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The Battle of Mansoura, Abdel Aziz Darwish, oil on canvas Jloi Gle cnygingys 33l juc dyguniall dSy00
226x376 cm, Mansoura National Museum. 098l 8yg.0iall Caxia (o FVTX VYT
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The Battle of Faraskur, Al-Husseini Fawzi, Oil on Canvas Jloi e ca siod Gumdl peSumyls dSyea
126 cmx213 ¢cm, Mansoura National Museum. 5098l 8yg.aiall cania o VIFx a1V
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The Battle for the Occupation of Alexandria, & yaiSodl JAis| dSy2a
artist unknown (Epinal print), Print, 31x54 cm s 08x V) idegina §)9.0 (Ll y9.0) bgyma j1&

Museum of Fine Arts in Alexandria. Ay aiSindly dliadl giall canio
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Citadel Square in Cairo &yalslly delsll ojlao
André Dutertre (a scholar of the French Expedition) (deiyll dlad| clale (ya) yiyigs du)yail
Print, 40x88 cm o Mxg degdna 8y9.0

Museum of Fine Arts in Alexandria. AyuSadly dliadl ggiall caxia
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Salall 4 goull dgally Jaimy cinlioy geehili
Alexandre-Marie Colin, Print, 31.5x40.5 cm o £,0x 1,0 deginn 8y9.0 (198 6ylo yaiwsll
Museum of Fine Arts in Alexandria. A yaSaadly dliad| giall oo

Napoleon Bonaparte Celebrating the Prophet’s Birthday in Cairo
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Meeting the Viceroy of Egypt at His Palace in Alexandria, d)yuSwdl 6pad (§ ran Jlg dilsa
David Roberts, Print, 37x52 cm Qe OVx ¥V degihna 8y9.0 (puling) 34813
Museum of Fine Arts in Alexandria. Sy dliadl pgisll axia
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The Pledge of Allegiance to the Governor
Mohamed Nagy, Oil on canvas, 66x133 cm
Mohamed Nagy Museum.
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The Reception of the Leader Mustafa Kamel, Hosny El-Banany

Oil on Canvas, 74%320 cm, Mustafa Kamel Museum.
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The Swearing-In Ceremony, Al Hussein Fawzi

Oil on Canvas, 200x450 cm

National Museum of Egyptian Civilization.
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Almaza Airport, Al Hussein Fawzi, Oil on Canvas

60x 400 cm, National Museum of Egyptian Civilization.
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Almaza Airport, Al Hussein Fawzi, Oil on Canvas

60x 400 cm, National Museum of Egyptian Civilization.




The Greatness of the Ancient Egyptians, Kawkab El-Assal o Gle eny i Jlusll G868 (o raall closd dalae
Oil on Canvas, 121x145 cm, Museum of Modern Egyptian Art. @13l g raall Gall exia (pu V€0V
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Egypt Shatters the Shackles, Hassan Mohamed
Hassan, Oil on Canvas, 116.5x184.5 cm

Museum of Modern Egyptian Art.










Untitled, Hassan Mohamed Hassan, Oil on Canvas Jlgi Gle cn s sasa s (lgic g

170%x200 cm, Museum of Modern Egyptian Art. a3l g paall Gall exia (o Yrex IV
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The Inspiration of Egypt, Samir Rafea

oil on canvas, 98x74 cm

Museum of Modern Egyptian Art.
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Untitled, Gazbia Sirry, Oil on Wood s Gle ey g il lgie oo

197x267 cm, Museum of Modern Egyptian Art. 13| g raall Gall exin (pu VTVXI1QV
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The Village Market, Rashid Khafagy
e - Oil on Solitex, 120x80 cm

Museum of Fine Arts in Alexandria.



The Nile, Gamal El-Segini ool Jlas Juill
Hammered Copper, 34.5x83 cm @ APxYE0 (doyha ualxi
Museum of Modern Egyptian Art. a3l graall goll axio



Progress in the Age of the Revolution, Maher Raef @ily yale dygill yac (& pasill

0Oil on Wood, 126x200 cm o Voo IWVT e e e
Al-Nasr Museum in Port Said. g poill exia
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This Is Your Land, My Son
Mohsen El-Khodrawy
Oil on Wood, 185x122 cm

Museum of Modern Egyptian Art.

iy




The Battle of Port Said, Mohamed Mohamed Sabry Jlgi Gle ca) g uotana sano uwnygy w0
Oil on Canvas, 139%x193.5 cm, Museum of Modern Egyptian Art. @13l graall Gall axio (o 1a¥,0x119
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What the Revolution Achieved in Ten Years, Zeinab El-Segini Gudl cigy wilgin 1 (§ 8y9ill dinio Lo
0il on Celotex, 123 x 153 cm, Museum of Modern Egyptian Art. sl graall gall axio @ OFIPY (usSiglow Jle cu)
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The Nationalization of the Suez Canal, Ramses Aziz ooSiglew Jle cny e gukaay (uagad! 8L8 F*"L‘
Oil on Celotex, 105.5x169 cm, Museum of Modern Egyptian Art. 13l g raall gall exia puw 119%1-0,0
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Untitled, Abdel Moneim Hassan, Oil on Canvas Jloi Gle ey iy auiall e lgic (ou
134x173 cm, Museum of Modern Egyptian Art. a3l graall gall exia s WP I¥E
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The Agrarian Reform Law, Saad Abdel Wahab ot e oy lagh se sow elyill >3odl gils
Oil on Canvas, 130x175 cm, Museum of Modern Egyptian Art. 13l graall gall axia (o WO I¥-
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Workers Leaving, Hamed Owais

Oil on Canvas, 98x78 cm

Museum of Modern Egyptian Art.
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Composition, Hamed Owais

Oil on Canvas, 110x85 cm

Museum of Modern Egyptian Art in Alexandria.



The Victory of Port Said, Hassan Mohamed Hassan P> 1ax0 (pu> gy slasil
0Oil on Celotex, 9gox121 cm o VXA uSiglun Gle e
Museum of Modern Egyptian Art. it graall all axia



61 |

The Hell of the Innocents, Hassan Mohamed Hassan Guu> daxa s el p3 >
Oil on Celotex, 91x122 cm Eu IVYxA) GuSigluw Gle eo)
Museum of Modern Egyptian Art. a3l graall pall exia



Industrialization, Aziz Youssef, Oil on Celotex ool Gle cay wamgy jaie guiaill
120x185 c¢cm, Museum of Modern Egyptian Art. @13l graall gall anio (pu NOXIY-
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The Nationalization of the Suez Canal, Hamed Nada, Oil on Wood s Gle eny i sols (gl 8L fwab
123x153 cm, Museum of Modern Egyptian Art. 13| g raall Gall exia (s O¥ XYY



The Copper Factory, Fadel Ahmed Agami, Oil on Canvas Jloi Gle cay pane 1an] Lola ulsall Qs

78x118 cm, Museum of Modern Egyptian Art. 13l graall gall cexia wpus WAXVA
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War and Peace, Samir Rafea, Oil on Wood, 60x119 cm e NAx T eins Gle ey @ly jraw @dladly ciy3

Al-Nasr Museum in Port Said. g padll exia
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Abbas Bridge, Gazbia Sirry, Oil on Canvas
126x83.5 cm, Museum of Modern Egyptian Art.
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The People’'s Awakening, Hassan Khalifa, Plaster,

‘Work, Mohamed Mostafa, Plaster
60x 27.5x21.5 cm, Museum of Modern Egyptian Art. 85x36x42 cm, Museum of Modern Egyptian Art.
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Inspired by Industrialization, Mohamed Mostafa, Plaster,
130x60x34 cm, Museum of Modern Egyptian Art.

The Sanitation Worker, Mohamed Mostafa, Plaster,
89x32.5x27.5 cm, Museum of Modern Egyptian Art.
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Untitled, Sabry Nashed, Dark Brown Wood
80x18x5 cm, Museum of Modern Egyptian Art.

The Pot Carrier, Mohieddin Taher, Plaster
164x40x34 cm, Museum of Modern Egyptian Art.
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The Blue Nile, Mohamed Nagy
Oil on Canvas, 78x61 cm

Mohamed Nagy Museum.
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The Red Nile, Mohamed Nagy

Oil on Canvas, 89.5x70 cm

Mohamed Nagy Museum.



Building the Dam, Abdel Rahman El-Nashar, Oil on Celotex ouSiglen Gle ey obaull gasyll e el el
123x152.5 cm, Museum of Modern Egyptian Art. 13| g paall Gall exia (s VOV, 0V




Work in the Tunnels, Gazbia Sirry, Oil on Celotex ouSiglon e o g doils (gl & Josll
47x57 cm, Museum of Modern Egyptian Art. @13l graall Gall axia (o OVxEV
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The Dam Workers, Mostafa El-Razzaz, Oil on Celotex

a3l graall gall axia pa VIPx 14

119x212 cm, Museum of Modern Egyptian Art.



The Diggers of the Dam Tunnels, Nabil Al-Husseini i Ll oy ] Lo ! glail lgyals
Oil on Wood, 120x245 cm, Museum of Modern Egyptian Art. a3l g paall Goll exia (o PEOXIY-
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Preparing the Inspection Tunnel, Al-Husseini Fawzi 6398 G iugaill gl yuaxill
Pastel and Pencil on Paper, 65x94 cm e 470 &yg Lle ploy aldg Juiuly
Museum of Modern Egyptian Art. ol s raall gall exia
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The High Dam, Mohamed Sabry Sl sl g0 1axa

Pastel on Paper, 43x59 cm @ 09x¢Y (@yg le Juiuly
Museum of Modern Egyptian Art. a3l graall poll exio
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The High Dam, Mahmoud El-Satouhy Sobadl sgano Jlell vl

0Oil on Celotex, 120x90 cm @0 QI VguSiglon Gle e
Museum of Modern Egyptian Art. ] g ranll Gall xia
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Work on the Dam, Khadiga Riad
Oil on Canvas, 60x40 cm

Museum of Modern Egyptian Art.
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Work in the Tunnels, Eglal Hafez
Qil on Canvas, 89x60 cm

Museum of Modern Egyptian Art.
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| Inspired by the Dam, Mohamed Hassanein
Felt-tip Pens on paper, 89x70 cm
P4 Museum of Modern Egyptian Art.
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The Revolution (“The Ten Doves”), Ibrahim El-Tahtawy
0Oil on Canvas, 160x98.5 cm Museum of Modern Egyptian Art.
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Presentation of the Charter, Refaat Ahmed Saleh
Oil on Celotex, 182x122 cm

Museum of Modern Egyptian Art.
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The Charter, Abdel Hadi El-Gazzar | | "\I { \
Oil on Celotex, 182x122 cm I"-..
Museum of Modern Egyptian Art. _ L P
| 2 |
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The Dawn of the Revolution
Simon Samsonian
Oil on Canvas, 131.5%193.5 cm

Museum of Modern Egyptian Art.
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Bahr El-Bagar, Mostafa Mahdy, Oil on Wood,

55x122 cm, Al-Nasr Museum in Port Said.
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Moments Before the Resurrection
Ahmed Mostafa Mohamed
Oil on Canvas, 139x90 cm

Museum of Modern Egyptian Art.
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Peace, Abdel Hadi El-Gazzar

oil on canvas, 80 x 170 cm

Museum of Modern Egyptian Art.
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Solidarity of Peoples, Inji Eflatoun oobMal il igeddl alas
Oil on Canvas, 64.5x98 cm e AAXTE0 g Gle eny
Inji Efflatoun Museum. OobMal ] exia
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The Witness, Mostafa Mahdy G380 ehuos daalill
0il on Wood, 117x190 cm e 1AW i e e
Museum of Modern Egyptian Art. a3l graall goll exia



~2is | 100

Peace, Mostafa Mahdy S\a sehaa PlL.u_”

0Oil on Celotex, 100x100 cm o et o guSiglw Gle e
Museum of Modern Egyptian Art. a3l graall goll axia






Waiting for Revenge, Mostafa Mahdy, Oil on Wood s Gle waj gage pehuaa Ll lasil
120x241 cm, Al-Nasr Museum in Port Said. Ay paill @xio aun YEIXIY:
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The Revolution, Salah Taher, Oil on Canvas Jlgi e enj palb gXLo Bygill
92.5x124.5 cm, Museum of Modern Egyptian Art. 13l graall gall cania (puw IYE,0xAY,0



A Scene from the Sad Day, Nabil Al-Husseini Sl Jud 033 agull o sgiine

0Oil on Celotex, 100x120 cm o Wt guSiglow e en
Museum of Modern Egyptian Art. a3l graall ol axia
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Peace, Abdel Wahab Morsi, Oil on Wood i3 Gle cayguye olagll e il
125x135 cm, Museum of Modern Egyptian Art. 13| g raall gall o (o WWOXIVO
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The October 6 Victory, Ahmed Nawar, Acrylic on Canvas Jloi Lle @l 38 ylgi 1and 9381 T L]
200x200 cm, Museum of Modern Egyptian Art. 13l graall gall caxio o Voox Ve
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The Freedom Fighters, Inji Eflatoun
Oil on Canvas, 100x65 cm

Inji Eflatoun Museum.
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The October War, Hussein Fawzi, Oil on Canvas

60x300 cm, National Museum of Egyptian Civilization.
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The Fighter, Abu El-Fotouh Abu Shadi
Oil on Canvas, 132.5x104.5 cm

Museum of Modern Egyptian Art.
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Conflict in Sinai, Seif Wanly, Oil on Canvas g3 e ey Jlilg o elivw § glro
72x91 cm, Museum of Fine Arts in Alexandria. Ay yaSandly dlal gisll caxio au AxVY
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October 1973, Inji Aflatoun
Oil on Canvas, 111x72 cm

Museum of Modern Egyptian Art.
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The October 6 Soldier, Mahmoud Mohamed Afifi, Oil on Celotex, ouSigln Jle caj iee 1ano 1900 1981 T Guin
117x119 cm, Al-Nasr Museum in Port Said. RVCIEEVER o4 | FE-EN 2P TR LESIN
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The Victors, Hamed Nada

0il on Wood, 100x90 cm

Museum of Modern Egyptian Art. |
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The October 6 War (“A Popular Victory”), Youssef Sida S gy« «qinlaiily pgisl 1oy
Mixed Media on Canvas, 70x98.5 cm e AAO0xV- iilad Gl dolise cilals
Museum of Modern Egyptian Art. it g raall (el exio
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October Victory, Youssef Sida
Oil on Canvas, 104x77 cm

Museum of Modern Egyptian Art.




The Martyr, Shaker El-Maadawy §9|—\—V-°-” Sl gl
0il on Canvas, 75x110 cm e NxVo Jlgi Gle en

Museum of Modern Egyptian Art in Alexandria. o yaiSXly cnadl g paall all casia
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The Banners of October 6, Mohamed Taha Hussein, Oil on Plywood s Gle cny s db taxa i8Sl Tl

62x82 cm, Al-Nasr Museum in Port Said. Aanygn paill @xie (o AYXTY
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The Young Freedom Fighter, George Bahgoury
Oil on Cardboard, 40x31 cm
Museum of Modern Egyptian Art.
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Peace with Israel, Gazbia Sirry
Oil on Canvas, 104x300 cm
Museum of Modern Egyptian Art.
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The Declaration of War
Ahmed Kamal Hegab

Oil on Canvas, 145x127 cm

Al-Nasr Museum in Port Said.



Gl JlaS sas ctuiz yaigo
e IWex & s Sle ey
i3l gaall gall exia

The Geneva Conference
Ahmed Kamal Hegab

0Oil on Wood, 140x120 cm

Museum of Modern Egyptian Art.
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Peace, Hamed Nada, Oil on Wood i Gle oy dai aals skl
128x155 cm, Museum of Modern Egyptian Art. a3l g raall gall axia (puw 100xIPA



The Procession of Peace, Rateb Seddik, Oil on Canvas o Gle ey igaao Gy aludl Sga

131.5x193.5 cm, Museum of Modern Egyptian Art. @13l g raall goll cania (puw 1AF,0x11,0
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The Bride of the Nile, Sabry Mansour
Oil on Celotex, 122x102 cm

Museum of Modern Egyptian Art in

Alexandria.



Toshka, Attia Hussein, Oil on Canvas, 86x81 cm e NxAT Jlgd e oy s didne o Saigl
Museum of Modern Egyptian Art in Alexandria. dyyuiSadly enidl g ranll (all onia
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The January 25 Revolution
Mostafa El-Feki
Qil on Canvas, 212x150 cm

Museum of Modern Egyptian Art.
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An Egyptian Icon, Mostafa Abdel Fattah, Oil on Wood s Gle cnj plisll ue (ehao iy jao digayl
163x163 cm, Museum of Modern Egyptian Art. i3l gpaall gall esia qpn TP 1TV
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Untitled, Mohamed Orabi, Mixed Media on Canvas Jlgi e dalisa ailalsg i lye sana lgic g9
160x200 cm, Museum of Modern Egyptian Art @131 s saall gall eio (g Vo) T:
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Egypt Builds, Said Sayed Hussein US> e 2 (Gud o

Acrylic on Wood, 120x120 cm o W)V dns le Al ySi
Museum of Modern Egyptian Art. a3l g raall Gl exia
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New Suez Canal, Ali Said
Mixed Media on Wood, 124x78 cm
Museum of Modern Egyptian Art.
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The Current Situation, Taha Qarni, Oil on Canvas Jlod Gle cny Gy ab bl gagll
136x214 cm, Museum of Modern Egyptian Art. a3l g raall Gall axia o VIEXIFT
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When individuals are given the opportunity to develop and express themselves freely, they become small worlds carrying

within themselves the accumulated culture of the human race that preceded them.

Their present is represented through the convergence of their age within their own being. They live a universal life in which a
collapse of the New York Stock Exchange, a conference held in Moscow; or a strike in Spain becomes a matter of personal concern.

It is a universal life that, in the words of Saint-John Perse, “devours within its essence all the paths of the world.”

The individual participates in the universal movement of existence and history. Participation means simultaneously becoming

amirror of the universe and contributing to its movement.

Dr. Heba El-Hawary



assisting in the birth of the text, while its true source is the class or social group whose worldview is expressed through the work.
Jean-Paul Sartre argued that a writer cannot write about humanity in general or about an abstract human being belonging to

all ages, as though addressing a timeless reader.

The writer must address the concrete human being, in their complete unity, within the writer's own age and among the writer's
contemporaries. Although the human being is absolute in Sartre’s philosophy, this person is absolute within a particular time,

history, and place.

For Sartre, literature must first be a literature of commitment and, secondly, a literature of situations. Sartre is also remembered
for stating that a literary work is undoubtedly a social fact. Even before taking up the pen, a writer must possess a deep

conviction in their mission and must be imbued with a sense of responsibility towards their work.

The writer is, in fact, responsible for everything: for wars won or lost, for forms of rebellion, and for methods of repression. If
the writer is not a natural ally of the oppressed, they become a partner of the oppressors—not merely because they write, but

because they are human. Sartre therefore concluded that there is no art except for others and through others.

Theodor Adorno regarded literary texts as internally contradictory structures that cannot be contained within a single ideology

or a single worldview. He criticized the narrow Marxist approach to literature that confines a work to a single interpretation.

Expressionist texts, for example, contain internal contradictions that make it impossible to reduce their meaning to one single

significance. Art cannot be reduced to a slogan.

Adorno did not, however, reject the social meaning of the literary text. Rather, he established a connection between artistic

form and its social meaning, while maintaining that this meaning cannot be reduced to a single interpretation.

The individual researcher appears to be subject to the conditions of the age, yet also appears as an expression of its spirit.
At the same time, it must be acknowledged that every researcher or scientist possesses unique conditions of discovery or

innovation that cannot be repeated, as well as distinctive moments of inspiration and spontaneity.

The history of art is therefore nothing other than the history of human liberation, while art itself represents the transition from

the sphere of fate and destiny to the sphere of consciousness and freedom.

Art is a way of life, and the human way of life consists of two inseparable processes: reflection and creation. Human beings

are not isolated.
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Lucien Goldmann argued that knowledge of historical and social life is based upon understanding the active agent within the
human group. Unlike the natural sciences, which study phenomena external to human beings, the humanities study human

activity in itself and in its structure.

Since the study of human activity is itself a social activity, there is a partial correspondence between the subject and the object

of this knowledge.

Although Goldmann agreed with other scholars that the subject of sociology is human behaviour, he differed from them in
arguing that the individual is not the true agent. To regard the individual as the true agent would lead to the acceptance of

purely psychological interpretations.

Rather, the totality of human actions performed by a particular social group possesses a structure that determines every action

arising from that group. The true agent is therefore the group rather than the individual.

When several individuals lift an enormous table, no single person can claim to have lifted it alone. It is the collective group that

has accomplished the action. It is therefore necessary to adopt the principle of the collective agent.

This conception is of great importance in the field of cultural creativity. People have traditionally regarded cultural products

as individual works and connected them to the personal consciousness of their creators.

In reality, however, these individual forms of consciousness depend upon the experiences and practices of the collective agent,

within which they merge and form a shared structure.

Lucien Goldmann likewise emphasized the totality of the literary text, which cannot be separated from the social, cultural, and

civilizational framework within which it emerged.

This idea appears clearly in his principal work on the novel, entitled The Sociology of the Novel. Goldmann studied the

transformations undergone by this literary genre in relation to developments within society.

The structure of the novel, for example, reflected the beginning of the nineteenth century, when novels portrayed a positive

hero, as in Goethe's Wilhelm Meister's Apprenticeship.

Some objections to the sociology of art arise from a misunderstanding of its project, particularly its attempt to reveal how

literary works represent the ideologies of social groups to which their authors belong.

Accordingtothistheory,theauthorisnotgrantedanextensiveindependentrole.Theauthorappearstobelittlemorethanamidwife



creator’s sharp awareness of the distinction between the self and others diminishes, the “others” become able to accept what
is offered to them. A new collective “we” is thus achieved, one that has, to some extent, been organized by the creator and

accepted by both sides.

The creator and the recipient therefore become a collective “we.” The creator's movement is directed towards this new collective

identity, and the creative process can occur only through this movement towards the other.

Dr. Shaker Abdel Hamid emphasizes that one of the fundamental components of creative activity in art is the relationship

between the artist and the surrounding environment.

Painting is a continuous process of representation and reflection through which a large amount of information is obtained

from the environment. When this information merges with the creative self, it is reformulated into new artistic forms.

Art is therefore an attempt to communicate the internal system of values embodied in the artist’s personal vision to viewers

or to others, in the hope of creating a different system of values and changing their existing value system.

We may therefore say that art represents a new sensitivity and a new form of perception that cannot be fully recognized or

understood except through others.

As Herbert Read states, the artist depends upon society and derives its character and rhythm from it because the artist is a
member of that society. At the same time, the artist also relies on individuality, uniqueness, and a particular determination to

create.

Despite evident attempts to transcend rigid patterns of behaviour, thought, and perception, the creator usually demonstrates
a reasonable degree of conformity with social traditions and with the public’s level of understanding so that communication

may remain possible.

This does not mean that the creator ceases to challenge and transform prevailing levels of taste and perception. Nor does the
creator forget that, once the work has been completed, its ultimate audience consists of the different sectors of the surrounding

society.

It has also been argued that literary works do not express individuals alone, but rather express the class consciousness of
different groups and societies. Although the writer is an individual, the writer embodies the conscience of the group and the

worldview of the communities to which they belong.
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The archaeological analysis of knowledge may also pursue another objective. It may attempt to discover whether elements such
as space, dimension, depth, colour, light, proportion, mass, and line were questioned, defined, expressed, and conceptualized

during a particular historical period through a discursive practice.

It may also examine whether the knowledge produced by that discursive practice was incorporated into theories, reflections,

educational forms, codes of practice, operations, techniques, or even the painter’s actual physical gestures.

This approach is entirely relevant to the problem of defining the aesthetic. The aesthetic is not understood merely as something
relatively independent of social and political conditions. It also appears as possessing distinctive characteristics intended to
perform a functioConsequently, a “good” work of art is one whose characteristics follow the rules and practices of aesthetic
discourse. This leads to a theory of aesthetic value that combines relative autonomy—in which aesthetic value is not reduced

to social or political value—with historicity, through which the contingent nature of discourse is recognized.

Dr. Mostafa Soueif referred to the conflict between the artist and society, which ultimately ends in communication through
the creation of a new work of art. This work is connected both to the cultural elements that have become integrated into the

fabric of society and to the other elements against which the artist has rebelled and stripped of their sacred status.

Creativity is therefore an interactive process based on active and positive engagement between the individual and the group.
Previous studies of the creative process have supported this view, regarding the creative act, after the artist has completed the
work, as “an attempt to construct the ‘we” or as an attempt to heal the rupture caused by conflict and the fragmentation of

that collective “we.”

The individual consequently experiences a need for the collective “we,” which motivates behaviour leading to creativity. What

drives the creator's movement is the strength of this need for the collective.

It has been proposed that the first condition for the emergence of a poet is the existence of a particular relationship between
the poet and society. This has been explained by considering creativity a conditioned phenomenon whose first condition must

be sought within the social environment of the creator, or genius.

The hypothesis of the collective “we” has also been experimentally confirmed. It suggests that when a group of people works
together, they rarely remain merely a collection of independent individual selves. Such complete independence occurs only

under highly exceptional circumstances. Each individual normally acts as part of a greater whole.

The purpose of the creator's movement, which involves recognizing certain barriers, is to restore a lost equilibrium. As the



Much can therefore be acquired through methods and rules, particularly in relation to heritage—and consequently to history
and art. Heritage, however, is not governed by fixed rules and cannot be artificially reconstructed. In other words, we cannot
approach it from a distance through methodological rules and instruments as though it were an object entirely separate from us.
For Gadamer, human consciousness is historically conditioned. He refers to this as “historically effected consciousness.” Since

our existence is influenced by the totality of our history, it extends beyond the extent of our conscious knowledge of ourselves.

We must therefore become aware of our heritage, which constitutes the preconscious determinants of consciousness. In other
words, we recognize ourselves by recognizing our history. Such recognition cannot be achieved through the systematic study of
historyasanobjectindependentof us, becausehistoryismade whenitaffectsus without ourbeing fully consciousof itsinfluence.
The objective methodological approach treats history in an abstract and generalized manner rather than as a
concrete reality integrated with our living experience. It therefore widens the gap between subject and object.
A methodological objectivism that attempts to turn history into a completely detached object is impossible, because the
consciousness attempting to understand history overlooks its own relationship with prior determinants, or with the effective
history that continues to influence it. Understanding must therefore remain connected to the historical event and situated

within its context.

It is important to analyse and study all forms of human expression in order to discover their meanings. Meanings, however,
cannot be understood without being connected to a system. This gives rise to a dual principle in this field of knowledge: meaning
and system. In its attempt to discover meanings within their particular systems—using Michel Foucault's terminology—art
criticism does not primarily seek to study conflicts within a particular society. Rather, it seeks to form a general image of the

system that produced the work of art. It is this system that gave human artistic expression its meaning.

This is the concept examined in the present study through connecting social transformations in Egypt with the different

stages and schools of Egyptian visual art.

Foucault also proposed the study of the different strata of art according to the discursive formation contained within artistic

discourse. When analysing an oil painting, it is possible to reconstruct the discourse implicit in the painter's work.

One may recover the painter’s hidden intentions, which were not expressed in words but through lines, surfaces, and colours.
One may also uncover the underlying philosophy believed to have shaped the painter’s vision of the world. It is possible to
search for the scientific knowledge and prevailing opinions of the period and examine the extent to which they appeared in

the painter’s works.
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There is no separation between habits of behaviour, or customs, and habits of thought, or collective ideas. Every custom, and
every organized set of customs, is accompanied by a corresponding body of collective ideas.Actual social behaviour, as observed
in real life, must be distinguished from culture, which consists of habits and tendencies towards action rather than the actions
themselves. Although actual behaviour is largely determined by habits, it is simultaneously influenced by the individual's
physiologicalandemotionalcondition, thestrengthoftheirmotivations,andotherexternalfactorssurroundingthesituationitself.
Actual or observable behaviour is of central importance when discussing cultural change. Whenever social behaviour
consistently deviates from prevailing cultural habits, it first produces changes in social expectations and subsequently leads
to changes in customs, beliefs, and rules. In this way, collective habits are transformed or modified, and culture seeks once

again to conform to the new standards of actual behaviour.

Changes in social behaviour, and consequently in culture, originate in significant changes in the conditions of life within a
particular society. Any event that alters the conditions upon which collective behaviour is based may weaken habitual actions
and encourage new responses, potentially producing cultural innovations. Events that influence cultural change include
population growth or decline, changes in the geographical environment, migration to new environments, contact with peoples
of different cultures, and natural or social disasters such as floods, crop failures, epidemics, wars, and economic depressions.
They also include scientific discoveries and events associated with particular individuals, such as the death of a leader or the

emergence of a powerful political figure.

The Relationship Between Art and Society

Hans-Georg Gadamer expressed his opposition to Immanuel Kant's conception of aesthetic experience as timeless and
objective. Gadamer argued that the belief that aesthetic consciousness can be entirely separated from its external connections
is anillegitimate abstraction, because both the work of art and the person experiencing it occupy particular historical positions.
The purely aesthetic dimension is therefore transcended in every encounter with a work of art. Gadamer drew attention to the
crisis of our alienated aesthetic consciousness, which has come to regard art as an isolated aesthetic form, independent of the
other forms of human life. He therefore attempted to re-establish our aesthetic consciousness and reveal the true nature of the
“beautiful in art,” which cannot be understood separately from the forms of human life, such as symbolism, play, celebration,
imitation, myth, and religious experience with its rituals and ceremonies. Among ancient peoples, art appeared through and
arose naturally from these forms without difficulty, because aesthetic consciousness did not constitute a barrier separating the

phenomena of art and beauty—as human creations—from human reality and the lived world.



Social Movements

Social movements usually arise from economic and cultural changes affecting the material foundations of society, as well
as from new ideas transmitted from other societies. Accordingly, social movements are not, in themselves, considered the

primary cause of social change. During certain periods, however, they may become a powerful force for social transformation.

Social movements represent the shared desires and aspirations of people seeking to achieve common goals. Purpose-oriented
social groups may themselves be an expression of a particular social movement. More precisely, some social movements may

take the form of purposive social groups.

Sociologists have distinguished between two types of culture. The first is material culture, sometimes referred to as civilization,
which consists of the objects that satisfy people’s material needs, such as tools, houses, clothing, and means of transportation.
The second is spiritual culture, which expresses humanity's aspirations towards ideals such as beauty, goodness, justice, and

truth. It comprises the ideas, customs, and symbols through which people attempt to realize these higher ideals.

Practical reality, however, reveals that this distinction between material and spiritual culture has no firm foundation. Every
material object existed as an idea before it was created and embodied in physical form. Every product was, in one way or
another, a form of imagination or an idea in the human mind. Conversely, every idea, even the most abstract and elevated,
must be embodied in some material form before it can be perceived by people. In other words, it must first become material

and objective.

Cultural Change

Despite the conservative nature of culture, it undergoes changes from time to time and from one place to another.
Before examining the processes through which culture changes, it is useful to provide a general background to cultural
change through a number of key elements. The customs prevailing in a particular society—that is, those shared within
that society and constituting its culture—fall into two broad categories: habits of behaviour and habits of thought.
The former may be called customs, while the latter may be called collective ideas. Customs include forms of behaviour
that can actually be observed, such as manners or etiquette, rituals, and methods of using material objects. Collective
ideas, by contrast, cannot be directly observed; rather, they are inferred from the ways in which they are expressed
through language and actual behaviour. They include matters such as practical knowledge, religious beliefs, social

values, behavioural expectations, and the rewards and punishments expected to follow conformity or deviation.
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The Relationship between Culture and Society

The most important characteristic of societies—ancient and modern, developing and developed—is that they are constantly
changing. This is an undeniable fact: no society is static, and there is no society in which we cannot observe changes in its
economy, politics, organization, structures, size, and values. Social change is therefore a fundamental phenomenon through

which social life, in its pursuit of survival and growth, ultimately seeks to achieve equilibrium with reality and social stability.

The difference between developed, developing, and underdeveloped societies may be attributed to social change. More
generally, particularly in the modern era, the difference between societies lies in the pace of social change. Change may occur
slowly and be difficult to perceive within a short period of time; it may occur gradually; it may be rapid and therefore easily

perceived and observed; or it may take place in sudden leaps.

Social change does not occur in all social phenomena in the same manner or at the same rate; rather, it varies from one
phenomenon to another. Some groups may advance further in the process of change than others, while others may take
that change to extremes. It is also noticeable that the material elements of social heritage change more rapidly than its non-

material elements. This phenomenon is known as cultural lag.

The relationship between culture and society is complex and deeply intertwined. Nevertheless, it is characterized by the fact
that each influences and is influenced by the other within a close dialectical relationship. The intellectual and theoretical
disagreement concerning culture and society arises from the tendency of sociologists and social thinkers to emphasize one of

the two as the principal determinant of the relationship.

This intellectual disagreement is clearly evident between the advocates of structural functionalism, on the one hand, and
the advocates of historical materialism, on the other. While proponents of the former theory in Western capitalist societies
focus on the concept of culture and regard culture as a whole as the primary determinant of the nature of society, proponents
of the latter focus on society as the primary determinant of the nature of culture. Between these two polarized positions
lie other, less rigid approaches, which sometimes incline towards culture and at other times towards society. In studying
and examining the Egyptian visual artworks included in the “Image of Egypt” exhibition, it was therefore necessary to
establish a connection between the artworks and their social and political contexts, as well as the decisive transformations

experienced by Egyptian society throughout its different stages and at pivotal moments in its history and development.



Among them were works by Hussein Fawzi, Effat Nagy, Mohamed Sabry, Hamed Owais, Mostafa Ahmed, Baligh Hamdy, Abdel
Rahman El-Abnoudy, Umm Kulthum, and others who rose to support the leader’s cry that shook the world sixty-six years ago,

between the uprising of the nation and the joy of creativity.

Art Critic: Mr. Mohamed Kamal
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a luminous white blaze, appearing to reveal machines, cranes, and gears that extend across the entire face until they reach the

area beneath the chin in the form of two deep circles.

These circles establish a visual and spiritual dialogue with the sharp eyes, filled with defiance, as though declaring the inevitable
triumph of will. Nawar reinforced this idea through the bird emerging between the gear-like eyes. Its wings occupy the place of
the eyebrows, while above its head rests a half gear, symbolizing the radiance of the mind and its state of heightened alertness

and capacity for work.

The work as a whole establishes the idea of the fusion between mental and mechanical energies at the decisive point of
will. This will derives its national affiliation from the symbolic chromatic dimension embedded in the brown gradations that
dominate the entire scene, through which the artist attempted to approach the texture of the land, between its dust and its

mud.

What is remarkable is that Ahmed Nawar was then still a student at the Faculty of Fine Arts in Cairo. Yet this was the

voluntary responsibility that had spread across the country at the time.

Abdel Halim sang of it in 1963 through a popular melodic fabric by Kamal El-Tawil, using the traditional mizmar and large
drums, relying on march-like tones and a choir repeating with Halim the poem Responsibility, one of the deepest works

written by Salah Jahin. In it, he brilliantly wrote:
“Here you are, you have taken membership, and have become part of the central committee.”

There is no doubt that Gamal deserved stardom in that immortal national celebration, after nationalizing the Canal for whose
digging Egypt had paid with 120,000 martyrs. He then moved forward with the masses to build the High Dam, one of the

greatest projects of the twentieth century.
In his address to his people, he said:

“Today, citizens, with our sweat, our tears, the souls of our martyrs, and the skulls of those who died in forced labor one
hundred years ago, we can develop this country. We shall work, produce, and increase production despite all conspiracies.

Whenever words come from Washington, I shall say to them: die of your rage.”

It was therefore natural that Gamal Abdel Nasser should remain a star in the sky of resistance and freedom to this day, after

artists crowned him with wreaths of roses that have remained landmarks in the history of Egyptian art.



He then proceeded to weave narration with song, and storytelling with music, drawing on a distinctive folk heritage revealed

by Ahmed Shafik Kamel when he challenged colonialism and wrote:
“We said we would build, and here we are, we built the High Dam.”

In that same golden year, 1964, Fathy Ahmed (1939-2006) presented his graphic work The High Dam, using wood engraving
with knives of varying thickness. Through this technique, he captured the construction scene of the Dam from a realistic
overhead angle, limiting his colors to black and white, without any sudden dazzle that might undermine the cohesion of the

composition.

This was a quality that distinguished Fathy throughout his artistic life. White dominates the scene, which is crowded with
cranes, containers, trucks, and workers' housing. The elements appear like scattered pearls on the body of the rocks, especially
as the artist used the technique of precise incisions with the engraving knife to create a visual dialogue between dot, line, and

mass under showers of light.

Although the human body disappears completely from the image, Fathy Ahmed skillfully replaces it with the highest degree

of spiritual and mechanical energy, both of which reveal a hidden human resolve bursting from the womb of the earth.

Because the beginning was the true spark of ignition, as previously noted, Mohamed Abdel Wahab's imagination seized upon
it when, in January 1960, he embodied the will of heroes between the uprising of the nation and the joy of creativity in the

song The Hour of Serious Work.

In its introduction, he boldly employed the sounds of excavators and machines over the thythm of the pentatonic scale used by
artists of the South, perhaps as a tribute to the people of Nubia, who were harmed by displacement because of the construction

of the Dam.

In the background, the voices of the male choir roared with work cries, stirring collective determination, in a dialogue of
varied musical modes with Abdel Wahab's sweet voice. He produced a new and distinctive melodic formulation for Hussein

El-Sayed’s poem, which begins:
“The hour of serious work, the hour of serious work, has struck, workers of tomorrow.”

Then came Ahmed Nawar (born 1945), who presented his famous work The High Dam — The Will of Man in 1966. In it, he used

ink drawing on chipboard to embody a face washed by a torrent of insistence and challenge. The cheeks and lips recede behind
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On 14 May of the same year, Abdel Halim Hafez sang his masterpiece The Orchard of Socialism, composed by Mohamed El-
Mougy and arranged by Ali Ismail. The song celebrated the diversion of the Nile's course as the first stage in building the Dam.
It did so through a thunderous popular musical formulation that used the sounds of keys, tambourines, and pickaxes, in a

thythm filled with speed and joy at once.
Together, they embodied the deeply simple yet profound lyrics of Salah Jahin, whose opening line says:
“At the head of the orchard of socialism, we stand engineering the water.”

In 1964, Abdel Hadi El-Gazzar (1925-1966) produced his monumental painting The High Dam, using oil colors that avoided
superficial dazzle. He relied on an earthy gradation beginning with yellowish white and moving toward dark brown, enriched
with touches of green, violet, and red, to build that awe-inspiring scene in which man unites with machine through a giant
body.

El-Gazzar focused on the head and chest, through a fabric of iron partitions, nuts, and bolts, while leaving the face as flesh and
blood, with familiar human details. The face bears a sharp and serious gaze, full of determination and will. It may even come

close to the face of Abdel Nasser himself, symbolizing the fusion of leader, people, and machine within a single structure.

This is further affirmed by El-Gazzar through the romantic relationship between a male and female worker at the lower right
of the painting, amid the noise of labor at the site, in addition to the figures bathed in bright light in the depth of the scene’s

third dimension.

I believe that the core expressive message of El-Gazzar's work lies in exalting the human being above the role of the machine.
Through his will, man can always bend iron and subject it to his purpose, through an existential energy derived from the

Creator's gift to those of strong resolve.

Although artists had reached a relative maturity four years after the start of the Dam’s construction, as we have seen in the

works produced in 1964, the first spark gave creativity at the time a heat of its own distinctive flavor.

At the celebration marking the laying of the foundation stone of the project in Aswan on g January 1960, Abdel Halim Hafez's
voice rang out with The Story of a People. Kamal El-Tawil opened the song with the magsum rhythm, blended with rural

clapping, signaling the central place occupied by the worker and the peasant in the revolutionary scene at that time.



He then began exposing the policy of military alliances, explaining how the Baghdad Pact had been frozen and its purpose
defeated. He also revealed the frenzy that seized the West after Egypt concluded the Czech arms deal, or the Russian arms deal
as he called it. He then inflamed the enthusiasm of the crowd by recounting his challenge to the American envoy George Allen,
and his threat to expel him from his office if he handed him the American president’s letter containing an insult to Egyptian

dignity.

Thus, when Nasser stated that nearly 120,000 forced laborers had died digging the Canal, it was only logical to nationalize that
entity for which we had paid dearly, so that we could build something even greater. The High Dam remains, to this day, one of

the pillars of Egyptian national security.

At this decisive historical turning point in our modern history, I saw the cry of this struggling leader as deeply influential in
our social structure and artistic fabric. It became a popular chant, played by Nasser between the uprising of the nation and the

joy of creativity.

For this reason, we shall attempt here, within this limited space, to unveil the impact of this colossal project on our creative
sphere through an applied segment within the movement of Egyptian art, across the axes of visual art, word, and melody. This
will be framed by selected words from Gamal Abdel Nasser's famous speech, in an attempt to illuminate the features of that

era for future generations, when the Egyptian individual was fully fused with his national responsibilities.

In 1964, Abdel Rahman El-Nashar (1932-1999) produced an oil painting on celotex entitled Building the Dam. In this work,
empty space disappears entirely. The painting is crowded with arabesque interlacings of organic and geometric elements, led
by the human figure, which merges with the machine as the hero of the project. Cranes, dredgers, winches, pumps, switches,

gates, ladders, and other construction tools all take part in the scene.

El-Nashar carefully constructed the image in a manner suited to the drama of the vision and the intensity of the event. A
closer look suggests that he divided the scene into horizontal rivers before filling them with his pictorial elements, in which he

appears to have drawn on the art of miniatures, as well as the concept of ancient Egyptian mural painting.

At times, the composition appears to the viewer, because of its cohesion and precision, like a thick-piled carpet. El-Nashar also
gave the work a symbolic dimension through the dominance of earthy yellow across all its parts, an allusion to the will of the

people being wrapped in the scent of the land.
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A Leader’s Cry that Led to the Building of the High Dam

Between the uprising of a nation and the joy of creativity, certain words in the life of peoples remain like lanterns, lighting

the way for successive generations, especially when they come from leaders who willingly chose to merge with the masses.

I therefore believe that President Gamal Abdel Nasser's meeting with his people in Al-Manshiya Square in Alexandria on
26 July 1956 was not merely a political speech, dressed in the usual evasions and diplomatic deceptions common to such

occasions. Rather, it was a thunderous cry in the face of colonialism, tyranny, and their agents across the world.

It was a noble moment of candor between a leader and his people, through which precise facts emerged, far removed from
randomness or recklessness. These facts led, in a scientific and logical manner, to the nationalization of the Suez Canal,
restoring it to Egyptian control after one hundred years of organized foreign plunder. It was the powerful blow Nasser struck

against the face of global imperialism.

From the jaws of that imperialism, he seized purely Egyptian funding for the construction of the High Dam from the Canal's
revenues, which at the time amounted to 35 million Egyptian pounds annually. Meanwhile, the United States and Britain had
been courting us with aid of 70 million pounds, to be paid over ten years, in addition to the World Bank's share, estimated at

200 million pounds, which would only be paid five years after work on the Dam had begun.

In other words, the forces of international blackmail were bargaining with us over 270 million pounds out of a total cost of

1,000 million pounds required to build the project, while we would pay 730 million pounds from our own sweat.
Why, then, should we kneel and abandon our stolen right?

Herein lay the genius of Abdel Nasser's speech. With remarkable skill and wisdom, he stirred the will of public opinion
through both reason and emotion, so that it would become a pillar of support in the decisive battle against colonial piracy. He

intelligently linked political freedom with economic self-sufficiency.

He began his speech by speaking of the martyrs Mostafa Hafez and Salah Mostafa, then moved on to the question of unity
with Syria, the Bandung and Brioni conferences, and the Mutual Security Pact through which the United States sought to

impose its guardianship over the Egyptian army.
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The Armed Forces safeguarded the country from the strife that lay in wait for it, which sought to hijack Egypt in the name
of religion and nearly tore the Egyptians apart and divided them. Then, the will of the people erupted anew on 30 June 2013,
when millions took to the streets in a mighty revolution, and the Armed Forces, under the leadership of Lieutenant General
Abdel Fattah El-Sisi, then Minister of Defense, stood with the people and issued the statement of 3 July 2013 to rescue the
country from the clutches of conflict and discord, shouldering the responsibility alongside the national forces and heralding

the beginning of the phase of founding a new republic.

On 5 August 2014, President Abdel Fattah El-Sisi announced the commencement of digging the New Suez Canal, a dream
project accomplished in a single year, financed purely by popular subscription through Suez Canal certificates, without
borrowing from anyone or submitting to any conditions. The magnificent inauguration took place on 6 August 2015. Compare
this moment with the inauguration of 1869: there, Emperor Napoleon III did not attend and sent his wife Eugénie out of
fear of the Ottoman Empire. Here, the French president at the time, Francois Hollande, is at the forefront of those present,
witnessing the achievement of the Egyptians and recognizing their free will and independent decision. Egypt no longer asks

for permission, nor is it a subordinate; it is the one that opens its arms to the world from a position of strength and pride.

This history, in all its stations and transformations, has been documented by the brush of the artist and the lens of the sons
of this homeland, as well as by what the press has presented and what documents have preserved. This is precisely what this

national exhibition offers, which we dedicate to our country on its National Day, the thirtieth of June 2026.

Welcome to "Image of Egypt', where the scene is completed by the painting, the event, and memory.

Dr. Islam A. A. Biomy

Assoc. Prof. of Tourist Guidance & Modern History



time. Indeed, what the Egyptians accomplished then rendered that campaign the last of the Crusades against Egypt. We then
pause at the French Campaign in Egypt in 1798, one of the most significant outcomes of which was the book Description de
1'Egypte. In addition to its scientific, historical, social, and geographical importance, this work is considered a crucial starting
point for portraiture in Egypt and the gateway through which this type of art entered the country, after which the Egyptian
artist recovered his memory in drawing, painting, and creativity. From this station, we move to the accession of Muhammad

Ali Pasha to power in Egypt in 1805, heralding the beginning of a new phase in the history of the modern Egyptian state.

Elsewhere in the exhibition, we address the Suez Canal and the struggle of the Egyptians in digging it, and its magnificent
inauguration in 1869, which the world talked about at the time. This was followed by the struggle of the Egyptians against the
British occupation and their continuous striving, which culminated in the 1919 Revolution led by the leader Saad Zaghloul—a
revolution that awakened national consciousness and forced the occupier to reconsider its calculations. These efforts bore
fruit when Saad Zaghloul assumed the premiership in 1924, after having been exiled and banished, and then assumed the
presidency of the Egyptian Parliament until his death in August 1927, leaving behind a legacy of struggle that inspired

subsequent generations.

The struggle of Saad Zaghloul and his comrades, the support of the Egyptian people, and the resulting rejection of corruption
all paved the way for the 1952 Revolution and the declaration of the Egyptian Republic in 1953. Subsequently, the Egyptian
people strove for development, and for the construction of the High Dam, and nationalized the Suez Canal in 1956. Egypt then
faced a tripartite aggression that highlighted the resilient character of the struggling Egyptian people and demonstrated their
prowess in combating this aggression. Despite the setback of 1967, the Egyptian people did not surrender; they continued on
the path of development and progress, and the construction of the High Dam was completed and inaugurated, concurrent with

the War of Attrition, which was crowned by the glorious October Victory in 1973.

Following this victory, Egyptian diplomacy did not rest, and its efforts were crowned with the Peace Treaty in 1979, leading
to the return of the entire Sinai on 25 April 1982. Despite the fact that Taba remained disputed, Egypt waged an international
legal battle before the Arbitration Tribunal in Geneva, and on 29 September 1988, the ruling was issued in its favor, so that the
Egyptian flag was raised over Taba on 19 March 1989, thus completing the liberation of every grain of Egyptian soil without

‘war.

After more than two decades, the Egyptian people rose up in January 2011 to correct the nation's course; the Armed Forces

were a support and a protector, and the Supreme Council of the Armed Forces assumed the administration of the country.
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Image of Egypt: Art and History

The "Image of Egypt" exhibition is an extension of a series of historical art exhibitions that seek to present Egyptian history
through art. In this exhibition, we place before the public pivotal moments from Egypt's ancient history, recorded by the
brushes of a select group of patriotic Egyptian artists. The aim of the exhibition is not limited to abstract historical narration;
rather, it goes beyond that to create a visual dialogue between the artwork and the historical event, so that the national memory

remains alive and new generations come to know their history from an integrated artistic and intellectual perspective.

This exhibition is the culmination of a series of previous exhibitions that have enjoyed wide public acclaim, beginning with the
"Al-Khabi-a" (The Hidden) exhibition, through "Alexandria in 300 Years" then the "Saad Zaghloul" exhibition at the Museum of
Fine Arts in Alexandria, and up to "Umm Kulthum... The Voice of Egypt", which was held at this very location, the Aisha Fahmy

Palace in Zamalek. Today, we continue this approach, placing the "Image of Egypt" before visitors of all age groups.

The primary objective of this exhibition, like that of its predecessors, is twofold: first, to deepen the knowledge of current and
future generations of their national history through artistic testimonies that give history a human and sensory dimension; and
second, to contribute to elevating public taste by presenting high-caliber visual and intellectual content. Together, these two
objectives constitute the mission we are committed to fulfilling, and the success we have achieved in previous milestones is

what drives us to persevere.

Before reviewing the contents of the exhibition, it is worth noting that the artistic and spatial considerations related to the
dimensions of the paintings and the nature of the venue did not always allow us to adhere to a strict chronological order.
However, we have endeavored to preserve the historical methodology as a general framework governing the exhibition.
Furthermore, at certain junctures, we were unable to procure the original artwork that records a particular historical event;
we compensated for this by drawing on contemporary magazines and press coverage of the event, in addition to photographic
images, which represent an important form of visual art and acquire, in this context, immense historical and documentary

value.

The exhibition begins with paintings depicting the victory achieved by the Egyptians at the Battle of Faraskur and the capture
of King Louis IX, leader of the Seventh Crusade, in 1250 AD. This event represents a decisive historical phase in which the

Egyptian fighter emerged and proved his ability to defend his homeland despite the difficult political circumstances of the



The exhibition also does not seek to provide a comprehensive account of every major historical milestone. Some significant
events may not have been directly addressed by the visual arts, or relevant works may not have been available within the
collections accessible for display. Therefore, the selection of works was shaped by the nature of the available material, the

exhibition space, and the visual narrative that the exhibition seeks to present.

At the end, one question remains open before every visitor: which of these images represents you, and which one is closest to

your heart?

Dr. Ali Said
Exhibition Curator

General Director of Art Centers
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vast screen. The mobile phone became a witness. The press photograph became evidence. The moving image passed from the
hands of institutions into the hands of the people. The image was no longer the preserve of the state, the newspaper, or the

artist. It became the property of the citizen who documents, witnesses, sends, and shares.

In 2013, the image of the crowds returned once again with the June 30 Revolution, affirming that the Egyptian people do not
submit to the presence of external forces controlling them. The human mass became a political message. Here, the image was

not merely a record. It was an expression of a position and a desire to change course.

The exhibition “Image of Egypt” addresses these stations not as closed historical lessons, but as visual materials open to
contemplation. The artwork gives the event a symbolic dimension and reimagines it through color and composition. The
photograph preserves the features of the moment as it happened, yet it is never without a point of view. The press image carries
the heat of the news and the speed of time, revealing how journalism saw the event in its own moment. As for newspaper
pages and documents, they represent written memory when it becomes an image: headlines, signatures, statements, maps,

and seals. The moving image adds time, sound, and movement to all of this, bringing the past closer to a lived experience.

The “Image of Egypt” is not a fixed image. It is accumulated layers of strength and fracture, construction and resistance, dream
and trial, state and people, document and street, individual and collective. Each layer does not erase what came before it. It

adds a new meaning to it.

This is where the importance of the exhibition lies. It does not summon history for decoration, nor does it display images
merely as archival materials. It invites the visitor to see how the image shaped our awareness, how it preserved memory, and
how it contributed to forming the idea of the homeland. Nations do not live only by what happened to them. They also live by

the way they remember what happened, and by the images they choose to keep present in their conscience.

“Image of Egypt” is a journey through the visual memory of the homeland. A journey that begins with battle, and passes through
revolution, construction, defeat, victory, peace, the restoration of land, and popular movement. It sees Egypt in moments of
transformation, not as a name on a map, but as a continuing visual narrative shaped by the artist, the photographer, the

journalist, the historian, and the citizen.

Finally, it should be noted that the exhibition's selection of works was based on artworks held within the collections of state
museums and sites affiliated with the Fine Arts Sector. It did not extend to private collections, while fully acknowledging the

existence of other iconic works that hold a significant place in Egypt'’s artistic and national memory.



witnessed a serious cultural project through which visual artists of that period conveyed the features of the time with honesty

and integrity.

In 1956, the image of the nationalization of the Suez Canal stood against the image of the Tripartite Aggression. Here, the
image became a weapon. The newspaper carried the news, the camera recorded the aggression, the political poster mobilized
the public, and the speech transformed the event into a symbol. The Canal was no longer merely a waterway. It became a sign
of national sovereignty. In 1960, with the beginning of the construction of the High Dam, another image of Egypt emerged:
the image of construction, development, collective labor, and faith in the ability of the state and society to turn a dream into
reality. The works of Seif Wanly, Owais, Fathi Ahmed, El Sagini, Gazbia, and others came to capture the emotions and hopes

moving within the collective consciousness.

Then came the National Charter in 1962, as a political and intellectual document expressing the perceptions of that phase
regarding social justice, political organization, and the role of the state. El Gazzar reflected this event in one of his most
important works. After that came the defeat of 1967, one of the harshest images in modern Egyptian consciousness. It was not
merely a military defeat. It was a deep wound. Images of withdrawal, silence, questions, and collapse. Yet the exhibition does
not stop at defeat, because it traces how Egypt resisted the aftermath of the setback. From 1967 to 1973, the War of Attrition
rebuilt confidence and reshaped the image of the Egyptian soldier, not as a symbol of defeat, but as a human being resisting,

preparing, and regaining the ability to achieve victory.

In 1973, the image changed once more. The October Victory was not only a military event. It was a moment in which national
dignity was redefined. The image of the crossing, the soldiers on the eastern bank, the destruction of the Bar Lev Line, and
the raising of the flag all became part of Egyptian memory. Here, the image no longer merely documented what happened. It

created an enduring feeling that defeat had not been the end.

Then came the Peace Treaty and the Camp David Accords in 1978, opening a new phase of debate and transformation. The
image of war gave way to the image of negotiation. Later, in 1989, Taba returned to Egyptian sovereignty, in a scene confirming
that land can be restored by arms, and can also be restored through law and patience. Here, the document emerges as a special

kind of image.

With the features of the Mubarak era, images of long stability, economic transformations, major projects, and urban expansion
appeared. At the same time, questions of society, politics, justice, and the future continued to accumulate. These questions

erupted in 2011. The January Revolution was one of the most image-dense moments in Egyptian history. The square became a
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“Image of Egypt”: A Journey Through the Nation's Memory

Egypt, in this exhibition, is not presented as history being narrated, but as the way history is narrated. The image, in all its
meanings and multiple forms, is the central protagonist. It is an image shaped by wars, revolutions, major projects, political

transformations, and faces that crossed time and left their mark on memory.

From the Battles of Mansoura and Fariskur in the thirteenth century, where the Egyptians’ ability to defend their land was
revealed at a decisive moment in the region’s history, to the French Campaign of 1798, which opened a new chapter in the
conflict between East and West. From the pledge of allegiance to Muhammad Ali in 1805, when the features of the modern
state began to take shape, to the opening of the Suez Canal in 1869 after years of arduous work, Egypt became a pivotal point

connecting two worlds.

The exhibition unfolds across a broad timeline. It does not treat history as a rigid sequence of events, but as a visual memory.
Each station along this line carries an image. The image of a hero, a people, a square, a newspaper, a document, a painting, or a

moving frame preserving a moment that might have vanished had it not been seen and recorded.

In the Urabi Revolution of 1882, the image of the peasant, the soldier, and the popular leader appears in confrontation with
foreign domination. In the 1919 Revolution, the image expands to include the entire Egyptian street. Women and men, students
and workers, Muslims and Christians, all chanting for the idea of the homeland as a collective right, not a favor granted by
anyone. Then comes the moment of Saad Zaghloul taking the constitutional oath before Parliament in 1924, presenting before
us the image of a constitutional state searching for its form, its voice, and its place between occupation and popular will.
Those periods were not witnessed directly by Egyptian artists who were fully engaged in their events and able to transmit
their living reality to us, with the exception of Mahmoud Mokhtar through the statue of Egypt's Renaissance and the statues
of leader Saad Zaghloul in public squares. Yet Mohamed Nagy, Hussein Fawzi, Abdel Aziz Darwish, and others succeeded,

decades later, in conveying the general spirit of those events.

With the arrival of 1952, Egypt entered a new phase. The Revolution began with the image of Mohamed Naguib. Then came
the era of Gamal Abdel Nasser, with its grand dreams and deep transformations. In this phase, the image cannot be separated
from the political and social project. The image of the worker, the peasant, the factory, the dam, the school, the army, and

the mass speech. It is the image of a country trying to redefine itself after decades of occupation and social disparity. Egypt
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“Image of Egypt”: A Visual Narrative of the Nation

Today, we gather to celebrate “Egypt’s Living Memory” through the inauguration of the “Image of Egypt” exhibition, hosted
by the Aisha Fahmy Palace Arts Complex, in conjunction with the commemoration of the glorious June 30 Revolution. Through
the launch of this distinguished exhibition, we reaffirm the Egyptian State’s support for the arts, based on its firm belief that

art serves as the compass that preserves the rhythm of national identity in the face of challenges.

This exhibition is not merely a display of artworks; rather, it is a visual journey spanning more than one hundred years of
Egypt's modern history. This history has been visually documented through a remarkable cultural presentation in which
paintings, sculptures, photographs, rare historical documents and periodicals, and documentary films come together. This rich
artistic collection has been gathered from eleven museums and cultural sites affiliated with the Fine Arts Sector, forming a

comprehensive visual memory of the nation.

These works constitute a visual narrative of our beloved homeland. They safeguard our history from oblivion and reinterpret
the major events that have shaped it—from the Battles of Mansoura and Fariskur, through the 1919 Revolution, and up to the
contemporary revolutions. They present these events through a creative perspective that brings them closer to the heart of

every Egyptian citizen.

The “Image of Egypt” exhibition also offers a thoughtful artistic interpretation of the political, social, and historical events that
have shaped the collective consciousness of the authentic Egyptian people. Our great artists succeeded in becoming a mirror
of these events by documenting moments of challenge, hope, and triumph. Through their eyes, we witness the story of a nation

that refuses to bow.

The Fine Arts Sector firmly believes that art is the living memory of nations. Therefore, this exhibition represents an attempt

to revive our history and present it to future generations as a testament to the greatness and resilience of the Egyptian will.

Ultimately, through this major artistic event, we aspire to deepen collective awareness, enabling every Egyptian to recognise
that we are the heirs to a great history and that every event our nation has experienced is another building block in the

monumental edifice of our pride and dignity.

Prof. Mahmoud Hamed
Head of the Fine Arts Sector
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