modernity within a single sculpture that smells of Egyptian clay through the supremacy of
sensual softness and dewy intuition at the mid-point of awakening. The nap controls the passing of the symbolic creative
message of the artist, whose ambition and development became rapid as he participated in the 2nd Cairo Biennale in

1986, through which he received the Silver Award for his artwork «The Man of Civilization».

The artwork was produced in polyester, approaching the garden statues that go in harmony with the surrounding trees
and greens, expressing the intertwining of blocks and their arrangement from bottom to top, starting with those rising
from the base of the sculpture similar to a granary, and above it an irregular ball in the bosom of another block bearing
the same spontaneous shape with a side protrusion. It is in harmony with the ball embracing the granary, before the
artist lures the recipient’s eyes towards a horizontal, parallel block that is topped by another ball at the top of the whole
sculpture, through an ascending sculptural performance, as if the artist climbs the stairs of the house in the village to
meet the sky with his soul at the outskirts of the throne, to descend from up towards that side block standing on a
granary that is smaller than the neighboring one, which carries a horizontally reduced body that starts ascending from
right to left to end with a head ranging in character between human and sea through its free hair as if it was flying
between air and water and the space of the block and the bottom of the sea, to complete the general harmony of the
sculptural structure that approached the style of the intertwined mud houses in the rural neighborhood in combination
with that hierarchically rising architecture in the city, with the mixing of soil with water, and dryness with viscosity.

These are the contrasts that Abdelaziz emphasized by maintaining the touches of his fingers on the body of the sculpture,
as if he was practicing the cracks of the walls in the rural architecture, combining the flatness of the walls, the roundness
of the domes, and the rise of the minarets. It is the fine thread that the artist clings to in his artworks to reassure him
emotionally that he inspired his first environmental reference in Zawiyat Razin and Shebeen Elkoum so that he can

achieve the internal psychological balance that helps him in the rapid movement of the capital. Perhaps the tender
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at the time. He was happy to escape from the sudden setback in 1967. The artist built a sculpture by mixing the mental
and spiritual sense, the academic and innate spirit, and the calculated and tangible matter, to capture enlightening and
defining moments in a clear victory.

After Abdul Aziz graduated from the faculty with an excellent general grade, he was appointed as a teaching assistant at
the Department of Sculpture in 1975. He began his scientific journey in graduate studies through his interest in oriental
civilizations under the patronage of Dr. Hassan Zaza and Dr. Mohamed Ayad, including the Egyptian, Greek, Indian,
Chinese, Sasanian, Mexican, Latin, and other civilizations that have aesthetic structures that touch with his great mother
environment in Zawiyat Razin and Shebeen Elkoum, as well as his small environment in Cairo. In 1976, the artist’s
master thesis had a semantic title, «The Sculpture between Figuration and Architecture». Perhaps it clearly figures the
apparent and inner meeting inside Abdelaziz between the materials of houses in the village and city, and the architectural
pattern of each of them. This reveals the environmental continuity as he indicated, in addition to the imagination that
began to expand at time to blend with that mosaic environmental reality referred to, which is what we may notice in his

bronze artwork «Mermaid».

In 1983, this artwork won the first prize in the 13th General Exhibition. The artist here relies on symbolism to launch
into the vast void through the mermaid with the head and the mythical body. It represents a fulcrum in the vicinity of
the statue from which the eyes of the viewer begin to revolve around the sculpture through which Abdelaziz moved from
one unit to another through the bride’s hair, with which the artist descends towards the area parallel to her drooping
breast, which is pressed into one only, to allow the eyes of the viewer to revolve around the composition before Abdelaziz
proceeds to engage in the mass through the hair that hangs down to its end and wraps around one end of it. The touch
with that opposite protrusion in the lower part of the block appears as if it is a meeting point between the surface and
depth of the sea before the bride>s departure to different spaces after the victory of October 1973, which energized them
many years to follow.

Abdelaziz succeeded in taking the recipient’s eyes between the carved paths through a continuous rotation that ends
with looking up again and then re-viewing the void within the sensory divided block to what looks like mud houses in
the countryside, as if the artist links his roots with his reality, future, and his ethereal homeland through a lively circular
movement that reveals the hope pulse inside him, like all the Egyptian people at the time. Despite the passage of ten years

since victory and the martyrdom of the hero at the hands of terrorism two years before this date, Abdelaziz declared the
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Amr Ibnelaas, Alhussein, Elsayeda Zeinab, and Alazhar Al-Sharif. He also went to the cinema in Bulaq, Imadeldin and
various popular areas, which constituted an abundant balance of audio-visual communication, with his attention to
sculptural tricks such as inlaying stone and wood with copper and silver.

Abdelaziz’s talent was confirmed, starting from fine arts preparatory year, by Gamal Elsigini, Ahmed Othman, Salah
Allouba, Mostafa Metwally, Sobhi Gerges, and Abdelmoneim Mohamed in sculpture, Hamed Nada, Mamdouh Ammar,
Abdelaziz Darwish, Mohamed Riad Said and Sabry Mansour in painting, and Hussein Fawzy, Hussein Elgabali, Hazem
Fathallah and Ahmed Nawar in engraving, and Salah Abdelkarim, Mohieddin Wahba, Kamal Shaltout, and Mahmoud
Hammam in interior design. Elsigini assured that he would be a bold, important sculptor with a vision. Accordingly,
Abdelaziz settled in the Department of Sculpture to complete his apprenticeship at the hands of other senior professors,
including Ahmed Abdelwahab, who had a great impact on building his creative personality. The signs appeared on the
final year before graduation when Ahmed Abdelaziz was excited by the first applause of the victory of October 1973 and

produced his distinguished artwork “The Victory Dance”, a title inspired by the author.

The artist set out with his tender feelings after crossing the Suez Canal for about three hours towards embracing a dough
of Aswan clay in the presence of his mother to express his pure feeling with the immemorial environmental roots by the
outbreak of fighting after years of waiting, as he pushed in his sculpture two soldiers distinguished by the performance
between reduction and abstraction. They seemed to be in a state of a mixture of violent storming and joyful dance.
Abdelaziz began to build the statue from the bottom through a gradient base in order to illusion of the state of ascension
to the top that he embodied by establishing the sculpture on a dual axis of fulcrum represented by one foot for each
soldier as if they were performing a victory dance. It is remarkable here that the artist built their bodies in a state of
separation from the bottom, which resulted in that soft engraved pyramidal shape as a source of light emitted from the
ground, until they met in a docking position at the top of the sculptural building, revealing a hug a state of celebration
of victory that extended to the Egyptian people at that time.

The reduction of the sculptural details of this statue provided the opportunity to release a torrent of feelings of victory
mixed with a flurry of will, which led to this sculptural flight that the artist wanted as a focus for the essence of the
expressive message about a major event that pushed souls and bodies to fly like planes and missiles. What is really
amazing is this creative rhetoric of a student who has not yet graduated from the faculty, expressing a victory that was not

completed, which indicates a state of forward-looking missionary that dominated Abdelaziz, like all the youth of Egypt
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to enroll him in the Police Academy. Ahmed Abdelaziz was not pleased with that. He received support from the school’s
headmaster by collecting two pounds, which are the expenses of the first skill test. Ahmed started to draw ten soldiers in
the war of attrition and succeeded in the exam. Through an early mobilization with a mixture of creativity and resistance
together, he finished his secondary school; he became on the doorstep of the Faculty of Fine Arts in Cairo in 1969,
bearing with the geographical and historical heritage from his village “Zawiyat Razin” and his rural village “Shebeen
Elkoum” which formed the launching stage for his humanity and creativity journey.

Before entering the Faculty of Fine Arts in Cairo, the father had satisfied with his son’s desire to join it in accordance
with the mother’s desire; the most prominent move for the art student Ahmed Abdelaziz was to the capital as a small
new environment through his residence in Sayeda Zeinab and Manial and later Imbaba. He lived in the dormitory in a
single room that allows him to meditate, scrutinize, and absorb his artistic study inside the capital, with its old streets and
alleys, and its simple, kind people. He wandered around Old Cairo with all its unique spirit and composition. He smelled
the incense, spices, and the sweat of working class. He heard the sounds of children playing in the alleys, street vendors,
the like in the markets, and the neighbors whispers in the opposite balconies, which are in touch with his rural heritage
of supporting houses and facing doors in the alleys. He viewed the mosques with their domes and minarets, and their
internal acoustic and visual aesthetic details of musical compositions and recitations, stained glass, braided arabesques,
embroidered carpets, luminous chandeliers, wall decorations, daylights running from skylights and windows, as well
as churches similar to mosques from hymns, inscriptions, decorations, carpets and costumes of priests, sanctums, star
dishes, and other apparent aesthetics as a common denominator between the Christian and Islamic religions within a
heritage framework that came from a single ancient Egyptian source.

These visual and audible notes meet with Abdelaziz’s first memory in Zawiyat Razin and Shebeen Elkoum because he saw
Hajj processions and the Mawlid scene. His creative taste began to move in a pendulum way through receiving from the
partial to the complete experience and vice versa through an inner emotional rotation that keeps Its folds surrounded
by a mixture of the warmth of the wood-fired ovens and the heat of the Cairo sun, the freshness of the green fields and
the radiance of the lights of places of worship, the softness of the earthss clay and the stone solidity of ancient temples
and tombs, the threshold, hall, reception room, niche in the village, marble staircase, ornamental iron objects, and the
wooden window in the capital, the coquetry of the village’s girls and the tenderness of the capital girls, and the praiser’s
recitations at the rural Mawlids and the songs of the people weddings in the neighborhoods of Cairo. This came in

parallel with his visits to museums such as the Egyptian Museum, the Agricultural Museum, the mosques of Ibn Tulun,

41



of the figures of the country and was resorted to in disputes and problems, including judging the measurements of the
areas that are often entrusted to the trustworthy sages of the villagers consistent in its geographical composition with this
abundance of tenderness and sweetness. His village is in the bosom of the Nile, it wraps around it through about three
quarters of its total area, which gives it a lot of freshness and transparency, in addition to the freshness of the clay that is
fertilized and is capable of giving green in all its revelations.

This village was built on an ancient hill called Dakianos, perhaps from its Greek name we discover that it dates back
to ancient times, during which subsequent times have changed the name of the village to Zawiyat Razin in accordance
with the many small-sized mosques in it, which also reveals the two temporal and ideological depths that combine with
the geographic dimension. The compositions of the village are in harmony with the structures of Egyptian villages in
general, through the alternations and combinations within the alleys and turns between the diverse mud architecture
as a panoramic sculptural piece intertwined with the music of river, mud and plantation; this produced that visual and
spiritual instrumental that affected the personal structure of the serious child Ahmed Abdelaziz, who used to frequent
the kuttab (type of elementary school in the Muslim world) with his peers from the village, where he visited it regularly,

investing the time that his father, the committed and hardworking employee, haj Abdelaziz Ali, taught him its value.

Ahmed was educated at Montazah School in Shebeen Elkoum before he moved to the national awareness preparatory
school, and then the new secondary school that was newly established in the same charming city with a rural style. In
1952, the July revolution created a different system in Egypt that opened future horizons before the eyes of the dreamer
Ahmed Abdelaziz who was always feeling a coming streamer that he was waiting for it from the classroom window
throughout his studies; Zawiyat Razin remained the most important environmental reference for him along with his
father Abdelaziz, through which he was keen to oblige him to gain knowledge in the Kuttab and to be cultured, in
addition to saturating him with rural visual scenes which attracted him emotionally to the clay of the earth and its
limestone as a precursor to his sculptural hobby, which began to emerge in the first secondary grade through the drawing
teachers Fili and Mostafa Kamel. They gave him special care as a young and missionary artist who was able to catch
the eye of the school through several exhibitions during the three years that made him under the spotlight in drawing,

painting, and sculpture.

Therefore, his desire was overwhelming to enter the Faculty of Fine Arts, despite his father’s objection and his tendency
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The Great Artist Ahmed Abdelaziz’s Soaring Sculptures during Six Decades | Mohamed Kamal
From the village architecture to the bosom of Cairo

Mohamed Kamal is a creative state from the village architecture to the bosom of Cairo. The great mother environment
remains the giving rich well and the inexhaustible spring throughout the history of humanity, especially the creative
states that are affected by the first immortal imprint in the human conscience. This influence may remain inherent to
the creator in the rest of his artistic career, even if he migrated to a different place represents the small environment,
which may be transient or immortal as well. The two environments mingle within his emotional experience, to emerge a
creative act resulting from his surrounding environment through its temporal gradations that are manifested in his final
product with the peculiarity and uniqueness.

This project fits the long creative career of the great artist Dr. Ahmed Abdelaziz, who graduated from the Department
of Sculpture at the Faculty of Fine Arts in Cairo in 1974 after joining it in 1969 at the peak of the war of attrition as a
difficult circumstance enveloped in the deep dark that covered the sky of Egypt at the time, exerting force of the fierce
resistance that paved the way for the victory of October 1973. The artist was excited by the victory, of which he created
his early production. Ahmed Abdelaziz was born on the 4th of March 1950 in the city of Shebeen Elkoum, the capital of
the Menoufia Governorate, to his father Abdelaziz Ali Abbas, the conscientious employee. His mother is Hind Hariba,
the lady of the house who surrounded her children with tenderness, and mother Hind Hariba, the lady of the house who
surrounded her children and her home with care and tenderness.

The influence of parents was evident through the warmth of values on the personality of the only boy, Ahmed, who
mediates his sisters. He played and demonstrated seriousness at the same time within a charming nature that was
distinguished by the sailboats moving in the Nile. He was also influenced by the structure of the city, including houses,
cafes, shops and markets crowded with people and the street vendors. His environment was also surrounded by a green
belt, in which the child Ahmed Abdelaziz lived collecting cotton and harvesting wheat, against the background of
famous rural foods such as old cheese with chicory, sow thistle, fermented milk and corn on the coals, inside the spacious
green field, riding a donkey and warming in the sun during the day, and enjoying the moonlight at night, at dinner time
with the family.

His father used to take him periodically to their mother village, Zawiyat Razin, which is affiliated to the Menouf district

in Menoufia Governorate, where the uncles and their sons are. His paternal grandfather who cultivated his land was one
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superficial appendages. By looking closely at these statues, it is possible to notice the signs that characterize the physical
nature of the medium used in each sculpture. The unique shape and texture of the material from which the statue was
carved were taken into account. If the artist did not abide by the classical teachings, this was in favor of achieving more
vitality, for which a source was found in the heritage of ancient sculpture, and in the developments that have been
achieved in the world of modern sculpture. One of the dominant themes of Abdelaziz’s sculptures was the human figure
in a state of rest, sometimes seated, and there are also birds and animals in their state closest to abstraction or surrealism
in open compositions, with the use of sculptural metaphors. No matter how simple the carved formations seem, in all
cases, they evoke prestige and dignity, and achieve integration between the material and the idea because they address
the subconscious mind. Despite the abstract tendency prevailing on the statues, they include signs that suggest figurative
beings and natural forms reminiscent of tense legs and faces and outstretched arms, which have symbolic connotations.
Objects with their spherical and cylindrical shapes suggest emotional feelings and ideas, as much as they work to reduce
and simplify details in addition to suggesting natural shapes. The distinctive bulging shapes express the artist’s self, who
wanted to find the balance between the formed material and the resulting void, or between mass and space. He certainly
provided alternative ways for further addressing the tensions between mass and emptiness. The artist’s interest in the
interrelationship between form and mass, and the connections and intersections between different forms, made him
explore the roots of the complex and sensitive relationships in his sculptures, represented in the methods of natural
creation and life, as primary subjects through the language of abstraction. Thus, he could saturate the lines and shapes of
his statues with meaning. No matter how semi-abstract and metaphysical the round and figurative sculptures seem, they
are always not devoid of emotional influences and human meanings, especially the reclining sculptures. His perforated,
hollow, and elongated forms present the meaning in simple abstraction, as much as it lets the viewer interact as much as
it is open to interpretation. The artist’s inspiration for nature in light of the depth of heritage led to a kind of figurative
structure and in a symbolic way that would be more eloquent, where nature unites with the impulse to figurative
expression, and with the sensitivity of creation and spontaneity, to humanize the composition. In each of Abdelazizs
sculptures, there is an emphasis on the principle of imaginative unity, in addition to the emotional unity that is achieved

with an emphasis on the emotional element.
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Ahmed Abdelaziz Rhetoric Figuration | Prof. Mohsen Attia

The sculpture is one of the art forms that occupy a three-dimensional space; it is characterized by spatial materiality.
When the artist sculpts his statue, he figures the sensory and spatial spirit, taking into account his physical form, and at
the same time is closely related to his surroundings. It is not permissible to design sculptural works except through their
connection with their surroundings, as long as the sculpture basis is the place and the tangible world.

Through sculpture, the artist is supposed to solve the relationship between form and space creatively. Then the values
of depth, breadth, and height will become essential elements of the artwork, which tangibly achieves something that
represents the connection between the artist and viewer through direct and tangible experience. If you pursue Abdelaziz’s
creations within the movement of Egyptian modern art since the sixties of the last century, you will discover how this
artist created sculptures of figures that seem to lie in unconventional and amazing compositions. He demonstrated
the ability to simplify shapes to the point where they almost seem abstract. These sculptures encourage the viewer to
see them from different angles and points of view to contemplate them and think about what they remind him of. It
makes the viewer imagine images of heritage statues or of creatures that we encounter in the surrounding environment.
They are statues carved from blocks to give the effect of a rich and coarse texture. The ripples in the texture of the
sculptures make them appear more natural. It is a simple and strong form that also indicates a specific object. The artist>s
method depends on simplification so that the obvious features dissolve, and the figurative form emerges in an integrated
manner. This type of art found the principles of form and rhythm, through a deep study of nature, as was done by the
ancient Egyptian artist. Nature thus often provides the artist with a starting point, just as it suggests forms. As the work
continues, the image of the statue is emerging, where the artist notices some structures, protrusions, cracks, concavities,
and bulges near the edges in the material of the statue, which reminds of human, animal, or bird forms as if nature
was the one who gave the stone the figurative features. Often, the artist, while working on the material of his statue of
stones, bronze, or polyester, may suggest to him some imaginative modifications that require a little change in the details
of the previously imagined planning, so that he achieves the best effect from everything he thought before starting the
implementation. Thus, the artist’s conviction was formed in the light of the strength of the material reality of the medium
he deals with. In this way, the statues were carved based on realizing the transient similarity between the nature of the

medium’s material and the shape of the statue, after carrying out technical treatments that depend on the deletion of
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oxidized bronze on a green marble pedestal, produced in 1992

and cast in 2022.
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The Mechanism of the Sculptural Artwork Musically

The two sculptures of Abdelaziz are distinguished by the axial rotation around the longitudinal mass, which evokes a melodic
body in softness and rigor linking one part with the other in increasing and decreasing frequency like a melody of swirls
moving around an axis without collision in amazing and extremely lively elevation. They look as if every piece of the
sculptural artwork is a machine playing its role in a connected and continuous system without separation or apnea, repeating
like a melody that is never boring. It surprises us with the thriving dialog and its combination of different instruments,
rhythmically mixing two tunes, one sharp and the other soft. That is the mechanism of the sculptural artwork, which
seems that it is pressed down before rising as if it derives its energy from that self-mechanism. Despite the repetition, this
sculptural artwork shows a superior harmony between its vertical rise and its horizontal circular movement around its axis
or perimeter. It wraps around itself and ascends amazingly at the same time. I see it as one of the most significant works of
Abdelaziz as a visual representation of what life does to us.

The Simultaneous Realization of Art

Now, I listen and see the music and the sculptural artwork overlap simultaneously in my mind. In the music, the artistic state
begins as footfalls of ants, while in the sculpture, it begins faintly to the left, then becomes like the attack of bees; the single
melody rises strictly, accompanied by light rhythmic strokes of the military drums combining softness and rigor. The visual
rhythm of the sculpture on the right also elevates between softness and sharpness. In both genres of artistic creativity here,
there is what unites with sharp creative alternation, and then the melody and the sculptural artwork soften again together as
if they are decisively retreating to rigor again. The music then flows softly and repeats in a single pattern like the sounds of
nature in an alternation of its breezes and hurricanes. After this dialog, a musical and sculptural body rises with the sounds of
drums that take the soul up and down smoothly, in which only the brilliance of art and the joy of its realization to touch the
soul are felt. While the flute takes strictness away quietly and smoothly, the fingers of the sculptor move effortlessly from the
areas of sharp rigor to the softness flowing along his sculptural artwork without collision. The softness and then the sharpness
of the edges are repeated. In music, the spiritual clarinet takes our souls to the soft areas. The colors and the audible, visible
melodic masses are followed by the wind instruments coloring and charging the melody if its rhythm abates. Moreover, the
music combination of the copper trumpet and flute adds a touching splendor. Likewise, in the sculptural artwork, the easy,
brilliant areas alternated successively by the sharp twist produce another interesting gloominess.

The Alternation of Life and Creativity

It seems to me as if the world begins between clarinet and oboe. Like the sounds of rain or pots, the light beat of drums revives
the whole world. When the cellos and violins play, I see them introducing the flight of the soul between the alternating bright
and gray areas, precisely as the alternation of life and the alternation of happiness and sadness continuously recurring within
us. Repetition is the idea of the first life with slight variations for not getting bored. I see it now visually fluctuating with the
movement of Abdelaziz’s sculptural artwork in the rise of its vertically overlapping parts in both easy and sharp rhythmic
alternation between falling and rising with the whole mass. The sculptural artwork extends over its axis, starting from two
soft areas slipping upwards between vertical rise and fall, like the move of the two «Boléro» dancers standing on their toes

and twirling around in their determinate place.
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The Bol “ro and Ahmed Abdelaziz’s "Sculptural Artwork" | Critic Fatma Ali

The Musical Piece and the Sculpture Rise
Between Softness and Rigor like the Alternation of Life
The Simultaneous Enjoyment between the Genres of Art Creativity Is a Mutual Enrichment

When writing about the sculptural artwork of the sculptor Ahmed Abdelaziz, I enjoy the easy «Boléro» music repeating
in a charming alternation. It is such wonderfully simple and magical music by the French composer «Maurice Ravel»
whose musical pieces are played worldwide for ballets, where dancers keep the harmonic, repetitive rhythm of Boléro.
About twenty years ago, I saw in the Cairo Opera House two ballet dancers dancing over what looked like a cubic box in
a small space with a performance based on the alternation of dancing on the tips of toes in a vertical movement. I saw a
performance delivered by two girls dancing in a square in Budapest and another men>s performance in Paris.

About a month ago, I was listening to «Boléro» music while working. Suddenly, because of the summoned feeling or
synesthesia, the image of Abdelaziz>s two sculptures came into my mind. When that sculptural artwork chased me to
delve into its details before writing, I was accompanied in this enjoyment by the invisible audible feeling of Ravel and the
traces of the movement of Abdelaziz’s fingers around his visible sculptural artwork.

The sculptural artwork consists of two sculptures displayed together, which brought to my mind the sound of the
music and the images of the two dancers of the impressive Boléro. It seems as if he based his sculptural artwork on the
same concept of the musical piece and the logic of the alternation of life and its increased pace between hardness and
softness. Here, I never say that the artist inspired his two sculptures from the «Boléro» music; however, in our life, visions
converge, recur, or hold a glimpse of another artists creativity in a different art genre and are in harmony. Through
the idea of simultaneous receiving of art within any of us, when our ears listen to a piece of music, our feelings can
synchronize with a scene of a painting that we have seen before or seen at once, so the ears and the eyes are on the same
wavelength with a single feeling generated or summoned up. Previously - in the past - I used to listen a lot to music of
Debussy. At that time, I enjoyed it more, especially when looking through a book of Monetss paintings; however, I did
not delve into the details of the music and what I realized was identifying information during my studies at the Institute
of Art Criticism only for art appreciation.

Now the waves of receiving art have changed. I used to enjoy listening to a CD featuring only the sounds of oceans
crashing waves, soft waves, and seagulls for about an hour, and flying with it while contemplating the most important
stage of Farouk Hosny»s late Y44 +s gray murals, a stage that I have not sufficiently accorded its due consideration and
true value yet. I think every one of us has his examples, as enjoying art or creativity is not unidirectional. Moreover,
the synchronicity in receiving art within us is tremendously dynamic, which increases the integration and unity of our

different senses of one state, so the enjoyment expands and diversifies.
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PENSIERO PER UN SCULTORE.. | CARMELO MARTINEZ - SCULTORE ITALIANO
ACCADEMIA D'EGITTO - ROMA 1994

CONOSCERE LO SCULTORE AHMED ABDEL AZIZ E VERDERE LE SUE OPERE NELLA MOSTRA DI ROMA
E STATO MOLTO IMPORTANTE. SONO SCULTURE ESEOUITE CON GRANDE RIGORE TECNINCO E DI
RAFFINATA ASTRAZIONE CHE RI SPONDONO PERFETTAMENTE ALLA FILOSOFIA DELL'UOMO CHE NON
E PERIGIONIERO DEL MODERNISMO SANALE.

SCULTURE CHE COMUNICANO L'ETERNO MISTERO DELLA FORMA NEL TEMPO SENZA FINE, UN
MESSAGGIO PIENO DI MISTICISMO DI CUI ABBIAMO SEMPRE BISOGNO. E'DOVEROSODA.

PARTE MIA PARLARE DELLO SCULTORE AZIZ CHE SI PRESENTIA CON LA MAGIA DI UN LINOUAGGIO
UNIVERSALE.

L'ARTISTA CI STUPISCE PER LA SUA SEMPLICITA E CORDIALITA TUTTA ARENAA ORIENTALE PRIVO
DI SUPERFICIALE APPARENZE, MA RICCO DI QUELLA CULTURA EQIZIANA DI CUI TUTTI NOI SIAMO
DEBITORI.

LO SCORRERE DEL TEMPO PORTA NEI MIEI PENSIERI A RICONOSCERE IN AHMED ABDEL AZIZ UN
ARTISTA CHE SCOPRO CAMMINARE NELLA STESSA STRADA DI VITA.

GLI STESSI ODORI E RUMORI E SILENZI DI UN ENIGMA ORIENTALE

CHE FA RICCIA L'UMASITA.
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» Represented Egypt in the Japan World Exposition, Osaka in 1997.

Awards and Achievements:

o First prize in sculpture in the General Exhibition in 1983.

« Silver Award of Sculpture at the 2™ Cairo International Biennale in 1986.

o The Golden Sail Award of Sculpture at the Kuwait Biennale in 1987.

o First prize of the first small pieces festival in 1987.

« The Encyclopedia of American Biography considered him man of the year for the arts in 2002 - 2003.

o Chosen by the University of Cambridge, England, as an international lecturer in arts in 2004.

o The IBC, University of Cambridge, considered him among the top 100 leaders in the world in 2006.

« He won the golden World Medal of Freedom by the American Biographical Institute ABI in 2006.

Acquisitions:

He has many acquisitions at the Museum of Egyptian Modern Art in Cairo, the Garden of the Egyptian Council of
Ministers, the Ministry of Investment, the Denshway Museum, Alahram Newspaper, Akhbar Elyoum Foundation, the
sculpture garden at Gezira Art Center in Zamalek, the conference building, the museums of art faculties, Port Said
Museum, the National Museum of Montenegro, the international garden in Mali, and the museum of the Academy of
Fine Arts in Warsaw.

Memberships:

o Member of the scientific committees for the promotion of professors and assistant professors in Egyptian universities.
o Member of the art competition jury committees and a lecturer in many seminars and programs on television and radio.
o Member of the planning and implementation committees for some squares and parks in Cairo, Alexandria and other
Egyptian cities.

« Member of the higher committee of Art and the City conference 2004.

» A founding member of the Egyptian Syndicate of Plastic Artists, and a member of its board of directors, and the
rapporteur of the second conference of the Syndicate of Plastic Artists, 1999.

o Member of the Artists and Writers Association, Cairo Atelier.

» Member of Elghoury Artists Association and Wekalet Elghoury studios in Cairo.

o Member of the Nature and Heritage Group.

o Member of the higher committee of centenary celebrations, Faculty of Fine Arts, Cairo, 2008.

o Founder and general supervisor of the national project (Memory of the Nation) at the General Authority for Cultural
Palaces since 2006.

o Member of the Board of Directors of the Garden City Fine Art Association.

« Founded and established the skill lab for teaching and applying the interdisciplinary program since 2012 to benefit
from the anatomical and mechanical sculptural arts at the doctoral stage in the Department of Plastic Surgery, Faculty

of Medicine - Ain Shams University.
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Prof. Ahmed Abdelaziz Ali Abbas

e Born in Shebeen Elkoum, Menoufia in 1950.

o Graduated from the Department of Sculpture at the Faculty of Fine Arts in Cairo with an excellent grade for his
project on the victory of the crossing in 1973, and was appointed as a teaching assistant and was promoted to the rank
of professor, then head of the Department of Sculpture “Professor of Field Sculpture”.

 Held many private and group exhibitions in Egypt and abroad, and participated in many sculpture competitions in
Egypt and abroad.

o Participated in the Egyptian plastic movement and represented Egypt in many international exhibitions and forums
for nearly fifty years in Mexico, Germany, Italy, England, France, America, China, Brazil, Japan, Poland, Sudan, Cote
d'Ivoire, Mali, Saudi Arabia, United Arab Emirates, Tunisia, Kuwait, Syria and Iragq.

o Traveled on a scientific mission to study the statues of squares and gardens at Royal College of Art in London, England,
Paris and Rome 1994 - 1995, among Cairo, London, Rome and Paris as ancient cities compared to modern cities.

o Traveled on a scientific mission to visit the bronze foundries to learn about modern founding techniques at the
Academy of Arts, Warsaw, Poland, 2004.

International Representation:

 Represented Egypt in the International Stone Sculpture Festival in Danilovgrad, Yugoslavia in 1986.

« Represented Egypt in many international exhibitions, including a sculpture exhibition at the Egyptian Academy in
Rome in 1994.

o Represented Egypt in the grand festival of sculpture on stones of the Mediterranean Countries, Toulon, France in 1997.
o Represented Egypt in the scientific conference of the Egyptian Antiquities Authority in partnership with Hans Sidal

German to train curators of archaeological museums in 1996 - 1997.
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Fish, limestone, 30 x 30 x 10 cm, 1962.
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Early artworks since 1961

6\%1\—M\OXY'XV'—§Hw—@Mt§l§
Head of Child, limestone, 25 x 18 x 20 cm, 1962.
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Head of Child, limestone, 25 x 18 x 20 cm, 1962.
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Artworks of different stages with multiple media
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Almandil Abu Uya (Egyptian Folklore Women

Kerchief Decorated with Pompoms), oxidized
polyester, 30 x 30 x 65 cm, Museum of Egyptian
Modern Art, 1992.
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Rhythm, copper, 10 x 15 x 30 cm, 1984. Bird, bronze, 15 x 10 cm, Museum of Egyptian Modern Art, 1991.
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Sea Waves, polyester, 20x25x60, acquisition of the Museum of Egyptian Modern Art, 2000.

i 308 wuSh) fudgs- duuwdl Wee Uolhadl & e

AAY - et XEOXY - Ol Ciote g ),0XVOXO+ s Busld - LuS5e sudgy - il

he Sweet Potato Cart at a Holy Woman’s Birthday AR AREWNRES)
Celebration, oxidized polyester on a wooden pedestal, The Meteor, oxidized polyester on a wooden pedestal, 50 x 75 x
20 x 45 x 90 cm, 1993. 1.5 cm, Museum of Egyptian Modern Art, 2021.
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The Wounded Palestine Calls for Help, polyester on a
wooden pedestal, 40 x 40 x 60 cm, the building of the
Ministry of Culture in Zamalek, 1985.
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Sound of the Moon, colored gypsum on a wooden pedestal,
30 x 30 x 50 cm, 1975.
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Musical Dialog, bronze on a granite pedestal, 25 x 35 x 70 cm, 1987.
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The Bud, marble stone, 10 x 10 x 35 cm, 1975.
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Contemporary Man, cast bronze, iron, and lead on a marble pedestal,
Museum of the Academy of Fine Arts in Warsaw, Poland, 2004.
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Human Relationship, 80 x 80 x 1.5 cm, oxidized polyester,
Museum of Egyptian Modern Art, 2019.
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Rural House, burnt clay, 15 x 40 x 40 cm, 1979.
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The Uterus, polyester, 10x18x25, acquisition of the

Museum of Egyptian Modern Art, 1985.
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Planetary Orbits (Pigeons Flapping), bronze on a marble
pedestal, 15 x 25 x 30 cm, 2022.
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Boat of Victory, polyester on a wooden pedestal,
15 x 18 x 30 cm, 2013.
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Power of Soldiers, 60 x 1.5 x 1.2 cm, polyester on
a wooden pedestal.
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Bird, 10 x 40 x 40 cm, bronze, 2020.
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Horror of War, welded iron, 60 x 2 x 2 cm, 2022.

68



S EXYXY e - Bg,me o - sy OlugSs

Rural Compositions, burnt clay, 20 x 30 x 40 cm.

NRAY - s VoXTOXT0 - s - Jelita 0o AV - 00XV xE s duniis BueB fucdlgy - ASULlg ALl

Interacting Star, polyester, 65 x 65 x 70 cm, 1992 King and Queen, polyester on a wooden pedestal, 40 x 30 x 50 cm, 1993.
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Fruitful Tree, 60 x 70 x 3.5 cm, colored

polyester, 2002.
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The Village Girl, bronze on a marble pedestal, 20 x 25 x 25 cm,

a museum in Saudi Arabia, 2017.
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In the Sun, polyester 30x30x60, the artist’s

collection, 2001.
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The Siesta, polyester, wood and iron 15x40x40, the The Dream, polyester, 7x10x15, first prize of the Salon of Small
artist’s collection, 1987. Pieces, the artist’s collection, 1987.
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Vigilance, polyester on marble, 7x20x30, the

artist’s collection, 1987. Bird, plaster on a wooden pedestal, the artist’s collection, 1979.
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Childish State, colored gypsum, 20x30x35,

the artist’s collection, 1971.
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Flourish, 15 x 25 x 30 cm, glass paste, 2015.
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Human Rhythms, under development, 35 x 57 x 150
cm, plaster, 2022. Peace, 50 x 100 x 180 cm, welded iron, 2022.
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Crocodile, welded iron assemblage, 10 x 20 x 80 cm, 2000.
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Inspired by the 6th of October War
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The Artillery Corps, Aswan Clay, 40 x 60 x 80 cm, 1978.
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YoV - o VAXOXY + dd $)99 it - palll 8L The Swoop of the Crossing Plane, Aswan clay, exhibited in
Victory Sign, wood and gold leaf, 10 x 5 x18 cm, 2014. Mexico, 1977.
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Sketches After One Hour of the Suez Canal

Sketch of the Memorial in Sinai, the Bachelor’s
Degree Final Project, Department of Sculpture, 1973. Crossing on October 6th, 1973, pencil.
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Sketches After One Hour of the Suez Canal Crossing Sketches After One Hour of the Suez Canal Crossing
on October 6th, 1973, pencil. on October 6th, 1973, pencil.
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Metallic architectural sculpture proposed for

the entrance of the Sports City in the New
Administrative Capital, 25 m, 2021.
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Architectural sculpture proposed for Helwan

University Sq., granite, copper, and aluminum,
15 m, 2010.
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Victory of Soldier, wood and gold leaf, 7 x 10 x 20 cm, proposed for
Elnasr Sq., 15 m high, granite and red copper, 2014.
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Architectural sculpture proposed for Helwan University Sq.,

granite, copper, and aluminum, 15 m, 2010.
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Sculpture proposed for the Administrative Control

Na4av -

Authority Sq. in the New Administrative Capital, granite and Architectural sculptural symbol for the Port Said entrance

stainless steel, 15 m, 2021. design competition, 20 m, 1997.
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Architectural symbol proposed for the entries and exits of the Towards the Sky, wood and gold leaf, 5 x 10 x 15 cm,
Ring Road in Giza, concrete and granite, 10 m, 1998. proposed for Elnasr Sq., shiny copper and granite,
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10 m high, 2014.

ol Comdl gl (i 50y 20
YoVY - Re Ve pulsg (’L}J elally
Sculptural symbol proposed for the
Scientific Research and Astronomy

City, marble and copper, 20 m, 2021.

ol dadgVdnanl) ios LS iSp Ade
YoV - 5 Ve Cudlyeg Judeg Jusiw
Sculptural composition proposed

for the Olympic City, stainless steel,

iron, and granite, 10 m, 2021.



JJui&sill
Relief

RAVARE o VXA Ogle yavas - Ei.esnill
Motherhood, colored plaster, 80 x 60 cm, 1971.

deld | pade puloalls plo I e 835l datod Ol sSS o Ao

V- g Vox0 dlsad b Jlel adl YA g VX071 Olgle dsale CYloY
Relief sculpture compositions submitted to Helwan University's
The High Dam, Aswan clay, 70 x 50 cm, 1970. Celebration Hall, marble and copper, 5.6 x 2.1 cm, 2008.
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Mural of the Establishment of the Military Technical ARSI REFAVRIEALI L]
College, oxidized polyester, 4 x 3 m, 2019. The Greater Cairo Cultural Region Symbol, polyester on

marble, 3 x 3 cm, 2018.

VoA - Olslo dsale - o VXY - ploy - BN, U] pade 350 i 3255

Relief sculpture composition submitted to Helwan University’s Cultural Center, marble, 3 x 11 cm, 2008.
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Portraits
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The Writer Abbas Alakkad, 40 x 30 x 50 cm, bronze, Abbas Actor Ali Elkassar, a statue of the Memory of the Nation
Alakkad Library in Aswan, 2018. project, colored polyester, 50 x 30 cm, 2015.
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Um Kulthum, a statue of the Memory of the Nation project, polyester,
Mansoura Culture Palace, 100 x 70 x 50 cm, 2010.

o YoeXQexVe 39, 385 obgll 8,513 § 9 i (b dbghy ol Al JLes
Yot - Jle dowy bl dyig gl diyaoy

The Explorer Ibn Battuta, a statue of the Memory of the Nation project,

bronze, 70 x 90 x 100 cm, the Park of Explorers in Bamako, Mali, 2009.
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Lieutenant-General Ibrahim Selim, Founder of the
Military Technical College, the College Sq., bronze,
35 x 50 x 70 cm, 2018.
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Sketches of Sculptures of Different Media
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The Artist Awards

VAAV (e M) gl ad)) JSJJI Cu Sl JLLAJ Cuoul) dean ] 835l
The Golden Sculpture Prize of the Kuwait International Biennale

(The Golden Sail) in 1987.

NN Sl ¢ 48 GLJI do &,ald)) Sl 35l
The Sculpture Prize of the 2nd Cairo International VARV §yall ghall g gllal JsVI 855l
Biennale in 1986. The First Prize of the Salon of Mini Works of Art in 1997.
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