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Poor Pros. - oil on wood - 100x100 cm. - 2014
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Lower Victories - oil on canvas - (185-150) x270cm. - 2019
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Haleem - 100x100cm. - 0il on canvas - 2018



The Most Beautiful Hours Of Life - oil on canvas - 100x100cm.-2022
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Unruly Palestine - oil on canvas -100x100cm.- 2018



OLD MESSAGES - oil on canvas - 70x70 cm - 2021
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A LETTER OF APOLOGY - oil on canvas - 117,7x 97 cm - 2020
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Virtual Reality (VR)
- 120x250cm -oil on
canvas - 2019
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A CALL FOR LIFE .. THE FIFTH TASTE - oil on canvas - 100x 150 c.m. - 2021



NO - 0il on canvas - 80x80 cm. - 2022
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FAILED LOVE GAME - oil on canvas - 70x70 cm -2021

55



e —— e T | T et - . S
- i

¢

S L

PIMP - oil on canvas 170x140 cm 2014
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'SELF PORTRAIT - oil on \bood 50%70 cm - 29_31
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FLAMMABLE - oil on canvas - 100x100 cm - 2018
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MOLOTOV -oil on canvas - 70x70 cm - 2018



LONELY ON VALENTINE>S DAY - oil on wood - 70x70 cm - 2022
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IMMIGRANT - oil on canvas -140 cm x 170 cm - 2015



The great Egyptian composer « Baleigh Hamdy «-oil on canvas 2014
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CRITICAL SPOT - oil on wood - 100x70 cm - 2017
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ot M__ACH AVELETIN QUARANTINE - @il on canvas - (149%45 - 149%95.3 - 149X45 )cm -2020




CRIME SCENE - oil on canvas - 100x100 cm - 2016
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A WOMAN AND HALF AMAN - oil on canvas - 117 x 67 cm - 2020



SECRET CORD - oil on canvas - 80x80 cm - 2025
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BREAKING UP - oil on canvas - 80x80 cm - 2024
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BLOOD ON FLOUR - oil on canvas - 80x8ocm -2025
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THE WILD SIDE - oil on canvas - 80x80 cm - 2024
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A TIKTOKER - oil on canvas - 100x120 cm - 2024



PHILOPHOBIA - oil on canvas - 80 x 80 cm - 2023
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RESISTANCE - oil on canvas - 60x70cm - 2024



HATHOR - oil on canvas - 80x80 cm - 2024
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TRUST ISSUES - oil in canvas - 80x80 cm - 2025



MUSTAFA ELFEKY - oil on canvas - 60x60 cm - 2025
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SCREAM SHOT - oil on canvas - 200x150 cm - 2023




A FAT MAN MOP A HUNGRY ANGEL - oil on canvas - 80x80 cm - 2024
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SEDRA ULTIMA - oil on canvas - 80x80 cm-2024
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NAHAWAND FROM HEAVEN - 60x60 cm -2025
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he sought and presented to the audience and the public opinion. His choice of portraying naked women was
due to the many prohibitions and taboos that are related to them and were created specifically for them. He
depicted them this way to raise issues and express the suffering of Egyptian women, emphasizing the extent
of the society’s negligence.

Definitely, they are not depicted for sexual arousal, as some narrow-minded and uncultured people might
think. Thus, the bodies of all his women came out extremely realistic, as they are in real life, without any
embellishment or falsification, and not portrayed in sexually arousing positions. They are presented with
their physical and age-related flaws, away from the aesthetics of the seductive female depicted in erotica or
provocative advertisements. Women in Ebeid’s paintings are wracked with pain, in the presence of men who
are also oppressed, to raise issues. Even if he is not in the painting, the man is present, the society is present,

and all parties are present as well.

Seventh: His Themes:

As I mentioned before, he is an artist with a stance, a vision, and a point of view, through which he declares
his complete sympathy for humanity. In return, he declares his indignation and absolute rejection of all forms
of human injustice. He has dedicated all his artistic and intellectual capabilities to confronting this injustice,
whatever it is: social, economic, political, physical, or sexual injustice. He always declares his rejection of it.
He rejects the suffering of the citizen to win a loaf of bread, the declining standard of living, the illusion of
emigration for young people, and the brain drain, as well as the settled employee and the level of moral and
human decline that he has reached. He rejects the usurpation of the land of Palestine, the heart of the Arab
nation. He rejects the subjugation of men under any pressure. He rejects the use of physical, verbal, and
sexual violence against women, which expresses the extent of the humiliation they suffer, even to the point
of exploitation by trafficking in their bodies. He rejects the early marriage of underage girls, which he sees
as a form of slavery. He supported the oppressed women who suffer from material, emotional, and sexual

deprivation in the patriarchal Egyptian society.

Eighth: As Long as We Live, the Message Remains, and the Resistance Continues

Indeed, Ebeid is a distinct sign in Egyptian contemporary symbolic realism. He believes in and is unwaver-
ingly committed to his art project. He belongs to his identity, homeland, place, and history. He has addressed
completely outside-the-box themes with a competent artistic language. Ebeid’s paintings are an outcry, a
message of rejection in a reality haunted by fear and submission in the ribs of humanity, a word of truth, a
point of light that illuminates all that is unspoken.

Thank you very much, our great artist Walid Ebeid, for this rich contribution, your sense of responsibility, and
this creativity.

We wish you more success with everything new in the near future. As long as we live, the message remains,
and the resistance continues.

My greetings and appreciation.

Ayman Abou Zaid

Independent Critic
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his imagination. He begins executing his artwork by turning on the camera of his eyes until he completely
portrays it and puts his signature to it, announcing that his painting has become a new birth, an independent

creature in the world of art.

Fifth: His Strength Points

I believe Ebeid’s strength points can be summarized as follows:

A- His progressive, humane culture and his bold choice of themes based on supporting justice over injustice,
expressing the silent majority through them.

B- His high technical mastery (artisanship) and his skill in designing his scene, which is called the art of mise-
en-scene in the shot (composition).

C- His great power of observation in life, and thus in portraying the scene and every detail in the painting.
In truth, he leaves it to the idea to dictate every detail, starting from choosing the heroes appropriate for the
scene, precisely determining their ages, features, bodies, skin, and costumes, as well as the décor and acces-
sories, so that they add and help convey the desired meaning and support the clarity of the idea. Therefore,
no single detail in all his works is gratuitous, but it must manifest something intentionally, as we mentioned
before.

Illustrative Example:

A painting titled The Responsible Officer.

Before us is an employee who appears respectable, wearing an elegant suit, in his fifties, sitting at his desk,
still, worried, and gloomy. Ebeid replaced the employee’s traditional tools with his actual ones imposed upon
him by his society. All have symbolic indications and fateful choices based on his silence and corruption.
Before the officer, the choices are either committing suicide with a poisoned drink or being arrested and
handcuffed for imprisonment or execution. His life was filled with sycophancy and hypocrisy. The blood drips
from his filing cabinet that hides his crimes. He is not always free; his most corrupt superiors have kept him
under strict surveillance to find fault with him and sacrifice him at the appropriate time.

D- His high technical skill in execution. He is adept at drawing and painting (artisanship). He has his own
color palette, to the level of using the same shades of colors in most of his paintings, most of which are red,
yellow, beige, green, and white (yes, white has shades), which most give a vague timing, adding a dramatic
effect to his works, even if the location is exterior.

E- Among his skills is the diversity of angles in his paintings. He used almost all the different angles, which
imposed a specific angle of view of the situation, as intended, to increase engagement in the scene and clarify
the purpose and meaning.

He is also skilled in the diversity of his elements (heroes) and their positions in the painting; he produced
abundant, independent works under one art project and style through which he competently expressed his
artistic personality.

F- He opted for a realistic representation of the scene, not for an exact replica of reality. He rather portrayed it
in an expressive, symbolic, and sometimes imaginative (surrealist) way. He wanted his art to be understand-
able, not ambiguous. He is an artist committed to his identity, believing that what he creates is primarily for
people, all people, without targeting a particular segment, not for critics or the so-called elite. For that reason,

I'believe his works have largely attracted many viewers, making them immensely popular.

Sixth: Depiction of the Naked Body (Model) in Some of His Artworks:

Ebeid addressed it in a unique way. His experience is a turning point in the history of contemporary art.
Concerned with the issues of his society, Ebeid depicted naked women models in some of his paintings for
artistic and objective purposes, which gave an evident social concept by presenting a specific social and in-
tellectual issue already existing in the society in his works for discussion through a social, realistic, symbolic,

philosophical, and aesthetic indication. He intended to reflect the freedom, disclosure, and confrontation that
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the entire society, where tyranny has spread in a manner inherited over hundreds of years, resulting from the
backward political, social, and cultural conditions experienced by Egyptian and Arab society. These afflicted
both men and women alike as victims of this tyrannical society that shows no mercy to the weak, whether a
man, a woman, or even a child. I believe that the oppression of women by men is nothing but a reaction to the
oppression of men themselves by the same system that controls society.

Mustrative Example:

Ebeid has an eloquent painting titled The Cat Lingerie Set, or Failed Love Game, which expresses the afore-
mentioned content artistically and intellectually.

At first glance, there is an inverted triangular composition, referring to the inverted, defeated situation and
the negative situation. Its base is the exhausted body of her man stretched out on the bed, falling asleep,
defeated, surrendered to his exhaustion and defeat from the outside and the inside, a painful reality for both.
His wife is sitting in sorrow, stretching her legs out, surrendered as well, in reaction to her husband’s defeat,
and forming at her instep the tip of an inverted triangle, as an expression of her disappointment in having the
simplest and cheapest of her rights, which is to enjoy the love of her man. With all her preparations and the
cat lingerie set that she managed to buy, despite her poverty, she failed, and her hopes for an enjoyable night
with her (defeated) man evaporated. She had no companions left except her cat, which plays with her tail like
two wounded cats. In an exceptional, expressive portrayal, Ebeid drew the detail of the ripped tights being
torn at her thigh, her downcast gaze, and the soles of her dirty feet that reflect misery and fatigue, making
the painting the most eloquent expression of (a woman defeated by a defeated man living in a society that

oppresses all humanity).

Fourth: His Style and Method of Execution of Artworks:

A- Ebeid is one of the artists called the “painter-director.”

When first viewing one of Ebeid’s paintings, the drama is strongly present in all his works. The question is,
“From where does he get this drama”?

It emerges from a combination of his general and visual culture with his own and others’ life experiences
previously stored in his memory. As he is a good listener, he also drew inspiration from the stories of his
models, the heroes of his paintings.

B- From the outset, we must agree that Ebeid is not an artist who waits for coincidence to inspire his cre-
ativity when he stands before the canvas. No, he is an artist who contemplates, searches, thinks, plans, and
organizes his ideas. Then, he begins imagining the scenario after shaping his idea and vision to portray itin a
dramatic, emotional scene full of all its indications. He begins choosing his heroes, who are often new faces
from the real life of Egyptian society. The model can be the originator of the idea for the scene depicted in
it and one of its heroes. When he decides to take up his brush to express what he thinks of and intends to
portray, he immediately starts, knowing exactly what he will do during his journey on the canvas. He weaves
an intense picture of a dramatic human scene onto the canvas in an intense, cinematic, fine art shot, which
often causes a shock upon viewing.

C-Then he chooses the setting (location). Most of his scenes are interior rather than exterior, with the closed
composition of his heroes surrounded by the walls of the place, which adds a sense of the extent of the siege,
distress, and fateful confinement of his heroes within the walls of their crisis. His mastery of utilizing space
to express the psychological state of his heroes is what distinguishes him. He begins by determining the
mise-en-scéne of his heroes in the scene, cohesively intertwined with the décor, noting that every detail he
draws, in the place, the accessories, and the features of his figures, is definitely neither gratuitous nor deco-
rative. They all carry symbolic indications that support his idea and complement the scene ably. He chooses
the designs and colors of the heroes’ costumes. At the intense shot where time stops and the voice of the

clapperboard operator calls out inside him, “take one”, Ebeid decides to pause the scene before his eyes or in
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Walid Ebeid .. 1970

First: Introduction:

Walid Adel Mahmoud Ebeid, born in 1970, received a bachelor’s degree in fine arts from Helwan University’s
Department of Painting in 1992.

His professional name is Walid Ebeid.

He has held 11 solo exhibitions in Egypt so far and participated in 20 national and international collective
exhibitions.

His works have largely been acquired by individuals and institutions worldwide.

Second: The Key to His Artistic Personality:

The first question:

Why did artist Walid Ebeid gain such widespread fame in the art scene? And gain everyone’s respect at the
same time?!

The answer is simple:

Yes, he has squared the circle in this difficult time by achieving both fame and recognition.

I believe the answer is that the deep sincerity distinguishing his works has earned them special recognition
and popularity because of entering, or rather penetrating, the world of many prohibitions and taboos preva-
lent in Egyptian and Arab society with boldness and confidence, as well as knowledge of what he presented
and continues to present. His works reveal a cultured, responsible artist fully aware of what he does, based on
his belief that art is created for people. Thus, he must be honest, not deceive them under any circumstances,
and approach them more sincerely, confronting and revealing everything they suffer from and presenting it
for discussion before the public opinion in an attempt to emerge from this crisis with minimal losses.

This was portrayed through a realistic, conceptual, readable style, respecting the visual culture of the public
and specialists, without arrogance or pretense under any deceptive artistic banner. Rather, it was presented
through a deceptively simple, highly skilled style, so the viewers believed him, feeling the extent of his sincer-

ity and closeness to them, without any ambiguity.

Third: His Vision:

If we ask ourselves, what are the most important topics that occupied Ebeid's mind and were expressed
throughout his entire art career?

The answer, without hesitation, is his absolute and powerful rejection of (injustice) in all its forms, which he
believed is our key affliction over our distant and recent history.

If we ask a question related to the previous one:

Who was the first victim he interacted with in this unjust society?

And in whom he found this meaning is summed up by approaching and expressing it?

Definitely, (the Arab woman).

He saw that one of the characteristics of an unjust (tyrannical) society is its keenness, when practicing this
injustice, to be always on the weakest. On examining our Egyptian and Arab society closely, we will find that
the responsibility has doubled for women today.

From this standpoint, Ebeid sided with this group.

Repeatedly, he declared through his previous works, and still does, his complete bias in general towards the
oppressed, instinctively and fundamentally, in the whole society. Women have become his most frequently
portrayed figure in various themes, to some degree. He saw in them the homeland, with all its groans.

Note that Ebeid did not directly accuse men individually of being the primary reason behind women’s suf-
fering. Rather, he saw them as victims in this society that contributed to distorting women’s perspectives

within a generally male-dominated society. His condemnation came from a broader perspective, directed at
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slave market, where the seller inspects the goods before purchasing them at the highest price.

Poor Girls of the Night, 2014
Another painting depicts the suffering of a girl of the night, forced by poverty and need to sell her body for
money. However, the girl was not happy with the large sums of money in her hand. Instead, she looked at it

with regret and pain, her tongue saying, “What did I waste for these papers!”

Allowed Meat, 2017

In a powerful and realistic analogy, Ebeid likened the woman in his painting to a piece of halal slaughtered
meat that adorns butcher shops and is purchased by people to satisfy their hunger. The artist placed the
woman in this paradox by drawing her inside a butcher shop, smoking a cigarette, surrounded by pieces of
meat hanging around her, as if waiting for someone to buy her or, in other words, someone to marry her to

satisfy his desire through this halal relationship.

A Special Relationship, 2016

In a special relationship between imperfection and perfection, the girl sits on a prayer rug with a subha (string
of beads used in praying and meditating) in her hand, communing with God and looking at all the imperfect
things around her in the room: the unfinished paint on the wall, the stained floor, the shoes, even her veil was
not fully worn and exposed her hair. Everything in the painting was incomplete except for the prayer rug she

was sitting on.

Amany Ibrahim

January 1%, 2021
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relying on depicting them with idealized bodies. These paintings represent a reshaping of concepts, and he
simply publishes each new work with its name attached, without explaining what it means; the interpreta-
tions and audience analysis are varied.

“I am better than you. You write in search of money, and I write in search of honor. Bernard immediately re-
sponds: You are right. Each of us is looking for what he lacks,” an arrogant writer attacked Bernard Shaw. This
statement is embodied in Ebeid’s works, which each person interprets according to what he lacks. The harass-
er sees the girl in his paintings as a prostitute, the poor person sees her as a simple worker, and the educated
person sees her as frustrated with life, etc. Just as the audience analyzes the symbols in Ebeid’s paintings, he
in turn analyzes their way of thinking. This is an interpretation of his paintings that are classified as bold.
In his opinion, boldness in artistic works is a natural and honest matter to document the time period with

paintings that precede his time.

Nefertari Once Again, 2017

In a house devoid of spirit and dull gray walls confirming the absence of passion, the modern-day Nefertari,
wife of Ramses 11, the most powerful of the II kings, sits inside a room, chained to one of her feet, preventing
her from moving and frustrating her raging desire to sit up. She found no solution but to sit and wait. The staff
of judgment lays beside her on the couch, but she was unable to use it. The window of freedom seemed open
beside her, but it was closed by the bars of a harsh prison; she did not look at it, but rather looked ahead in

defiance mixed with a state of indifference to her chains, as if she could be freed and escape at any moment.

Bold Love Thoughts, 2015

This is almost the same theme as “Nefertari Once Again,” which Ebeid uses in most of his paintings. This
time, however, the girl appears with signs of exhaustion and misery on her face and body. Were it not for her
clothes and long hair, you would have mistaken her for a man. Despite the absence of chains on her feet, the
shackles were internal. However, this did not prevent her from thinking about love, which is evident in the
state of infatuation she experiences as she lies on the couch after a journey of exhaustion. The artist excelled
in describing the suffering, while also narrating all the details in the painting, including the cat lying next to

the girl on the couch, as if it were a vivid, realistic image.

Flammable and Molotov, 2018

In the paintings “Molotov” and “Flammable,” Ebeid depicts a woman in a state of rebellion and power, capa-
ble of igniting both poles of the Earth into hell in a split second. This can be achieved by using the Molotov
cocktails in front of her in the first painting or the miniature gas station behind her in the second. In both
paintings, the woman, whose face expresses strength and defiance, holds a lit cigarette, a message that she
is flammable and liable to burn those around her at any moment. The artist also provides her with a way to
escape and save her life, whether by lighting the Molotov cocktails and throwing them away in the first paint-

ing or by descending into an open sewer in the second painting after throwing the cigarette onto the gasoline.

Stubborn Palestine, 2018

Ebeid depicted the same state of strength in another painting, this time of an elderly Palestinian woman.
She showed no signs of disability or aging. On the contrary, she was resting on her knees in a mythical pose
reminiscent of ancient pharaonic statues, with one hand at her waist and the other planted in a rock, and her

head held high in a state of pride and dignity.

For the Highest Price, 2017
A scene that has been repeated in real life, it doesn't take much effort to interpret this painting, which depicts
an elderly man with a wealthy appearance, sitting on a chair in front of a large mirror. By looking at it, you'll

see the man crosses his legs and looks back at a girl standing on a stage, a scene reminiscent of an auction or
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The Visual Artist Walid Ebeid, Supporting Women with Brushes and Colors

Artist Walid Ebeid

“Nefertari Once Again”, “Bold Love Thoughts”, “Molotov”, “For the Highest Price”, “Stubborn Palestine”, “Poor
Girls of the Night”, and “Allowed Meat’, etc., are among the paintings by the artist Walid Ebeid. They share
one goal to focus on the suffering of women and their various restrictions within Arab societies. Ebeid did
not leave a crisis or female relationship without expressing it in his paintings, which were the most accurate

expression, according to the opinions of his followers, and narrated the dark side of women in all its details.

Walid Ebeid and Women

Growing up surrounded by nature in Yemen had an innate influence on Ebeid’s appreciation of beauty from
childhood. The artist of Upper Egyptian origin told Babmasr that he moved to Yemen with his family two
years after his birth in Cairo due to his father’s work. There, he had the opportunity to benefit from Yemeni
architecture with its distinctive decorations. Upon his return to Cairo, he enrolled in the Faculty of Fine Arts.
He graduated in 1992 and entered the field of fine art, enriching his talent with cultural development. He
studied Russian and German literature, which in turn shaped the elements of his art presented with his own
unique technique. The audience sees the paintings and attributes them to him without waiting to see his
signature, considering this to be what is desired from painting, following his own direction in which the artist

embodies a part of his spirit.

Photos from one of the artist's exhibitions

The White Style

The forty-vear-old Ebeid is an experienced artist throughout his 28-year career. He has demonstrated the
ability to experiment and gain new experiences. He began by being influenced by the works of Gustav Klimt,
inspired by ancient Egyptian art. Ebeid preferred to follow the techniques of ancient Egyptian art from the
German artist, and later created his own style, the white style. He described it as very successful, as all his
paintings were sold in this style.

Delving into philosophies and psychoanalysis led him to turn to the public to express their problems in a
symbolic way; at this stage and from time to time, he presented a philosophical painting, which is more in
keeping with his realistic, symbolic, and expressive work, rather than his realistic one. In his opinion, literal
realism is more suitable for students, while the artist’s works include symbolism in the drawn elements, such
as the severed microphone and the alarm clock without hands, in an expressive way that serves the idea and

is not surrealistic.

Why women?

Women'’s issues have garnered the largest share of Ebeid’s work. Women are mothers, lovers, sisters, and sym-
bols of homeland and safety, forbidden to be touched. Many friends have nicknamed him “the Wailing Wall,”
due to the letters and visits he receives from people he doesn’t know personally, to discuss their personal
problems. In turn, he draws inspiration from this to create a single scene to express in a painting. He believes
this is the secret to his success, because the issues he expresses are inspired by the audience.

His paintings are considered bold, even though reality is more shocking than the paintings. He says that
when an artist sees a crude or violent issue, he must express it in an artistic way. Among these issues are the
issues that Ebeid figured to change the prevailing concepts, such as a painting titled “Lewd Act.” When it is
said, the idea comes to mind that it is an act between a young man and woman. However, Ebeid depicted her
in a painting of a girl with a swollen face bleeding, indicating that violence against women, whether a sister,
daughter, or wife, is also a depraved act. He painted her sitting on a bed that appears as bars imprisoning her.

Ebeid’s paintings figure women'’s issues at all stages of life, from childhood to youth and middle age, without
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around his neck? The so-called settled citizen reminds one of Melville’s miniature masterpiece, “Bartleby the
Scrivener,” an ode to the patron saint of civil servants, the dispirited automatons of an absurd workplace. In
Eliot's “Prufrock,” these are all who “measure out their lives in coffee spoons” in demoralizing circumstances,

performing tedious tasks that they would prefer not to.

Artwork courtesy of Walid Ebeid

“You've been beaten, and it's been deliberate. The whole society has decided to make you nothing. And they
don’t even know they're doing it,” another artist/activist spelled it out. That's James Baldwin, laying his heart
bare in a 1984 Paris Review interview. Baldwin is describing his desperate state of mind after his best {riend
jumped off a bridge in the US. “My luck was running out,” he elaborates. “I was going to go to jail, I was going
to kill somebody or be killed.” With forty dollars in his pocket and a one-way ticket, Baldwin takes the sani-
ty-restoring and life-saving leap to France.

As I write this appreciation of Walid Ebeid’s quietly devastating art, with the ten-year anniversary of our
Egyptian revolution come and gone, | find myself meditating upon this small poem by Peter Meister:
Beloved homeland, how did we let you steer us. so far away from Home?

I wonder, is Home the Egypt I grew up in, which I revisit with constricted breath in Ebeid’s occasionally claus-
trophobic work, or is it the embattled United States where I have been attempting to make a new life for the
past decade and a half? Sometimes borders blur, colors bleed, and I'm not sure where I landed, as if the Egypt
I fled trailed me —stealthy as a shadow, shapeshifting along the way. Plus c¢a change.. ..

Ebeid’s hard-hitting work demonstrates how it is possible to be a lover and a fighter; perhaps—even neces-
sary —when the beloved is slipping away, a lover becomes a fighter. Naji, too, and other art-ivists who fiercely
critique their homelands recognize that nations can be like families: difficult to forgive from time to time but
also impossible to abandon. If we hold them to a higher standard, demanding more of them, it's because we

know what they're capable of, and it's out of frustrated love that we remind them of their ideals.

Ebeid’s hard-hitting work demonstrates how it is possible to be a lover and a fighter.

Baldwin understood this exquisite tension and its price, profoundly: “I think that it is a spiritual disaster to
pretend that one doesn't love one’s country. You may disapprove of it, you may be forced to leave it, you may
live your whole life as a battle, yet I don't think you can escape it."

In closing, permit me one final echo as well as a brief remembrance of a fallen hero, familiar with this tricky
terrain of the heart. This Valentine’s Day, revered Palestinian poet Mourid Barghouti passed away, joining his
beloved wife, novelist Radwa Ashour. At the age of seventy-six, Barghouti, a poet of lifelong exile, was four
years older than the state of Israel and wrote movingly about the twin sins of occupation and oppression.
In his acclaimed autobiographical novel, I Saw Ramallah, the national treasure describes returning to his
beloved Palestine, for the first time in three decades, this way:

The homeland does not leave the body until the last moment, the moment of death.

The fish, Even in the fisherman’s net, Still carries. The smell of the sea.

Yahia Lababidi

World Literature Today. March 22, 2021

97



her typically lavish depiction. This modern Nefertari has fallen on hard times, sitting uneasily on the edge of
a sofa, in squalid surroundings. Her royal staff, like her, is diminished and rests like a futile child’s toy on the
worn cushions next to her. To underscore her appalling condition, there is a ball and chain fixed to her left an-
kle. The fallen monarch stares directly at the viewer, reproachfully. What have you learned from our past, she

might ask. Where is our ancient wisdom?

Artwork courtesy of Walid Ebeid

Ebeid passionately believes in the edifying capacity of art and its inherent morality, going so far as to say
(somewhat provocatively), “If people understood art, God would not have needed to send down religions.
Since art teaches us to see beauty in everything and how to love one another.”

Judging by the harsh verdict found in his canvases and the tumultuous affairs of our world, as a species, we
have not understood very much of art and religion. So, we turn to his paintings to see our naked, sometimes
ugly reflections, in hopes that we remember who we can become.

Egyptians are a funny lot. They're tolerant, until they're not. When I recently discovered the bold work of
Ebeid, I admit, I was concerned for his safety. I feared an example might be made of him the way it was of
another Egyptian artist, Ahmed Naji, whose byline now reads: writer, journalist, art critic, and criminal. After
an Egyptian man claimed that an excerpt from Naji's second novel, Using Life, had made his blood pressure
spike and given him a mild heart attack, the young novelist was accused of “offending public morals and
promoting obscenity.” This might be faintly amusing had it not ended terribly for Naji, setting a precedent for
being the first author in modern Egypt imprisoned for a work of literature.

In the harrowing account of his experience behind bars, translated in The Believer (February, 2021), the unfor-
tunate writer makes this poignant realization:

The regime’s guards fed on humiliation. If their eyes fell upon you for some reason and they took a dislike to
a movement you made or the way you looked, they could make an example of you in front of everyone, and
when that happened, you had to submit, because any hint of resistance was a provocation. Your resistance
signaled there was something inside you that wasn't broken yet, and their job was to break it.

There are three red lines, he emphasized, that an artist cannot cross in Egypt.

The chastened novelist revisited this heartrending territory in a videotaped presentation that Naji delivered
at Apexart, NYC: “Rotten Evidence: Reading and Writing in Prison.” There are three red lines, he emphasized,
that an artist cannot cross in Egypt today: frank depictions of sex, mocking national identity or mythology,
and questioning religion.

Yet despite flirting with those three prohibited red lines, Ebeid has mercifully escaped becoming another cau-
tionary tale while continuing to offer provocative resistance through his art. A decade and a half older than
Naji, Ebeid knows all too well about the brokenness that Naji alludes to in what can, sometimes, seem like a
country-wide prison. But instead of being cowed, Ebeid throws the crushed spirits he rescues in paint right
back in the face of their oppressors. This lamentable lot might be unfree in their homes and workplace, the
painter suggests, but the jailer is never free. That's the greater spiritual truth that I believe emboldens Ebeid
and his gallery of wounded souls. As Arab American poet-activist Suheir Hammad puts it: “Do not fear what
has blown up. If you must, fear the unexploded.”

An unsettling example of one systematically broken and barely unexploded is Ebeid’s Settled Citizen. If the
vacant, extinguished look in the eyes of this citizen were not enough to betray his condition, his bomb-site of
an office hints at a lifetime of disappointments that surround him like shrapnel. While his teacup and water
bottle sit upright as he does, his suit and tie are more vibrant than the hollow man inside them. All the sym-
bols of what might sustain, entertain, and distract him crash through the splintered wood of his tomb-desk: a
soup bowl, a picture frame, a drum kit, remote control, and clock. To add insult to injury, a surveillance camera
makes public his private humiliation. The handcuffs that hang from his desk do not appear to be needed. Is

the blood dripping from the filing cabinet his own, sapped by this office? And does his shadow betray a noose
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cutting block availing herself to be ravaged, consensually, by a lover or resigned awaiting a customer? What
is allowed in this meat shop: only raw carnal desire? What about Love? Is this a portrait of empowerment,

defilement, or both?

Artwork courtesy of Walid Ebeid

While Ebeid does not identify as a feminist—calling himself a “humanist” instead—of course, one need not be
a feminist in order to recognize gender equality as a basic human right, critical for the health of any society.
Yet even a cursory glance at Ebeid’s body of work reveals to what extent he is a champion of women’s issues/
rights, intimately identifying with their plight while seeking to amplify their voices and celebrate them. In
one interview, he puts it this way: “I myself cannot fathom the reason I hold all this empathy towards wom-
en—as if women were the reason for me being an artist.”

Yet despite being a sensitive soul and soft-spoken, in an Arabic language interview he gave on an Egyptian TV
show, Ebeid knows what he’s doing and is unafraid to contradict expectations. When his admiring female in-
terlocutor assures him that no offense should be taken by his compassionate work, since he intends no harm,
Ebeid differs, politely, but firmly. “My paintings are meant to hurt,” he corrects her. “Really?” she stammers.
Yes, he confirms; they hurt those who have done wrong, whom the paintings are accusing.

This is the artist as witness, activist, public scold, and collective conscience, all rolled into one. In this sense,
Ebeid’s manner of painting, which can veer into a sort of hallucinatory realism, as well as his concerns, echo
those of another Arab artist, Kuwaiti-Syrian Shurooq Amin, a self-confessed “creative thorn in their sides.”
Like Ebeid, Amin is a natural-born provocateur and fearless in addressing sexual politics through her arrest-
ing canvases, which typically mirror sociopolitical ills and hypocrisies, focusing on female oppression.
Unlike Amin, however, Ebeid’s work has not been labeled “pornographic” and “anti-Islamic” but instead
warmly embraced. In fact, Ebeid enjoys a largely female following, and when I posted some of his paintings
on Facebook, two Egyptian friends, both women and academics, let me know they admired his work (one
gushing: “He’s my favorite for years, now”) and that his exhibits were well attended back home. What's more,
women often reach out to Ebeid and recommend topics for him to tackle. To render their stories faithfully, the
artist listens, attentively, so that in his words he can “paint not just their bodies but also their souls.”

His painting The Immigrant is a kind of shock art, intended to shake us out of complacency.

Addressing one of the great moral issues of our time, the refugee crisis in which tens of thousands of un-
fortunate souls drowned in the Mediterranean, Ebeid commented: “People who feel like strangers in their
own countries seeking for a better life in other places where they will realize that they are more strange.”
His painting The Immigrant is a kind of shock art, intended to shake us out of complacency. Reversing roles,
and expectations, it depicts a fully clothed man (washed up onshore?) lying next to a naked woman at the
beach. He is lifeless and discolored, she pale and languid. One of the nudist’s legs is raised, idly—like a cat’s
tail twitching on a lazy summer day. It appears that the woman is reading a book, but upon closer inspection,
it turns out to be a passport. This is angry, indignant art, laced with defiance and a strange eroticism. But the

true obscenity that such a challenging painting suggests is indifference to the pain of Others.

Artwork courtesy of Walid Ebeid

By association, I think of the sardonic lyrics of a song by English musical artist Morrissey titled “Lazy Sun-
bathers.” There are not enough words or paintings to address the magnitude of this ongoing immigration
catastrophe, but for those who wish to explore it further, I highly recommend a powerful poem by Sherman
Alexie, “Autopsy,” which opens with these damning words:

Last night, I dreamed that my passport bled.

I dreamed that my passport was a tombstoneFor our United States, recently dead.

The opposite of freedom features prominently in the parable-paintings of Ebeid, in the form of blindfolds,
bars, handcuffs, chains, and, generally, circumstances that bind. A student of Egypt's illustrious history, one

of his works is titled Nefertari, Once Again. Ebeid's rendering of the great Egyptian queen is a far cry from
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The Protest Art of Walid Ebeid: Reflections on Four Paintings

The artist is a lawyer who defends any accused person when society plays the role of the judge. I am generally

biased for injustice and those stripped of their rights.

Walid Ebeid

Reflecting on the work of Egyptian artist Walid Ebeid, Yahia Lababidi considers the “artist as witness, activist,
public scold, and collective conscience, all rolled into one.”

Born in Cairo, Egypt, in 1970, Walid Ebeid spent his early childhood in Yemen. The precocious artist recalls,
fondly, connecting with nature and using oil paints at an age when other children were still using crayons or
markers—with the encouragement of his father, who supported his art. As a young man, Ebeid was raised to
respect women, whom he was surrounded by, and describes it as a rude awakening when he grew up to see
how badly women were treated by society, outside his loving family environment.

Back home in Egypt, the prolific artist wasted no time in establishing himself. Shortly after graduating from
art school, fortuitously, Ebeid secured the support of Farouk Hosny, the minister of culture at the time. Hosny;
an artist himself, immediately spotted Ebeid’s talent and helped the promising young artist arrange his first
solo exhibit, People You May Know (a career-establishing event that might have taken a recent graduate near-
ly a decade to achieve on their own).

Ebeid continued to actively take part in the local arts scene, going on to exhibit internationally. His prima-
ry artistic influences, as he was developing his style, were Gustav Klimt and ancient Egyptian art. It was a
happy coincidence and source of pride for Ebeid when he discovered that his Austrian hero, Klimt, was also
influenced by ancient Egyptian art, so that Ebeid felt he had come full circle: distilling inspiration of his rich
heritage through the filter of a European master.

A self-described “risk-taker,” Ebeid found his artistic calling as a voice of the people or, more specifically, an
advocate for the downtrodden. Not one to shy away from controversial subjects, even dark and disturbing
realities, he went on to explore taboo issues in his work, such as domestic abuse, forced marriages and child
brides, government torture, the Egyptian revolution and its miscarriages, immigration, poverty, hunger . ..
Ebeid’s figurative art, which he describes as “realistic-expressionism,” is often dramatic, symbolic, accusatory.
His confrontational work demands an emotional response from the viewer, as if to say: Look at our suffering,
the one you're complicit in. If we choose to defy your double standards, don’t you dare condemn us.

Like his formative influence, Klimt, the female body is central to Ebeid’s art.

Like his formative influence, Klimt, the female body is central to Ebeid’s art, as muse and allegory but also as
site of protest and battleground. Aware of his power, both as an artist and a male in a patriarchal society, Ebeid
seeks to redress an imbalance by sharing his platform with society’s scapegoat: women. Blamed for men’s
desires and frustrations, the artist recognizes the paradoxical role women occupy in his embattled culture:
at once humiliated underdogs and revered life-givers. The women in Ebeid’s art tend to fall into one of two
categories, either defeated and demeaned at the hands of weak and vicious men or unabashedly sensual,
goddesses, luxuriating in their skin and bluntly erotic. “Definitely a male gaze happening here,” balked an
American acquaintance of mine, on social media, when I shared his art online. Well, Ebeid is a male, gazing
adoringly at women, reveling in themselves. What might appear louche, scandalous, or sexist to some could
have more to do with the viewer than the artist who only seeks to hold up a mirror to society and his compli-
cated subjects.

Allowed Meat is a complex painting by Ebeid that has it both ways. The scantily clad, barefoot heroine poses
seductively in an unglamorous surrounding, a butcher shop, flanked by animal carcasses. Her ashen skin
is rendered as unsentimentally as the animal flesh around her, a la Lucian Freud by way of Francis Bacon.
Is the dress on the coat hanger a metaphor for the fiery redhead, dangling on a hook, offering her wares? Is

that a come-hither look she wears, or is she lost in reverie or regret? Is the voluptuous female seated on the
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Walid Ebeid (1970)

Walid Ebeid paints to confront silence. His canvases reveal the stories society prefers to hide: women pushed
to the margins, invisible laborers, people living with oppression and contradiction. He calls his style realistic
expressionism, a language that combines fidelity to reality with the urgency of raw emotion. His figures are not
idealized or remote; they are real people carrying burdens that Ebeid refuses to let slip into obscurity.

Born in Cairo in 1970 and raised in Yemen, Walid Ebeid graduated with a BFA from the Faculty of Fine Arts, Hel-
wan University, in 1992. His senior project, a philosophical meditation on love, death, and art, already revealed an
artist willing to take risks and confront fundamental questions. Yet soon after, he chose to step outside the walls
of theory and turn his gaze toward lived reality: the daily struggles, silences, and resilience of ordinary people
around him. Since then, his paintings have been exhibited internationally, and he has become widely recognized
for his uncompromising style.

Ebeid’s work is controversial and provocative, never shying away from the taboos that shape Egyptian and Arab
societies. His paintings range from poignant explorations of the female figure to stark portraits of people who are
simultaneously invisible and central to the fabric of society. People You May Know, the title of an exhibition at Art-
Talks in 2016, demonstrated Ebeid's desire to hold up a mirror to the faces and stories that surround us but that we
often choose to overlook. Through his brush, Ebeid tackles questions of sexuality, politics, migration, and oppres-
sion, exposing contradictions while giving dignity to the marginalized.

Nowhere is this clearer than in his ongoing commitment to women. At the center of his practice is this uncompro-
mising theme. “It is no secret that women and women's issues are my greatest concern,” he says. “As if women were
the reason for me being an artist.” Unlike the idealized representations of women that dominate commercial culture,
Ebeid's figures are stripped of artifice: they are not supermodels or icons of unattainable perfection. They are real
women. You can find prostitutes struggling to survive, voung girls forced into marriage, mothers carrying burdens
that society ignores. In his canvases, you can see the anguish in their faces, feel the weight of their silence, and
witness their strength. Every glance and gesture carries a story. Each portrait testifies to harsh realities.

For Ebeid, art is not decoration but testimony; the artist is both witness and advocate. “The artist is a lawyer who
defends an accused person when society plays the role of judge,” he insists. He listens to people as a psychiatrist
might, entering into their pain, their dreams, and their unspoken fears. His empathy extends beyond represen-
tation; it is a way of giving voice to those society renders voiceless. “l am generally biased towards injustice and
those stripped of their rights,” he admits without hesitation.

For Ebeid, art is inseparable from life. “My art is for the people. And it is why people can relate to it as if it is their
own, and why they sometimes ask me to execute certain images, believing that I can express their feelings.”
He describes painting as an act of surrender: “While I am painting, I am not thinking. Intense feelings lead the
painting to do itself, through my hands. Some happiness pushes creation forward, but disappears when the work
is complete. That is why we continuously work. An artist must be honest, like someone telling a dream. And
this dream must be as grim as the truth. Artis from God for people, and the artist is the bridge connecting both,
linking people to one another.” This honesty transforms his art into a bridge, linking people to one another, and
turning private anguish into collective recognition.

This sense of responsibility permeates his practice. His realism is not mere imitation of the visible world, but
a form of expressive truth. Over decades of searching, he has pushed his work through multiple phases until
reaching this language of realistic expressionism. Today, his canvases are simultaneously confrontational and
tender, laying bare the fragility of human condition while insisting on its dignity.

Walid Ebeid’s paintings are unapologetically direct, fiercely human, and deeply rooted in the struggles of his

time, in Egypt and beyond. They remind us that art is not merely to be seen but to be felt, lived, and shared.

By Fatenn Mostafa-Kanafani

Cairo, September 25, 2025
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work to the present moment recall that pioneering spirit. His subjects are many, including women
and their wounded position in a society that sees only the body, while he sees them as mother and
companion, sister and beloved, and the intellectual and political concerns, themes largely absent
from much of the Egyptian, and perhaps even Arab, artistic workshop today.

Walid Ebeid is an artist from a bygone age, vet with a contemporary serious hand that is responsible,
and steeped in the knowledge of one who carries the culture of a nation, the strength of its people,
and the noble breadth of Arab heritage. His works affirm their authenticity, their high value, their
flight into the human sphere, even in an art market flooded with facile works that resemble paintings
in form but are devoid of depth in spirit or anchorage in the mind. We stand before an Arab artistic
phenomenon with a global reach; one the artist continues to affirm throughout his career.

Mohammad Aljaloos

Jordanian Visual Artist
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Walid Ebeid, the classmate, the friend, and the artist, I have known him since our art studies in the 1990s.
I have witnessed his growth from a talented and promising student to a mature artist whose unique vision
continues to have a profound impact on the contemporary Egyptian fine art scene. He is a gifted painter, fully
in command of both his technical and creative tools, and his long art career reflects consistent dedication,
sincere efforts, and a generous spirit evident in his works.

Ebeid’s art conveys a profound human message that touches our collective conscience and reflects our shared
emotions. His sensitivity reaches the viewer effortlessly, charged with genuine emotions expressed through

a distinctive visual language that is unmistakably his own.

Dr. Tarek Elkoumy

President of Plastic Artists Syndicate

Walid Ebeid, Cut from the Same Cloth as the Greats

A decade ago, perhaps a little more, 1 first encountered the works of the artist Walid Ebeid. It was not
a passing encounter, as often happens in the chaos of the internet, with its tangled mix of images in
the vast digital space of social media; It is an endless swirl of names, pictures, and comments. On
that day, this artist made me pause, as though my hand had stumbled upon a visual treasure, one
with meaning and a deep connection to my memory. That memory stretches back to my very early
years, when I was first introduced to the Egyptian studio, and when, as a child, my eves fell upon the
works of Bicar, Elgazzar, Elsigini, the sculptor and painter, Mahmoud Said, and others. That was my
first true encounter with art in general. The Egyptian school was the first to seize my gaze back then,
when I had not yet passed my fifteenth year.

What I saw in Ebeid’s works brought me to a halt; it restored in my mind that ancient gulf between
what I had seen as a child and what 1 was now witnessing, works that respected my memory and
imposed strict standards on what a painting ought to be, both in subject and technique. By now, I my-
self had become a painter, capable of judging and observing with greater awareness. Ebeid’s themes
are not fleeting impressions; they carve into a culture that is first his own, and then into the social
sphere, with the weight and rigor of one who seeks the difficult path. He does not content himself
with ephemeral images as raw material for his art, but draws them into his own space, the studio,
where he works through, subjecting vision to strict academic structure, yet without relinquishing
imagination, veering instead into strange, fantastical realms, the realms of discovery, beyond mere
form, plunging deeply into the meanings of human figures. His art does not dwell on the body’s out-
ward appearance, whether clothed or bare, but rather on the significance within, echoing Aljahiz's
reflection on meaning and the unique ability of some to grasp it, transforming what is ordinary and
easy into something profound and artistic. Aljahiz was speaking here of the idea of “art and mean-
ings strewn by the wayside,” as he put it in his early critical text. It is the choice of the intelligent artist
to draw from the commonplace, the accessible, and transform it into a work, whether it is a story, a
poem, or, as here, a painting.

In this way, T link Aljahiz’s centuries-old statement with what Walid presents in his formative inves-
tigations: he takes what is “strewn by the wayside” and figures it uniquely into his own artwork that
is crafted by Ebeid’s hand. Quite simply, he binds together the visible real with a profound surrealism,
one that plumbs meaning and grants our artist’s oeuvre its distinctive gravity and dignity.

In this sense and perspective, Ebeid is a contemporary Egyptian artist cut from the same cloth as
the founders of modern Egyptian painting. His seriousness of purpose and constant search to tie his
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knows how to strike strings and awaken feelings. Here, we consider the artist’s respect for his art. He
gives his art a universal and human character that permeates all his works. May you continue to be
creative and brilliant, with your overflowing emotions that truly express what is inside each of us
through your ever-renewing creations.

Amr Mohamed Samy Abdelkarim

Professor of the Graphic Department and former

Dean of the Faculty of Fine Arts, Helwan University

Fine art in all its types and forms, including two-dimensional and three-dimensional paintings and installa-
tions, plays a significant role in shaping the public taste of society and unleashes the energies of creativity
and development of artists to pursue a bright future for fine art in Egypt and to affirm the continuity of gener-
ations of fine artists in Egypt throughout history rich with their amazing, lasting achievements and works. In
confirmation of this idea, we are witnessing today the works of a promising young artist showing mastery of
his tools and methods, filled with self-confidence and a sincere desire to add a new dimension to fine art, and
controlled by academic standards, through an expressive formulation that is characterized by romanticism
and evident sensitivity. Our artist, Walid Ebeid, is distinguished by using the fewest colors, but he is not limit-
ed to the form. He delves into the depths with magic and superior ability that reveals his proficiency. Our artist
has also gone beyond the accepted norms in his use of white color, which many tend not to consider a color. He
takes on the challenge and uses it smoothly, striving for a formulation that incorporates elements having an
organic relationship that blends reality with dreams and the tangible feeling with the invisible subconscious.

Ebeid’s works show hope for the future and a motivation for further progress in contemporary visual art.

Prof. Hussein El-Gebaly

President of Plastic Artists Syndicate - 1996

A Realistic Ambition, Keeping Up with Modernity

A promising plant has emerged among young painters; it has deep roots in high art techniques, with
philosophical ideas extending to the new foundations of the serious realistic style. It is also character-
ized by modern mechanisms in line, color, form, and performance. It presents a vast collection, united
and yet dispersed at the same time.

Ebeid’s exhibition stands firm by continuing the philosophical action in parallel with deepening
awareness, consciousness, and culture compatible with dialogue, experimentation, and honest prac-
tice in order to stand steadfastly and determinedly in the face of awkward arts prevalent on the scene
with their weak surfaces, atrophied figurations, and repulsive colors without culture but rather with
poor parrotlike imitation.

This exhibition by Ebeid is the first drop, or starting point, in embracing modernity with craftsman-
ship and bold thought, hoping to create a new movement, the outlines of which combine the golden
triangle of “artist, critic, and audience.” He pursues these artists who cross the turbulent currents and
waves of the beginning of the third millennium.

Critic Mohamed Hamza,

1996
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Artist Walid Ebeid is considered one of the most prominent artists of his generation in Egypt and the
Arab world. His brush goes beyond merely depicting authentic Egyptian faces to reflect deep human
emotions that almost pulsate from within the paintings. In his works, we see a true reflection of the
Arab conscience, whether through crucial issues or the details of daily life. His vision of man and
animal is also evident in visual treatments full of sincerity and contemplation.

Ebeid particularly excels at capturing interior scenes that capture the items of life over the past de-
cades, transforming them into vibrant visual paintings that illuminate the present and anticipate
the future. Through his paintings, we hear the voices of the people, the state, the simplicity, and the
greatness of Egypt all at once.

Sultan Sooud Alqassemi

Researcher and acquisitor from the United Arab Emirates

A large and ancient wooden window, its color antiqued with the clinging remnants of peeling paint,
sits more than halfway open overlooking the sky above Palestine. The sky is obscured by the thick
smoke from the southwest near Sinai, and a dense flock of swallows dangling from the edges of the
window frame, strangled in barbed wire.

Has the scene imprinted itself upon your mind, dear reader? From there, Walid Ebeid looks out upon
Palestine with his style steeped in symbolism and realism, creating compositions with surreal re-
lations between metaphors rendered in a realistic form. He warms the people of Palestine with the
colors of Egypt. The world may not understand what the tender, resonant voice of Egypt means to
Palestinians; when the Palestinian street sees an Egyptian canvas speaking for and about us, we feel
held and protected. This is what Ebeid’s painting does for the Palestinian.

The works of Ebeid and Banksy have become strikingly popular among Palestinians. This is not a
phenomenon we would expect during a war of annihilation aimed at utter erasure, and the killing of
beauty and breath. T used to believe that when blood flows, there is no medium or space for painters’
colors and musicians’ notes. But Walid's painting dispelled this, spreading like a fragrance upon the
breeze while fire consumed people and trees.

It is profoundly difficult to utter Palestine in an artwork in this age of pictures, social media, and
artificial intelligence. The visual material pouring out of Gaza degrades all other forms of visual pro-
duction. This is what gave Walid's painting its astonishing power and allowed it to permeate the Pal-
estinian street.

Alaziz Atef
Palestinian Artist

Sometimes, reality is so close to us, vet we may not notice it. Truth is a concept, but understanding
can be difficult to realize. Not out of flattery or bias, the esteemed artist Walid Ebeid has gained inter-
national recognition for his work, which is acclaimed with great appreciation and respect worldwide.
When carefully contemplating Ebeid’s work, you understand, enjoy, and form an opinion about the
work of an artist whose vision manifests and stirs the feelings inside you. Without realizing it, you
find yourself immersed in his world and creativity. He takes you on a journey through the world of
fine art to dive deep into his world. On watching his works, you feel they touch you deeply, as if he
is sincerely expressing genuine, moving human feelings with the delicate touch of a surgeon who

105



purity and chastity; she might take revenge if she is subjected to betrayal, violence, or harm; Salomi
is the strong daughter of the present, who aspires to freedom and independence, and perhaps has
another meaning; his depictions of the naked or semi-naked bodies of women and men in their dif-
ferent positions and expressions, which resemble a theatrical performance within that cold atmo-
sphere, with all its realistic elements and details necessary for the components of the image and its
intellectual content, give us a different perception of the concept of nudity and feminine beauty that
has been addressed by some other painters before.

A New Reality and Commitment to Contemporary Issues

In the following modern artworks, which Ebeid has created and continues to present in his solo ex-
hibitions, a qualitative shift is evident. It is more realistic, daring, and shows more shocking sexual
brag. This is a radical shift in aesthetic values and concepts. In all of his paintings, he presents great
emotion, energy, and renewed vitality, searching for a new reality one we live and whose burning
issues we clearly perceive. We dare not to discuss this as it is considered a social defect although
those themes present women suffer from the problems and concerns of family life. Some lonely,
emotionless people imagine that woman's body is violated and is considered as a pleasure among
their sensual delights.

The artist reveals the labyrinths of the hidden, forbidden, and concealed facts of political and social
life, and the issues of the Arab-Israeli conflict. Itis a new reality that reverts to his personal tendencies,
striving to get rid of every obstacle and superficial societal moral obligation to show us something of
the reality of the creator, and not the reality of things themselves. This is based on the developments
in psychology that have long stopped at the concepts of the subconscious, unconscious, and intu-
ition. He presents the deep human premonitions and emotions with awareness and professionalism.
Normally, he sometimes resorts to photographs for appropriate use in the formation and to empha-
size his artistic and aesthetic approach, and all the small details. The shocking scandalous physical
nudity is nothing but a subject and a suitable expressive medium to expose the apparent defect in
the methods of thinking, analysis, and conclusions among the general public.

Itis not necessary to see the naked body as shameful orimmoral thing, but rather it is possible to see
it as a projection of the embodiment of a political, social, economic or intellectual problem for which
the artist is the best help expressing it.

His paintings express extreme realism and disapproval, such as Allowed Meat, Dugout, For the High-
est Price, the Loyal Outcast, a Free Woman in Jail, Palestine, Virtual Reality, the Hammer, and Lower
Victories, which is one of the important works in his artistic career, and other diverse topics. The
artist sensual presentation of the woman'’s body in its provocative positions is not aimed at spread-
ing temptation and arousing instinct, but rather presents diverse, well-selected, and expressed life
events; they are presented by symbolic and psychological connotations, and they are carefully and
realistically balanced in their composition. He preserves the pale color of the body with all its parts
and anatomical and functional details, as it is the most popular and widespread commercial com-
modity in the advertising market. He also preserves the structural complementary relationship be-
tween all the elements of the formation in terms of their importance, significance, and the strength
of their color and light expression, and the amount of visual equivalent for the contrasting symbolic
representations that always take the form of confrontation on the platform of his satirical dramatic
theater and the amazing aesthetics that result from it. The two sides of the scale are equal between
saying and action, narration and storytelling, and the solid structure of form, visible and imagined re-
ality, what is real and illusory, seriousness, and comedy and absurdity, and all mental and emotional
connections.

Dr. Reda Abdelsalam
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Woman is not just a sensual female body

From the point of view of artist Walid Ebeid, feminine beauty is summed up in brief and clear sen-
tences: she scatters the seeds and extends the roots. She is tranquility, the land and the homeland,
the beginning and source of life, and the inspiration of the heavens. In the woman, the chemistry of
beauty merges and includes the most beautiful things that can be said.

Ebeid’s artistic beginnings were when he studied painting at the Faculty of Fine Arts, Cairo Universi-
ty, and graduated in 1992. He then continued his artistic career, exploring various themes related to
the Egyptian daily lifestyle, approaching them with a sense of visual realism. His themes reflected
an attempt to search and uncovered new sources of inspiration for his artistic subjects and composi-
tions. His first promising milestone in his graduation project in 1992 was when he expressed major
questions that haunt people around the concepts of love, art, and death.

He was greatly influenced by the Austrian artist Gustav Klement in forming his amazing artworks,
trying to follow in his footsteps to understand the nature of the vision, technique and new stylistic
treatment that reveals the wonderful relationship between the symbolic representations of the fe-
male human body in its nudity and the rest of the decorative elements of the composition, which
abound with decorations inspired by ancient and authentic Eastern arts with the aim of elevating the
aesthetic and symbolic value of the composition.

After that, he moved to a new phase that he called the white style, which is considered an extension
of a realistic vision in technique and style, during which he made great strides with diligence and
sincerity. It is, in fact, an experimental study towards re-diagnosing reality as a basis and measure for
art in the game of hyper-realism according to classical rules, citing stories, situations and ideas that
concern specific human issues. Among them are paintings entitled: Salomi, Death Anxiety, the Hus-
tle of Isolation and others; all of them represent a radical shift in thought, feeling and artistic context.
However, the dominance of the white color in the background and in the representations of the
clothes worn by the women and men resembles the large human refrigerator used in hospitals to
preserve the bodies of the dead from decay. In symbolic language, this expresses a painful sense of
isolation and utopianism. This is revealed in the shrouds of the dead that accompanied the mum-
mification process in ancient Egypt, or the hospitals that treated patients for ailments that afflicted
them. Everything is white, including the walls, beds, clothes, and lighting. All of them reflect physio-
logical and psychological connotations that differ according to the situation and its causes.

The white here is not light, but rather the trembling feeling of sick of life inside a room of icy frost
and frightening darkness. It presents people whose bodies have stiffened, and their blood has dried
in veins. This is what the artist tried to give the illusion of, and thus acquired an aesthetic and expres-
sive theatrical concept through the reality of the positioning of the people inside the cold space that
reflects a growing feeling of anxiety, isolation and pain. Why not! Death is fear and anxiety, isolation,
and solitude have terror, panic, and withdrawal from life. He extracts from the facts of life and the
stories of history truths latent in them, presenting them realistically in a dramatic mold.

The white color is merely a reflection of a state of illness, ailment and weakness, and no longer a
dazzling, cheerful light as some think. This description applies to many works in this style. This is
revealed in the painting “Salomi”, which was mentioned in the Old Testament and whose legendary
story was linked to the lewd, licentious dance. It is linked to the terrifying incident in which John the
Baptist was beheaded by order of King Herod, who considered the priest’s criticism of him for marry-
ing Herodias, the beautiful girl, the wife of his deceased brother, an unacceptable act.

This tragic story has fascinated generations of writers and artists, who have reflected on their creative
works. However, the naked, oriental featured Salomi, depicted by Ebeid seated with the slaughtered
head beneath her, is not the same cruel, vengeful woman. Rather, she is a woman characterized by
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The Artist  of Light

The Artist  Revealing Beauty
The Artist  of Man and Flowers
The Artist  of Man and Nature

The Artist  of White Composition

Artist Walid Ebeid has a different creative style with special innovative dimensions reminiscent of
the Renaissance and the genius of Rembrandyt, the Dutch artist who made light a sign, a philosophy, a
symbol, a structure, and a purely expressive value within a crowded atmosphere shrouded in mystery
and darkness, with light penetrating it with unprecedented awe and magic.

Ebeid shows us the importance of light in darkness; he gives it new, expansive roles in the realm of
life, as if light emerges from things and darkness reveals them, so their release brings growth, beauty,
and sincere expression. The light changes dynamically, both cold and warm, and blends with the fab-
ric of things. It is true to say, “the radiant visual fabric that emits light.” The integration between the
artist’s creative, structural, and expressive visions continues. As we see, the structural dimension of

the elements aligns with the comprehensive vision, where interaction and integration occur.

Prof. Ahmed Nawar

Head of the Central Administration,
General Supervisor of the Center, and Head of the Museums Sector of the Supreme
Council of Antiquities

1996
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a human trapped within himself, a silent void filled with silence. Here, solitude becomes a stage for
contemplating human vulnerability in the face of the actions of time.

Music as a Hidden Participant in His Visual Composition

Perhaps a crucial aspect is overlooked in some readings: the influence of Western and Arabic classical
music on Ebeid, which is manifested in the rhythm of his compositions, the distribution of light, and
the lasting quality of the paintings, as if it were a taut, unending musical moment. Beethoven is his
constant companion—every work begins and ends with him, not merely as a musical background,
but as an existential state. In Beethoven’s music, as in Ebeid’s paintings, violence blends with gran-
deur, rebellion with silence. The first note ignites the artistic spark, and the last closes the painting on
an endless internal resonance. As for the profound melancholy in Baligh Hamdy’s music, it perme-
ates his visual rhythm: a still hand, a burdened shoulder, a gaze that forms a line within the composi-
tion. He sees his studio as a “listening room,” where painting transforms into an act of remembrance.
Here, music intersects with Gaston Bachelard’s philosophy of the internal time of artistic existence,
where time is not measured in seconds or hours, but by the frequency of experience and the depth
of memory. For Ebeid, the painting is not a moment of freezing, but an embodiment of transform-
ing time; a time that breathes within color and echoes in the spaces. Ebeid’s studio is the house of
memory, as Bachelard imagines it—a space where times condense, where the past does not end but
transforms into a presence. The painting becomes a space for tangible time, and the place within itis
nothing but an echo of the inner voice that never stops.

Recovering the Humanity of the Image

On many occasions, Ebeid has expressed his doubts regarding the waves of instant art and what he
calls the “Instagram look” — the culture of fleeting images and quick impressions. For him, art is a
deliberate craft that requires time, contemplation, and —above all—honesty. As he says, “Technique
can be faked, but truth cannot.” That is evident in his 2019 work, “Virtual Reality”, which belongs to
the metaphysics of reality.

From this perspective, the exhibition “Notification” is a natural extension of his visual philosophy—
an act of resistance against oblivion, a reclamation of slow human time in the face of the accelerating
digital image. “Notification” is not a chronological review or documentation of an art career, but a
vibrant dialogue among works spanning three decades, unbound by chronological order, linked by
a single, ever-renewing question: How can a painting truly make us feel the existence of the other?
Herein lies the point Walter Benjamin referred to in his book The Work of Art in the Age of Mechan-
ical Reproduction, saying that art is not merely a document; it is a living testimony renewed in the
experience of the viewer, a presence that places upon the viewer the responsibility of vision and
interaction. With this open question, Ebeid concludes his journey not with a final point, but with an
invitation to participate in the act of vision—where the painting transforms from a scene to be seen
into an existence to be experienced.
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their status: their stillness is strength, and their gaze is a direct accusation.

In works such as “Allowed Meat” (2014) and “A Free Woman in Jail” (2015), women do not appear as
aesthetic symbols or objects, but as forces of confrontation that compel the viewer to engage. Ebeid
does not seek our sympathy; he strips us of our neutrality. This emotional sincerity does not stem
from cold social critique, but from a profound sense of what Ebeid calls “moral urgency”—a drive that
exposes what lies hidden behind facades of civility: the marginalization of women, the commodifi-
cation of bodies, and the charade of public morality.

He is attracted to those who endure in silence: workers, prisoners, mothers, immigrants—whom he
calls “the undrawn truths of society.” Thus, for him, realism is a moral testimony, or what critics call
“expressionist realism” or “social realism.” However, what distinguishes his work from direct social
realism is its rejection of simplification or rhetoric.

Over time, a shift becomes apparent in his work. While his early works were harsh, realistic, even
terrifying, his later works feature symbolic elements—birds, cages, blindfolds—all serve as metaphors
for captivity or fragile hope. However, these are not merely aesthetic symbols; they are visual trans-
lations of true stories. As Ebeid said, “Even metaphor must be real. Otherwise, it becomes mere aes-
thetic manipulation. ”’

Despite his thematic rigor, Ebeid resist catorization, he refuses to have his art interpreted solely from
apolitical perspective or reduced to a single social issue. For him, art is “a personal truth declared pub-
licly” Ebeid does not aim to instruct but rather to engage the viewer in silent contemplation, allowing
us to experience the life of the other. He even encourages the viewer to narrate his own story. This
multiplicity of interpretations gives the artwork multiple lives, sometimes surpassing Ebeid’'s own
explanation. That is evident in works such as “Settled Citizen” (2018) or “The Immigrant” (2015), in
which he addressed issues as displacement, alienation, classism, and despair.

While Ebeid rejects interpreting his art as a direct political statement, his works are open to a political
reading that transcends geographical boundaries. In his works, the bound or displaced bodies, pools
of blood, and shrouds are metaphors for the besieged Palestinian body and the millions of victims
of wars and displacement in a world that grows crueler every day. In a time of violations and dev-
astation, his paintings, including “Lower Victories” (2019) and “Scream Shot” (2023), are silent visual
platforms for resistance, recovering humanity’s forgotten image amidst the roar of the fleeting image.
Temporailty and Space in Waleed Ebeid’s Expression

In Ebeid’s visual worlds, the concepts of time and space are mere neutral dimensions. They turn
into active forces dominating the painting. Each work is a suspended moment, a space where tem-
porality is embodied in a tense stillness, and the space becomes an intense emotional dimension.
His figures do not inhabit places so much as they are embraced in them. The narrow passages and
walls are an extension of their psychological state or a reflection of a memory burdened by silence
and waiting.

Here, space becomes a mirror of the human psyche, and time slows in the face of the speed and
accelerating rhythm of the contemporary world. Time in Ebeid’s works is not linear, but mani-
fests as an implicit continuity, an echo resonating between what was and what is yet to come.
Every glance, movement, or shadow in his paintings reveals extended time, a moment that holds the
pastandretainsitseffectinthe present. Thus, the viewer doesnot see alifelessimage butexperiencesan
intense temporal experience,in which the feeling of existence intersects with theawareness of absence.
Gaston Bachelard’s thought provides a semantic entry point for understanding this dimension in
Ebeid's works. In his 1958 book, The Poetics of Space, Bachelard argued that inhabited space tran-
scends geometrical space; it is a space to be experienced, not to be measured. This idea deeply har-
monizes with the essence of Ebeid’s realism, which rejects measurement in favor of lived experience.
Within his small rooms, cracked walls, and dim lighting, a space full of memory and emotions is
created—a place inhabited by both human and social history. There, time and space intersect—as ex-
emplified by his painting “Nefertiti Again” (2017) or “Machiavelli in Quarantine” (2020), this epic work
embodies the convergence of solitude, time, and space—Machiavelli as a thinker and modern man as
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Notification
Walid Ebeid: Humanity at Its Finest

Walid Ebeid does not seek attention; he compels it. His paintings do not whisper; they confront. In
a contemporary art scene dominated by abstract allure and, sometimes, contrived conceptual play;,
Ebeid remains committed to realism. However, his realism does not seek refuge in the past; it uses
it as a tool to question the present, exposes time instead of beautifying it, sees pain, and transforms
vision into a moral act and a human responsibility.

Ebeid was born in Cairo in 1970 and raised between Egypt and Yemen, giving him dual roots of both
stability and alienation. His academic studies at Helwan University honed his artistic skills. His life
experience—influenced by the contradictions of daily life and his early exposure to poverty and in-
justice in the world—urged him to transcend the boundaries of aesthetics. As Ebeid put it, “For me,
realism is not a mirror, but a voice of the voiceless”.

Formative Years

Perhaps Ebeid’s works are reminiscent of the nineteenth-century realism and techniques; however,
he stands at a unique intersection between heritage and modernity. During his art studies, he was
influenced by both Rembrandt and Ilya Repin; their mastery of light and shadow and of human ex-
pression shaped the features of his emerging artistic vision at the time.

Ebeid was always fascinated by Rembrandt’s light and shadow style, chiaroscuro, as a means of re-
vealing both the soul and the body, not as a decorative or flaunting element in the painting—a fea-
ture described by critics as “psychological light”, as light becomes a tool that reveals the spiritual and
emotional dimensions of the figure. That is evident in the famous Rembrandt’s “The Return of the
Prodigal Son”, where light becomes an act of forgiveness, revealing a moment of pardon and repen-
tance with rare depth.

In his visual language, Ebeid depicts bodies in border spaces where light and shadow intersect sharp-
ly, defining crisis moments of isolation and contemplation — as in his work “Prisoners Outside”
(20053). He then develops this visual vocabulary expansively in his works, such as “Don’t See” (2007)
and “Lonely Wife” (2014). His techniques are classical, but the psychological intensity that he builds
surpasses academic artisanship. However, Ebeid possesses those high-level classical techniques—
from the details of the body and features, the contrast of skin color, to texture and light; they always
serve something more profound, a realism that makes the visible a mirror of the unspoken.

In this sense, Ebeid transforms his visual language into a new ethical endeavor. Light and shadow
in his paintings do not merely shape the aesthetic composition; they reveal the body as a vessel for
memory, pain, and resilience, exposing human vulnerability in the face of isolation, while bringing a
contemporary social and geopolitical dimension to his experience.

From llya Repin, Ebeid drew his courage to portray both weakness and strength, adding a new aspect
to his realism. For him, painting became an act of empathy, not a mere visual depiction. In his figures,
human suffering stands out without pretense or neutrality; silence becomes a language, and contem-
plation a mirror to collective tragedy. Through this, he redefines realism as a binding moral language.

The influence of Mahmoud Said, the pioneer of modern Egyptian realism, is seen in Ebeid's devotion
to humanity—man or woman—as the essence of the art experience. However, in contrast to Said’s
portrayal of Egyptian society at the beginning of the twentieth century, Ebeid directs his realism
toward the present, transcending the local context and exploring the psychological and existential
dimensions of humanity amidst rapid social and political transformations.

Realism as an Act of Resistance

Ebeid describes his art as an outright confrontation with social hypocrisy, especially that disguised
as custom and tradition. That is evident in his work on the female body. Whether the woman is veiled
or unveiled, free or imprisoned, the female body is burdened with centuries of oppression, yet it does
not appear as a victim but as a survivor. Women do not beg for pity, but rather completely preserve
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Amany Ibrahim

She is a researcher and journalist at Bab Masr, specializing in cultural affairs, trans-
lation and in-depth investigations. Her work focuses on documenting cultural and
artistic transformations in Egypt and the Arab world. Through her writings, she
seeks to provide a critical and in-depth reading of the contemporary creative scene.

Ayman Abou Zaid

Born on March 15th, 1964, in Cairo, Ayman Abou Zaid is an independent critic. He
received a bachelor’s degree in fine arts in 1987. He is an active member of the Syn-
dicate of Plastic Artists. He has 25 vears of experience in teaching fine arts and art
history in Egypt and abroad. He has published numerous critical and art studies in
the field of fine arts and has engaged in unconventional art discussions. His works
include Harvest of Beauty, Artistic Tours and Studies, and Obstacles to Creativity in
an Uncreative Reality.

Mohamed Hamza
He is an art critic and the president of the Faculty of Fine Arts Alumni Association.

Amr Mohamed Samy
He is a professor of graphic art and a former dean of the Faculty of Fine Arts, Hel-
wan University.

Hesham Kandeel

He worked as the director of the Saudi Center for Fine Art, House of Saudi Artists,
and the Third Dimension Institution for Fine Art in Saudi Arabia. He is the founder
of Jeddah Atelier for Fine Arts. He also established the Arab Atelier for Culture and
Art (Dai) art galleries in Zamalek, Mohandessin, Tagamoa, and Abu Rawash.

He published articles in Saudi and Arab newspapers. He works as an editor of the
fine art section of the Saudi newspaper Albilad. He is a permanent member of the
Supreme Committee of the Saudia Malwan Biennale.
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Mohammad Aljaloos

He is a Jordanian-Palestinian visual artist. He was born in 1960. He is known for his
abstract works that embody memory, history, and emotions. He graduated from the
Institute of Fine Arts in Amman. He participated in numerous art exhibitions in the
Arab world and Europe. He won the gold medal at the Tehran Biennale in 2003. He
is an active member of several regional and international art associations.

Fatenn Mostafa Kanafani

Sheis a curator, researcher, and professor specialized in the twentieth century Egyp-
tian modernism. She is the author of Modern Art in Egypt: Identity and Indepen-
dence, 1850-1936 (I.B. Tauris/Bloomsbury, 2020) and contributed to Mahmoud Said
(Skira, 2017), the first catalogue raisonné of a Middle Eastern artist, and Daughters
of the Nile: Egyptian Women Changing Their World (Cambridge Scholars, 2016). She
is the founder of ArtTalks | Egypt, a leading multidisciplinary art space that houses
a significant archive on modern Egyptian art.

Yahia Lababidi

Yahya Lababidi is an Arab-American writer of Palestinian origins and the author
of more than eleven collections of poetry and prose. His recent works, including
Palestine Wail (Daraja Press, 2024), and What Remains to Be Said (Wild Goose Pub-
lications, 2025), explore themes of politics, spirituality, and the human condition.
Lababidi is recognized as a master of the modern aphoristic form, and his writings
have been compared to those of Gibran and Rumi. His work has been translated
into over a dozen languages and featured at international literary festivals, making

him a global ambassador for contemporary Arabic literature.

Tarek Elkoumy

He is an Egyptian visual artist and sculptor, and the current President of the Syn-
dicate of Plastic Artists, elected in September 2024. He graduated from the Faculty
of Fine Arts, Sculpture Department, Helwan University, 1985. He served previously
as the Director of Mahmoud Mukhtar Museum. He is known for his monumental
sculptures, most notably the statues of Umm Kulthum and Mohamed Abdelwahab
at the Cairo Opera House and Mansoura, the War and Peace statue in Shebin El-
kom, and models of the Nubian house and the African rural house at the Children’s
Museum. He received numerous local and international awards, including the gold

medal and first prize in sculpture at the Muscat International Biennale, 1990, and the State Encourage-
ment Award in Arts, 2012.
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Alaziz Atef

He is a Palestinian artist holding a Master’s degree in Philosophy. He uses diverse
materials, including medical gauze, coffee, oil, watercolor, and clay, giving his art-
works a distinct experimental and tactile quality. He has participated in numerous
local exhibitions in Palestine, as well as international ones in China, Jordan, Bar-
celona, London, and Berlin. He is the creator of Room 14, an exhibition featuring
paintings smuggled from Israeli prisons. He views art as a form of advanced cultur-
al dialogue between civilizations, a tool for social elevation, and a historical muse-
um that documents human memory.



Sahar Behairy

She was born in Egypt in 1970. She is a curator, lecturer, and art economist spe-
cializing in African and Middle Eastern art markets. She holds a Master’s degree
in Contemporary Art Markets from the Nuova Accademia di Belle Arti (NABA) in
Milan. She has over 26 years of experience in social and cultural initiatives. She
has curated numerous solo and group exhibitions in Cairo, Alexandria, Luxor, Cape
Town, Congo-Brazzaville, Milan, and London since 2014. She participated to ma-
jor international platforms, including the 57th Venice Biennale, 2017, and the Ro.Me
\ N Museum Exhibition, 2022. She is the co-founder of ART74 Visual Narratives, a plat-
form bridging cinema and visual arts across Egypt, Africa, and Middle East. She also serves as an expert on
the Creative Industries Advisory Board at the Faculty of Arts and Design at the British University in Egypt

Ahmed Nawar

Born in 1945, Dr. Ahmed Nawar is a renowned Egyptian visual artist and influen-
tial cultural figure. He earned his Ph.D. in art from Helwan University. He served
as Head of Fine Arts Sector at the Ministry of Culture. He was also the Director of
Mahmoud Said Museum in Alexandria. He is a pioneer of contemporary Egyptian
art. Nawar’s works are distinguished by the integration of cultural heritage and ab-
straction through paintings and various media. Throughout his career, he has re-
ceived numerous awards and honors in recognition of his creativity and cultural
leadership. His works have been exhibited in major international exhibitions and
are included in art collections worldwide.

Reda Abdelsalam

He was born in Suez in 1947. He is an Egyptian artist, critic, and academic. He is a
graduate of the Faculty of Fine Arts in Cairo, Photography Department, 1977. He
has published numerous articles and books on art and Egyptian visual culture, and
has contributed extensively to academic research. He supervised hundreds of post-
graduate theses and served on the Fine Arts Committee of the Supreme Council of
Culture for 21 years, in addition to the state awards committees. His artistic activ-
ity spans photography, sculpture, installation, drawing, and digital art; the artist’s
books exhibited widely in Egypt and abroad.

Sultan Sooud Algassemi

He is a columnist, researcher, and cultural patron. He is the founder of Barjeel Art
Foundation in Sharjah, UAE. He taught and researched at a number of prestigious
academic institutions, including Yale University, New York University, Georgetown
University, Harvard Kennedy School, and Columbia University. He is the co-edi-
tor of Building Sharjah, Birkhduser, 2021. He was a fellow of the MIT Media Lab,
2014-2016, Greenberg World Fellow, Yale University, 2018, and recently completed a
fellowship at the Wissenschaftskolleg in Berlin.

Hussein El-Gebaly

Dr. Hussein El-Gebaly (1934-2014) was a graphic artist, teacher, and one of the pio-
neers of engraving and printmaking in modern Egypt. He graduated from the Faculty
of Fine Arts in Cairo in 1958 and later specialized in lithography at the Institute of Fine
Arts in Urbino, Italy. He served as the Head of the Graphic Design Department at the
Faculty of Fine Arts and the President of the Syndicate of Plastic Artists. His works
are characterized by blending architectural structure with calligraphic abstraction,
reflecting a deep engagement with Egyptian identity and modernist aesthetics. He
participated in prestigious international exhibitions and received numerous awards,
including the State Encouragement Award in the arts, and the Order of Science and Arts, First Class.
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Walid Ebeid

Date of birth: November 29th, 1970, Cairo, Egypt..Lives and works in Cairo

Education

1992 — Bachelor of Fine Arts, Faculty of Fine Arts, Helwan University, Cairo.— Graduated with Honours
(Excellent) and among the Top Ten Students of Helwan University— Awarded Certificate of Ap-
preciation for Academic Excellence.

Selected Solo Exhibitions

1994 — Egyptian Center for International Cultural Cooperation, Cairo.1994 — Rigoletto Gallery, Za-
malek, Cairo.2003 — La Bodega Gallery, Zamalek, Cairo.2004 — La Bodega Gallery, Zamalek, Cai-
r0.2007 — Ebdaa Art Gallery, Mohandessin, Cairo.2008 — Artistic Creativity Center, Cairo Opera
House Grounds.2010 — Portrait Gallery, Cairo.2013 — “Rebel Paintings”, Nahdet Misr Gallery, Mah-
moud Mokhtar Cultural Center, Cairo.2015 — Locker Gallery, Zamalek, Cairo.2016 — Dai Art Gal-
lery, Mohandessin, Cairo.2017 — Dai Art Gallery, Mohandessin, Cairo.2018 — Boushahri Gallery, Ku-
wait.2019 — ArtTalks | Egypt Gallery, Zamalek, Cairo.2020 — Dai Gallery, Mohandessin, Cairo.2021

— Dai Gallery, Mohandessin, Cairo.2024 — Dai Gallery, Zamalek, Cairo.

Group Exhibitions & Participation

1993 — 5th Youth Salon, Cairo.1994 — 6th Youth Salon, Cairo — Painting Award.1995 — 7th Youth
Salon, Cairo — Encouragement Award.1995 — General Exhibition, Cairo.2007 — General Exhibition,
Cairo.2009 — General Exhibition, Cairo.2011 — “The Body”, Palace of Arts, Cairo.2012 — “Egyptian
Women”, Cairo.2013 — 35th General Exhibition, Cairo.2014 — Siwa Studios — Winner of Cleopatra
Grand Prize.2022 — Cairo Amman Bank International Art Symposium, Jordan.2023 — Cairo Am-
man Bank International Art Symposium, Jordan.2023 — Picasso Gallery, Cairo.2025 — Cairo Am-
man Bank International Art Symposium, Jordan.

2025 — Cairo Amman International Art Symposium, Jordan.2o025 — Al Markhiya Gallery, Qatar.

Grants

1996-1997 — Sabbatical Grant, Ministry of Culture, Egypt.

Public Acquisitions

Museum of Egyptian Modern Art, Cairo.Mubarak Public Library, Giza.Fine Arts Sector, Cairo.

Egyptian Ministries and Government Institutions.Mubarak Security Academy, Cairo.

Private & International Acquisitions
Ebeid has numerous private and institutional acquisitions in France, United Kingdom, Norway; Italy,

Russia, Spain, Brazil, Germany, Saudi Arabia, Jordan, Syria, Lebanon, and the United Arab Emirates.

Media Coverage & Publications

Ebeid’s work has been widely featured in print, broadcast, and digital media, including:MBC Egypt,
BBC Radio, Egyptian Satellite Channel, Sada El-Balad TV.Al-Ahram, Akhbar El-Youm, Al-Ahram
Weekly, Egyptian Gazette, Al-Ahram Hebdo, Al-Masry Al-Youm, Al-Youm Al-Sabea, Daily News
Egypt, EgyptToday, and other local and international newspapers and periodicals.Numerous crit-
ical essays and articles about his work have appeared in multiple languages and international

platforms.
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WALID EBEID

Born in Cairo in November 1970, Walid Ebeid followed an early path toward painting, en-
couraged and supported by his father, who provided him with art materials from the age of
six. A pivotal period of his childhood was spent in Yemen, where his family lived between
1972 and 1979 while his father worked as an Arabic teacher. Immersed in the forests and
hills of Yemen during these formative vears, Ebeid developed a deep sensitivity to nature
that continues to inform his artistic practice. After returning to Cairo at the age of nine, his
talent was recognized by his teachers, who encouraged him to pursue formal training. He
later enrolled at the Faculty of Fine Arts, graduating in 1992, and has since been an active

figure in the Egyptian contemporary art movement.

Walid Ebeid's artistic vision is rooted in honesty and instinct. For him, painting is not a
process of calculation but of surrender — an act where emotions dictate form and guide the
hand. Each work evolves organically, shaped by intensity of feeling rather than conscious
design. While moments of joy often initiate the act of creation, this energy gradually dissi-
pates as the work nears completion, compelling him to begin anew. In this way, his practice
reflects an ongoing dialogue between self-expression and collective human experience, po-

sitioning art as a dream-like narrative that connects people across boundaries.
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Notification

Among the melodies infusing into the soul that escapes expression and siege of words
rushing to confrontation..here..appears the painting. Words fail..and music is the back-
ground of the meaning..here..the painting confronts you with the truth..just like a mirror...
revealing our souls...telling people about people..telling us about the dialectics of life, and

the unspoken. In the corners of the soul lies...a notification of secrets...of dangers...of victo-

ry..of defeat, and sometimes...of what fate holds for us.

Walid Ebeid






In an age saturated with constant alerts and digital noise, Walid Ebeid redefines the mean-
ing of “Notification”— with something slower, deeper, and far too substantial to be erased
by the fleeting swipe of a finger.

His paintings refuse the pace of passing images; they compel us to pause, to look longer,
and to face what we have learned to overlook.

Here, the body becomes the truest stage of confrontation—battered, muted, or suspended
in its own fragility, yet defying erasure through its intense presence, despite its silence.
Ebeid’s Notification is not a digital signal, nor simply an exhibition title.

Itis an aesthetic and ethical stance that keeps us from the noise of the contemporary image
and provides a space for deliberate contemplation— contemplation that recovers the inten-

sity of time, the responsibility of vision, and the dignity of pain.

Curator






The Egyptian art movement has historically presented artists who are remarkably preoccu-
pied with social issues, making them a central focus of their art career with diverse visions
that range from observation to revelation.

Artist Walid Ebeid is one of these artists engaged with Egyptian social issues in recent
decades, presenting an extensive artistic experience that observes some of the unusual
phenomena emerging in society.

Ebeid>s works blend hyperrealism and subjective symbolism through creating elements
that are open to varying interpretations by the viewer. This exhibition displays a selection
of his works that represent several artistic phases of his production over the past two de-

cades, offering a unique perspective on contemporary reality.

Prof. Waleed Kanoush

Head of Fine Arts Sector






In the world of imagination, where ideas meet lines and colors meet meanings, creativity
flows and vision develops into works of art that touch the heart before they reach the mind.
Here, in the ‘Notification” exhibition, artist Walid Ebeid turns art into an alarm and a visual
space that awakens the senses and highlights what may be overlooked with the hustle and
bustle of life.

The distinguishing feature of this exhibition is that rather than simply warning of a single
danger and focusing on a specific issue, it provides a comprehensive art vision of what
threatens humanity: from the fragility of human relationships and the cracks in our emo-
tions, to the brutality of wars and the implications of destruction lasting in our memory
and conscience.

Here, Walid Ebeid does not simply present paintings, but gives a refined warning through the
language of art, a language that reaches the conscience before the mind and touches the soul
before any words. Each work is a reminder of what can happen if we abandon our humanity;,
allow fear to dominate our dreams, or let silence and complacency become our habit.

This exhibition reminds us that the gravest dangers are not always visible, but those we
live with until we become accustomed to them: minor disagreements that escalate into
barriers, silence that breeds animosity, tension that leads to destruction, and apathy that
can drag an entire nation into ruin.

The Ministry of Culture believes that art is a power that can protect society, raise awareness,
and strengthen cultural and intellectual resilience. The ‘Notification’ exhibition affirms that
the true artist does not merely portray reality, but strives to change it, or at least warn
against its potential pitfalls.

We commend artist Walid Ebeid for his sincere creative effort and his ability to transform

danger into vision, pain into beauty, and anxiety into art that leaves a mark.

Prof. Ahmed Fouad Hanno

Minister of Culture






oo - B2l gial] glad - 48121 §yle) Asghme pdal) God>

Notification
Walid Ebeid

Curator?2

0
ot [Pty ®



