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Fig. 1-Omar Onsi-Venus-Lebanon Lt = i = il e — | iy s

iFig.2- Botticelli-Creation of Venus-painting- 13 530 = Ll = jopeas = gigh gl = AL2n 3y =2 o3y dcs
Italy-15th century
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Fig 3- Tintoretto-Sausanna and the Elders-painting-ltahy-16th century
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Fig. 4-Omar Onsi-Voyeur and Bathers-painting-Lebanon
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Fig. 6-Rambrandt-Stoning St. Stephen-painting-Holland-17th century.
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Fig.7-Photocopied of a page from the book o ieat 33 ladtsed sga =7 oy 52
of magic spells. Seen is the number and fig- S e ity 5 palall o pnit) L o
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Fig. 8- Shaker Hassan Al-Said-Abstracted magic board-oil painting-Iraq
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Fig. 9-Shaker Hassan Al-Said-abstract-china ink on paper-lraq.
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Fig.10-photocopy of two pages from Arabic manuscript about astronomy.
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Fig.11-Nazir Nabaa-oil painting-Syn
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Fig. 1 2-Dante Gabnel Hossett-Venus-oil painting-19th century

Pk
i
LG




J9 50 — 1 e ] e L E Rl £ E SRS I I?'l:'-_ﬂ.'—‘--"—
Fig 13-Edward B. Johns-oil painting-England-15th century
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Fig 14-Nazir Nabaa-oll painting-Lebanon
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Fig. 19=John Everette Millais- Uphelia-oil painting-England-13th canlury
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Fig. 19-Nancy Grossman Fig.18-Nancy Groseman-
sculpture | mized media) sculture (mixed media)-US
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Fig.20-Nancy Grossman-sketch drawing in charcoal and graphite on paper

Fig.21-Nancy Grossman-bronze-
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arn suggestions in this respect on the other. This conclusion should provoke a number of questions
about the philosophy behind the background to the alleged supremacy of Arab fine art and visual
texts. Is this alleged background motivated by patriarchal Arab culture and thought? What are the
justifications in this respect?

There is hardly any doubt that more studies are needed to settle the controversies and dispel the air
of confusion. More studies are needed as well to dismantle suspicions overwhelming the relationship
between Arab artists and critics.

Dr. Yasser Mongi

®



But the question is: what were the motives which shifted the attention of such a celebrated Kuwaiti
sculptor away from his life-size sculptures of Muslim figures and the concepts of motherhood? Did
the Western influence in achievements by pioneering Arab artists play a role in this respect? A com-
parison between Sami's works and the artistic experiment of American artist Nancy Grossman, who
is also three years younger than Sami, could suspend curiosity about the Kuwaiti artist's change
of heart in this regard, Like Sami, the American artist revealed tortured human heads, which are
muzzled by black leather tapes. The case in hand is Sami's bronze sculpture (fig.17) and Gross-
man's (fig. 18).

Moreover, the American artist came up with a sculpture, in which she handled man’s agony and
pains more elaborately and cleverly than Sami did in his work (fig.18). Perhaps, Sami's change of
heart took place after he did course from 1974 to 1976 on sculpture in the Johnson studio in the
town of Princeton in New Jersey, which is Grossman'’s birthplace. Perhaps. Sami could not resist the
influence of the American sculptor when he came across her works during this period, An exhibition
the American sculptor organised in 1968 in Extreme & Cordier gallery should eliminate suggestions
that it was Grossman, who was influenced by the Kuwaiti sculptor.

In this exhibition, which was held 10 years before Sami came up with sculptures1, Grossman re-
vealed her tortured and gagged human heads. As long as Grossman's influence in Sami's work is
concerned, the Kuwaiti sculptor was more influenced in his bronze work (fig. 22) by Grossman's
sketch drawing in charcoal and graphite (fig. 20), which was modified in her sculpture (fig. 21).
Further, Sami imported more influence in his painting (fig. 23) from Grossman's skelch drawing
(fig.24).

The American artist's overwhelming impact on Sami's artistic experiments should challenge ant crit-
ics, who insisted that assala played the biggest role in the achievements of pioneering Arab artists.
Enthusiastic to their vision, these critics indicated that the Kuwaiti sculptor's works were intense with
political suggestions associated with the painful experience of the Palestinian people. Taking the is-
sue too far, Sami's works were alleged to have been inspired by the massacres committed by lsrael
against the Palestinians in Sabra and Shatilla camp in Lebanon.

Also enthusiastic to Sami's political suggestions an art critic addressing a seminar rushed to com-
pare Sami to Egyphan sculptor Gamal al-Segini. In his statement, the art critic said: "l would safely
compare Sami Mohamed to Gamal al-Segini. Both sculptors paid special attention to man's eternal
struggle. Moreover, Sami and al-Segini established their identities when they made admirable at-
tempts to break the impregnable walls and surmount hurdles encircling the nation.”2

But did foreign art critics interested in Nancy Grossman do |ikewise when they reviewed the Ameri-
can artist's achievements? Critical reviews of Nancy Grossman did not by any means seek to at-
tribute her works to any major global causes. Nor did foreign art critics attempt to associate Gross-
man's works with absolute generalizations. Taking into consideration that the contermporary reality in
the West repudiates allegations about separation walls®, Grossman's achievements were compared
to parallel achievements made in different mediums of expression.

Finally, the above arguments should conclude that enthusiasts of the influence of assala in works by
pioneering Arab artists pressed harder to complicate the issue on the one hand and repudiate West-

1 See Catalogue af Hancy Grossman's axhibiton held m 1281 in Long lland Uiniwersity, The cabalogue wiiten by Aszlene Raven traced Grois
'S Grpanante fa het ehitdies n 1969

“Hitweod At Mussum, W Foad Campuy Leng hisnd Univerfy, Brogloabs. Mew Yok Hanty Grozwman catalogue tesl by Adene Baven, Eshibion
curmted by Judy Collnchan, {Seplember IT-Hovember 10, 1881), TH Ses alwo oiticel siudy by Robert 5 #organ (Modesmizm & concepiusl af-Mcg Farizng
1T

2 ZSaloh Rode-Kuwall artats i Caing-AkSmabi magasne, insue No S48 in July 2004 p. 28
3 In ki book ‘Modsentsm and Conesphual Arf), Robat Morgan compared Geossman's tortured snd bandsged hesds bo Darth Vades in a0 triagy.

S
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admirable glassworks are on display in St. Charbel in Anaya. Moreover, the influence of European
style in Onsi's achievements is apparent in his painting, which illustrates the tragedy of St. Stephen,
one of the first martyrs in Christianity (fig.5).

For example, the upward movement of the hands to stone the saint lying helplessly on the ground,
and the positions of the bodies of the agitated crowd seem to be greatly influenced by Rembrandt's
handling of the same theme (fig.6)1.

There is also pioneering Iraqi artist Shaker Hassan Al-Said (1925), who consciously took much of his
inspiration from the visual hefitage of the Arabic book of magic spells. Despite the painter's explana-
tion of his 'Meditative and Surrealistic Visions'2 about the potentials of the Arabic letter, we would
prefer to categorise his works as experimental achievements, which sought to explore unaffected
aesthetic values in popular visual heritage in the East and modify them (the aesthetic values) in ac-
cordance with the visual complexity in the Western style.

The case in hand is his painting, which celebrates the number and letter ‘magic chaeckerboard’, which
are widely believed by Sufis to have supernatural power (fig.7). Al-Said keenly deconstructed the
‘checkerboard’ in the style of abstract painting (fig. 8). His technique is intensified in one of his paint-
ings (ink on paper) {fig.9), in which the artist derived inspiration from the ancient and natural scrolls
(fig. 10).

Western influence can also be traced to works achieved by Syrian pioneering artist Nazir Nabaa
(b.1938). Unlike different Arab art critics, who admirably argued that the Syrian artist revived the
spirit of Arab minimalism and decorative art in his representational works intense with delicate and
tiny details, we can safely assert that Nabaa performed under the Western influence. Influenced by
technique and style imported from pre-Raphael era, Nabaa, like Born Johns (1833-1898) and Dante
Gabriel Rosetti (1828-1882), stressed the woman>s presence, whether a sweetheart, a fortune-
teller, a lover, etc. and painted her elegantly in the middle of a floral frame to produce rhythm in the
waork and underline the symbolic value of natural elements.

The strong presence of these elements is felt in Nabaa's work (fig.11) compared to Rosetti's (fig.12)
and Johns' (fig. 13). In his paintings, which illustrate the three virgins, Nabaa appears to have been
influenced by Rosetti's handling of Venus placed within a floral frame sprinkled with ripe fruits. Ros-
siti's influence in this respect can also be traced to Nabaa’s painting, which depicts a woman reclin-
ing in the middle of an intense atmosphere of fruits {fig. 14). Nabaa's painting was also influenced by
John Everett Millais (1829-1896) in his brilliant illustration of Hamlet's lover, Ophelia (fig.15).
However, achievements by Kuwaiti sculptor Sami Mohamed (b, 1943) are exceptionally important as
far as the Western impact on works made by pioneering Arab artists. Sami's career unfolded when
he made [ife-size sculptures of celebrated figures in the history of Islam. He also painted portraits
in the style of realism from 1964 to 1965. After his graduation from the Faculty of Fine Art in Cairo
in 1970, he experimented with wood sculptures, which highlighted the concept of motherhood. His
rendering of motherhood was perfected in 1973.

However Sami established his identity as a pioneering sculptor in his country when he revealed
bronze sculptures within a dramatic atmosphere to condemn acts of coercion and oppression against
man. His figures, writhing in pain, are handcuffed and gagged (fig. 18). Sami celebrated success in
different art biennals. He won the top prize in Cairo Art Biennale in 1984. His sculptures also eamed
him more awards in Latakia Art Biennale in Syria and GCC's Art Biennale. Mareover, in acknowl-
edgement of his outstanding achievements, the organising committee of Sharja Art Biennale invited
the Kuwaiti sculptor to display his sculptures in a private pavilion.

1 Bed Crizopher fhown's Rembennd, he Complele Pastings |1 Oennas publlshing England- 1880-p.12
F i Shaks Hayssn ALSald A Inypiesd by (he Amabic Lefter- 1973



On one hand, radical supporters of assala and heritage acknowledged their favored artists for being
descendants of talented Arabs, who repudiated foreign acts of creativity and refrained from Invita-
fions to engage in dialogue with different civilizations. Predecessors and their descendants were
thought to have the key to creativity (the visual text inspired by their native identity and civilization)
and inexhaustible potentials for maintaining unchallenged supremacy. In an attempt to slow down
the raging war of words, moderate art critics and theorists argued that pioneers of assala and heri-
tage had consciously suggested an interactive dialogue with the other to explore creative works,
which could be reconciled to the Arab deep-rooted identity and heritage.

On the other hand, radical critics and theorists entrenched in the camp of modemnity and conterm-
porary trends were appreciative of the direct impact of Western art on achievements made by their
favorite artists. Moreover, signs of cultural borrowing and modifications apparent in themes and tech-
niques were appreciatively attributed to intertextuality. These champions were also praised for being
extraordinary talents, who courageously repudiated the outdated modes of art and willingly decided
to celebrate imported themes and techniques; they were compared to great explorers of new land’.
Therefore, historical and critical assessments of the spectacle of Arab fine art and visual text came
up with conclusions basically motivated by generality and absolutism, closely associated with the
Arab culture. There is hardly any doubt that such general and absolute views would frusirate at-
tempts to conduct a detailed analysis and sophisticated comparison, which could reveal the sources
of inspiration and influence in outstanding visual texts achieved by Arab pioneers. Also, without de-
talled analyses and comparisons, it will be hard to entertain a better understanding of the historical
and dialectical debate about the influence behind the success of pioneers of Arab fine and visual
ar.

We are confident that a close and sincere examination of achievements by Arab trail blazers would
successfully reveal signs of the imported influences these Arab artists managed to reconcile to their
own unigue style. Lebanese artist Omar Onsi (1810-), who pioneered an art renaissance in Jordan
during his stay in this Arab country, is a good example in this respect. His paintings of female nudes
"Wenus Comes Out From the Frothy Sea” (fig. 1) are largely influenced by Italian painter Alessandro
Botticelli (1444-1510) (fig. 2) Botticelli's influence® is manifested in the woman's torso, the project-
ing, circular breasts and waist, which bends beautifully sideward.

Signs of Baroque style can also be traced conveniently in Onsi's paintings, which illustrated stories
in the Old Testament. The case in hand is the story of Susanna and the Elders3, which was brilliantly
painted by Rembrandt and Tintoretto (1518-1594) (fig. 3). A strong presence of elements from the
Arab environment, such as palm trees and the traditional garments of the lecherous voyeurs, is not
missing in Onsi’'s painting of Susanna and the elders (fig. 4).

The influence of the ltalian Baroque and Renaissance echoes much louder in icons achieved by pio-
neering Lebanese artist Saliba al-Doihi (1909-1984). Commissioned by different churches and mon-
asteries in Lebanon, Deihi also sought Byzantine rules and signs of Syriac scrolls in his icons. Doihi
received commissions from al Diman church in Lebanon and Mar Yuhanna church in Zagharta. His

1 Cornmenting an thes devlopmenis. which ook plaes in arly D0sh cantusy, arf crille Amie Azar says: “Pairting inisally found & hard i sxplors
mspuationy in despooted tradliony. which reslicted representabonsl g Accordngly palnting in Egypd gave in to Ballan. ofentalist o soobe mlluence |
weamed thal the Egyptian pasnieft soughl Fnprestionium in the wyle of Ralan of peademie sr. Accordingly, Egyplian painters’ imtanse reveaiches im thin
reipne! dchivved ' Scanet Som the Markeiplacs”, Hurem”, “Sunusl ot B Pymsrsdy” and "Returms of the Palanguin®

Armem Arars Paintng in Egml wntll 18451 trnnslated by Edwar e-Khsrat and Narm Adta-the Natioral Translation Projecl-the Supreme Cowncl of Culture-
Egypl. pp. 15 14

2 Sww Froderick Harfl's Bakicel® Harmy N, Abrerm, Inc -NY-1853-pp 32, 35

3 As the Wory goes. & fer Hethew wile s falsely accused by two Wity slders, who obmensed hor sechety whsn the wis bathing o the garden.
They decaded to wandslizs hod when she refused (o make love wiEh them, The odely wile was arcetisd. Bid Damed intefmned o prove her smhictente
Tharwat Likasha's Baroque Art- Tha Egyptien General Book Orgennation- 10885 377
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20th Century’s Controversial Issues
{Influence-Cultural borrowing (plagiarism)-Sense of Belonging)

It is no exaggeration to identify the 20th century as the most influential in the history of the Arab
awareness. Nor would we take the issue too far by saying that the 20th century’s legacy of docu-
ments and historical accounts gives rise to endless results, hypothesis and interpretation theories
which challenge keen researchers and scholars. These arguments reverberate loudly in the field of
Fine Art and related visual texts, aspects of creativity, theorization, historiography, criticism, Muse,
etc.

Contrary to historians’ beliefs, the dawn of the 20th century not anly set the stage for major develop-
ments in the modern concepts of Arab fine art. The 20th century was pregnant with breath-taking
changes and dazzling developments, which eventually brought forth a mosaic Arab vision of contra-
dicting trends, whether theoretically or creatively. As a result, throughout the final decades of the 20th
century's, polarities had overlapped and contractions evolved into parallels. Accordingly, celebrating
the dawn of the 21st century the Arab art movement rushed frantically and in confusion to catch up
with the new age; the products of which often turned out to be uninspiring and lame changes that
served to frustrate curiosity.

Despite such a perplexing atmosphere, the complicated puzzle of Arab fine art in the 20th century
gave rise to scores of tendencies, theories, schools and art groups, which separately sought to ripple
the stagnant waters of visual awareness and cultrual after hundreds of infertile years. It must be
said that the relationship between these tendencies, theories and schools was not static or inactive.
MNor was this relationship limited to documenting or recording raging struggles, rebellions or intense
debates.

Being interactive and fruitful, this relationship revealed a number of issues which were basically
self-motivated and subjective. However, these intense issues, which are deeply concerned with
[Western] influence, cultural borrowing (plagiarism) and the sense of belonging. should help us
come to terms with critical scholarship that could drag on for years. In the meantime, these issues
could be counterproductive, as they may introduce more problematic questions and inquiries in the
21st century.

As far as [Western] influence and sense of belonging are concerned, they have been overlooked, in-
tentionally or otherwise, on suspicion of being sensitive and embarrassing issues. There were fears
that attempts to examine and analyze these issues vis-a-vis human relationships and our (Eastern)
heritage and roots would undermine the prestige of certain artists in the eyes of art dealers and
admirers, Nonetheless, | would like to stress that scientific precepts should encourage us to debate
these concerns with sincerity as long as strong evidence and fruitful arguments are offered. My call
should not be mistaken for an attempt to take part in vicious media debate. Taking into account the
leng-running battle in history over alleged perpetration and connivance in this respect, we are deter-
mined to defend our reputation and prove not guilty. If we stepped back in shame, history would not
tolerate us.

Intertextuality with the other or replacing text? Background of Arab pioneers

Critical studies and writings interested in achievements made by pioneering Arab artists in the 20th
century were so subjective and exaggerating that they came to overshadow the image of differ-
ent colleagues entrenched in opposite camps. For example, enthusiasts of assala (originality) and
heritage battled exponents of modernism and contemporary trends. Each party rallied behind their
champions, describing them as talented and creative artists, whose achievements were free from
any influence.
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ists, who deliberately abandon shapes in the painting, reject the spell of certain ideas. These artists
allow the brush to move freely in the surface to create harmonious colours. For example, one of
Farouk Hosni's paintings in his exhibition (30 December 2007) revealed a rectangular mass swathed
in bright red and light blue. Part of the space is overwhelmed by yellow. The form does not by any
means give the impression that the clear horizon overpowers the peaceful space in the surface. Nor
does the repetition of the brightly red line provokes worries. The aesthetic factor in Hosni's works
celebrates the image more than the substance and the shape. At this stage, colours create different
and unprecedented meanings and interpretations’,

Influence of Pharoanic art in Farouk Hosni's art:

An Amarican critic indicated that the two Egyptian artists Farouk Hosni and Adam Henein are infiu-
enced largely by their ancient Egyptian predecessors. Also Filip Montello, Director of Metropalitan
Museum, acknowledged Hosni and Henein for taking much of their inspiration from their native
heritage and ancient Egyptian artists. The museum’s director published his acknowledgement in his
introduction of the Catalogue of the exhibition held parallel to Exhibition of Ramses |l in Metropolitan
Museum to celebrate the two Egyptian artists. “The Metropolitan Museum celebrates abstract artist
Farouk Hosni and sculptor Adam Henein, who are members of the world group of art,” said the mu-
seum's director, adding, “They are also inheritors of their nation's time-honoured culture.”

The influence of Egypt's time-honoured culture and art in Hosni and Henein is manifested in the
pyramid-like shape in their works. Concerning Hosni, the pyramid recurs quietly to constitute the
cantral weight in the work. Hosni's shape has different, screaming colours floating in blue, dim green
or dark spaces. Being restless and agitated these lines could be the reflections of changes taking
place in the Egyptian society. The pyramid-like shape, which symbolically refers to modemn Egypt
should substantiate this interpretation of Hosni's work. For example, thera is a black mass seated on
a boat struggling against violent waves. Whether Hasnl consciously sought this particular meaning,
his sub-conscience is more eloquent in expressing the meaning. Although abstract artists are said
to be uninterested in producing a particular meaning in the work, many of Farouk Hosni's paintings
ilustrates intellectual visions so much that they cause surprise. That Hosni's works are too myste-
rious to grasp their meaning easily is the success of the reality in this respect. According to Jack
Derrida’s elimination of the mainstream interpretation of the text’, Hosni's motifs and elements as
well should encourage untraditional and curious interpretation, which challenge the mainstream un-
derstanding of shade and light, rhythmic colours and referents. For example, we are introduced to a
pyramid surmounting a while column, the lower part of which displays scratches compatible with the
blue background. Red beams laced with dim blue (dimmer than the background) are released from
the top of the column to form the pyramid in the upper part. The base of the column is balanced on
a black ribbon dangling from the top (right and left) until a dagger-like or a pen-like arm, the hilt of
which is white, appears in the space. Such fragmented and intersacted elements would lead us to
an interpretation of the history of our cilvilisation3 and our past glory (writing and painting). Socrates
says that madness of colour lies within its rebellion against the truth and the mainstreamed’.

Dr. Hani Abul-Hasan,
Teacher of stage direction, Theatre Department,
Facuity of Arts, Alexandria University
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reflected in the cat, which is waiting for the proper moment to pounce on the fish.

Fraghali Abdel-Hafiz dug hits visual memory to reproduce progressions of examples of Mediter-
ranean cultures. Eventually Abdel-Hafiz came across an example of universal culture, which took
root in the history of Alexandria during the Ptolemaic era. Abdel-Hafiz's example of universal culture
reverberates in our contemporary age. Dim colours in his works are suggestive of past times.
Works exhibited by Ahmed Fouad Selim should be the most interesting stage in our journey in Egypt
Salon. Selim distinguished himself by his admirable eloguence of shape and disfigurations. For
example, he carefully assessed incomplete disfigurations to guide the viewer's eye conveniently
into areas pregnant with aesthetic values. Selim's latest achievement The Cat (2008) is a display
of elogquently-suggested colours: black spaces eveolve from the depth of the work and soar to form
a monumeantal wall reminiscent of mountains in the Saudi city of Hakl. Selim's wall could also be
suggestive of a mountain swathed in darkness in the Egyptian city of Nowebe. Before | would step
back in the face of such a repelling almosphere, a beam of flashlight up the space arrested my at-
tention. | discovered a silver space and a halo of purple leading to a subtle green area. Approaching
the painting, | came face to face with a monster peacefully reclining inside a transparent veil of bright
green. | thought that Selim was deeply concerned with the dilemma of man, whose ambitions are
crippled by self-made laws, legislations and traditions. Selim's Race illustrates curious horse-race
moving backward. The painter seemed to be voicing his deep concern about man's struggle and his
frustrations in life. The backward movement in Race is represented by torsos leaning backward and
legs stepping forward. Such a curiosity-arousing movement should motivate the viewer to have a
pleasurable experience by attempting to decode the message concealed in the painting'. However,
the backward movement alone does not help to reveal the concealed message; the background
divided into two colours plays a good role in this respect. The first division overwhelmed by sky blue
represents a track in the shape of a pyramid-like form, the top of which points in the backward di-
rection, reflecting the legs of the runners. The second brown area is meant to underline bids by the
equestrians to reach the apex of the pyramid-like form. To stress the concealed message of the race
the painter sought the help of the perspective.

The aesthetics of deformities? in Race is created by elusively intersected forms, which display the
reflection of two warriors nding restless horses (in the upper formy); the hind legs of the animals are
human-like and move in the opposite direction of the forelegs. Race also displays the influence of
modemism.

Second-Aesthetic factor and intent interpretation of artistic achievements:

Shade and light are fruitfully used in expressing the artist's imagination and his inner feelings. Within
this context, the artist employs three groups of colours to express himself. The first group of these
colours would display the artist's outside world. The second group is neutral and gives no specific
meaning. The third group gives rise to successful expression of the artist's psyche and his vision
of the universe3. Taking into our consideration Pachtin's understanding of [intellectual and cultural]
borrowings, artistic forms in general are borrowed so brilliantly from former ones that signs of cul-
tural borrowings would not be detected. For example, artist Farouk Hosni came up with rhythmic,
straight, wavy and uneven lines of repeated colours, which are borrowed from a form swathed in the
same colours. Colours, which are the reflection of the world outside the artist's psyche, transform
the imagined realty in the painting to an incontestable reality appealing to our feelings and beliefs,
This Is because a true piece of art transforms the imagination into an admirable artistic reality. Art-

1 ‘Ecitany of Tarl &y Holand Barifhes-iransiated by Mohamad Kk al-Bogaie-MNatanal Projsct o Transiabon [§7-Zogeems Councll af Culturg.
1656

2 “Aspsthistics ef Theattizal AH betwean Tims and Spacs Shaly’ by Dr Abul-Hessan Salam Sereen Prinl-Alpcandiie, 2000

3 i ‘Ecutasy af Taxt by Roland Barthes
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Intellectual rhythms in achievements by great Egyptian artists

First-Critical survey of Egyptian fine arts:

Works exhibited by 10 celebrated Egyptian artists during the 2nd edition of Egypt Salon this year1 re-
vealed intellectual rhythms of parallels and dialogues between the interrupted and the uninterrupted.
Wrks displayed by artist Mostafa Abdel-Moeti* constituted the goed example in this respect. Farouk
Shehata's works were distinguished by fragmented forms in rhythmic colours, and the dominating
gestalt. Ahmed Nawar- displayed combination of the spirit and the substance. For example, in his
‘Man and Energy’ Nawar revealed intertextuality of substance and spirit, which were the driving-force
behind the time-honoured Return of the Spirit? sought by the Egyptian civilisation throughout his-
tory. Nawar's works should also draw the viewer's attention to the novel 'Qandeel Om Hashem' (Om
Hashemn's lantern) by novelist Yehia Hakki®, in which the novelist provided intellectual arguments
about the combination of science and superstition in the Egyptian society. Mostafa al-Razaz re-
belled against restrictions of the native heritage when he exhibited works influenced by modernism.
Al-Razaz seemed to have planned his works to criticize the historical and contemporary reality. He
repudiated the legacy of the heritage, which restricted the role of fine art to explore a better future.
Symmetnes of shapes and contents were the prime features in works exhibited by Helmi al-Tuni. In
his Daily Journey fo the Fields, al-Tuni dramatized the monotonous patterns of life in Egyptian rural
areas. Two of al-Tuni's paintings in Egypt Salon stressed the idea of the Redeemer represented by
a horseback warrior plunging his spear into the land next to the Pyramids, a winged angel ascends
on the ground also close to the Pyramids. It seemead that el-Tuni planned to exhibit his Daily Journey
to the Fields and the two paintings of the religious salvation next to each other to encourage critical
judgment proposed by Michel Fuqua6 about the evocation of former motifs by the help of intertex-
tuality and the intellectual background of the reader or the viewer’. The image-propelled philosophy
in Zeinab al-Segini's painting highlighted the Egyptian feminine creativity, which contributed fruitfully
to the developments of the Egyptian civilisation on the sides of the Nile. The feminine creativity was
examined broadly in post-modernism criticism of feminine literary and artistic achievements8. Artis-
tic intertextuality was given special attention in his works exhibited by Gameel Shafik. Apparently
inspired by writers, Shafik came up with "dramatic construction of narration” to highlight the family
life. The background in Shafik's painting is divided into four independent sections, two of which are
occupied separately by a couple. The male partner (the bread-winner) dives into the waterto catch a
fish. His woman balances a transparent oval shape containing a fish, which suggests that the woman
is in labour. On the one hand, Shafik's man labours to earn bread in the form of fish to his family. On
the other hand, his woman appreciatively suffers the labour pains to increase her family. Wait is also
underiined in Shafik's four-sectioned work, which appears to chronicle the family’s labour round the
clock. Shafik's preferable therme ‘wait’ recurs in another work featuring a woeman, and a fish and a
cat being placed next to each other. Shafik's woman this time gives the impression that she is strug-
gling to suppress a burning desire to throw herself into the arms of a lover. Her agitated emotions are
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Generally speaking, these artists were interested in themes dug in the native environment.
2-Expenmentalists and pathfinders, who included as well painters belonging to the second and third
generations. These painters revealed their innovative visions in human representations in mid 1930s.
They consciously depicted different scenes in the Egyptian society. Their artistic language was so
innovative and well-assessed that they came up with powerful expression. Their achievements dis-
played fertile imagination and unlimited freedom. A group of these painters did researches into rec-
onciling the main features of the Egyptian identity to modern art. Another group was influenced by
artistic trends popular in the West in the first half of last century. For example, realism combined
with Egyptian expressionism was not missing in works made by Margaret Nakhla, Hamed Abdalla,
Adham Wanley, Vassila Farid, Mostafa al-Fekki, Mohsen Shaalan, Reda Abdel-Salam and George
al-Bahgouri. Painter Kamal Khalifa devoted his technique to expressionistic abstract. Cubism over-
whelmed achievements made by Abbas Shuhdi, Khwakina Shuhdi, Salah Yussri, etc. A combination
of cubism and expressionistic abstract were influential in achievements made by Salah Taher in the
1850s and Gazibia Serri in the 1960s until now. Mexican realism, which used to display political and
social messages, was at the centre of works made by Hamed Cuwis. Metaphysical atmosphere was
created in works made by Mamduh Ammar, Mostafa Ahmed, Adel al-Masri, et al. Romanticism was
conveniently traced in works by Ahmed Nabil, Abdel-Ghafar Shedid and the author of this study.
Surrealism first crept into works made by Ramses Younan, Fouad Kamel, Abdel-Hadi al-Gazar,
al-Telmisani, Samir Rafe, Maher Rea'ef, Ahmed Morsi, Mohamed Riad, Mohsen Hamsa, Sayed al-
Kamash and Noha Tobiya, Some of these artists managed to come up with a blend of the native heri-
tage and the legacy of human civilisations. The case in hand is painter Hamed Nada, Abdel-Hamid
al-Gazar, Tahiya Halim, Zakaria al-Zeni, Sabri Mansour, et al. Other colleagues consciously limited
their sources of inspiration to native heritage and civilisation. These painters included Khamis She-
hata, Saad Kamel, Effat Nagui, Omar al-Nagdi, Essmat Daowstashi, al-Razaz, Sayed Abdel-Rasoul,
Abdel-Wahab Morsi, Hassan Abdel-Fatah, Sawsan Amer, Helmi al-Tuni, etc.

3-Third generations, youth artists and post-modernism art: artistic trends, which were bom in the
second half of the 20th century, attracted the attention of artists belonging to the third generation.
Installations achieved by Ramzy Mostafa and Farghali Abdul-Hafiz should substantiate this sug-
gestion, Artist Ahmed Nawar's Land Art also attested to the fact that the artist was an exponent of
post-modernism in Egypt. Youth artists were, in the meantime, hit by post-modernism. For example,
nec-realism overwhelmed painting made by lbrahim al-Desouki, Hend Adnan and Fayrouz Abdel-
Baki. Artist Mohamed Abla, who belongs to the third generation, also appeared to have appreciated
nec-realism in the last stage of his artistic career. The nec-expressionism was manifested in paint-
ings made by Adel al-Siwi. Youth artists were also increasingly interested in Conceptual Art, Photog-
raphy, Video Art, Computer Graphics, elc.

Mamoud Abul-Azm Diab,
Emeritus professor-Faculty of Fine Arts
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Controversies over representationism and its changes over a century

From the beginning, representationism has provoked much controversies. Like their pre-history an-
cestors, today's artists have sought different techniques and considered different aesthetic visions
to represent natural elements in general and human elements in particular, whether they (the ele-
ments) are visible or otherwise, apparent or concealed, etc. Achievements made by ancestors and
their descendants were pregnant with aesthetic, political, social, religious and human signs. Con-
cerning Egyptian conemporary artists, they sought to create innovative formulas and technigues,
which could have the potentials to highlight their aesthetic and intellectual vision of the universe and
the existing reality. The Egyptian contemporary artists were influenced by artistic rules associated
with European Renaissance and schools of art, which reverberated across Europe in the 15th and
20th centuries, In the meantime, the Egyptian contemporary artists took inspiration from the heritage
of ancient Egyptian art and culture. They were also interested in the legacy of the Middle Ages in
Europe. As long as controversies over representational art and its 100-year changes in Egypt are
concerned, the influence of religion, which seriously warns painters and sculptors against illustrating
man or female nudes in their works, should not be ignored.

This study will mainly examine achievements, human representations in particular, made by pio-
neers of Egyptian paintings. Taking into consideration the 100th anniversary of fine art in Egypt, the
study will pay special interest to graduates of the Faculty of Fine Art in Cairo.

To begin with, pioneers of Egyptian painting are divided into three groups as follows:

1-Academic artists, who were influenced by rules and trends popular in the 19th century, such as
impressionism, realism and post-realism. However, painters Mahmoud Said, Ragheb Ayyad and
Mohamed Naguiwere the exceptions. It must be said that the School of Fine Art, which was opened
in 1908 motivated the enthusiasm of its students to illustrate the human body. However, they con-
sciously abandoned modifications. After their graduation, these artists kept their art faithful to aca-
demic rules. Some colleagues, such as painters Mohamed Hassan and George Sabbagh, were,
nevertheless, less enthusiastic to impressionism. In the meantime, their colleague, Ahmed Sabri
painted his figures within a beautifully romantic atmosphere. Painter Yussef Kamel acted differently.
He took much of his inspiration from rural areas and popular districts. Painter Ragheb Ayyad was in-
fluenced by expressionism after his return from laly in mid 1930s. Ayyad's also displayed dim signs
of cartoon. His themes represented life in rural and popular areas. The influence of religion in Ayyad's
works was manifested in his illustrations of churches and monasteries. Ayyad achievements includ-
ed murals. The influence of the ancient Egyptian art in Ayyad's works was apparent in the distribution
of human representations in the work. On the other hand, painter Mohamed Nagui's works, which
ilustrated rural areas and national themes, displayed signs of Fauvism. Painter Mahmoud Said did
intense researches into the psyche of the Egyptian character. Said's works combined modern trends
in the West with the admirable legacy of ancient civilisations, which prospered in Egypt. His geomet-
ric constructions in the surface were elaborately assessed. A big number of painters belonging to the
second generation enthusiastically walked in the steps of their predecessors. These faithful painters
included Hussein Bikar, Ali al-Dib, Sedki al-Gabaghangi, Hosni al-Banani, Kamel Mostafa, Gamal
Kamal, Rateb Sedik, Mohamed Sabri and Sabri Ragheb. Concerning painter Abdel-Aziz Darwish, he
was largely influenced by Cézanne's constructionism. Painter Ezz-Eddin Hamouda came up with a
brilliant combination of extraordinary dream and the existing reality. Hamouda's technigue was mani-
fested in his flattened faces placed next to shapes intense with details. Some of his portraits were
framed by golden colour within elaborate geometric construction. Signs of realism, impressionism
and neo-realism (known also as photography realism) were apparent in works achieved by painters
belonging to the third generation. They included Zahran Salama, Nagui Bassilios and Farid Fadel.
303/
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Since its birth, the Society of Fine Art Lovers has committed itself to ambitions outiined in its charter.
These ambitions were highlighted in a speech given by Mohamed Mahmoud Khalil in 1849 after he
was appointed the chief of the Advisory Art Committee. In his speech, Mahmoud Khalil suggested
that a unified authority should supervise art institutions in society, art faculties and galleries. He also
urged that new art museums should be opened to showcase Egypt's great monuments, which are
hardly found anywhere in the world. Late Mahmoud Khalil's appeals have been appreciated by Min-
ister of Culture Farouk Hosnl, who has revealed plans to set up a giant museum for Egyptian monu-
ments. The construction of the new museum, the largest in the country, is underway. Moreover, the
Ministry of Culture has also initiated an ambitious plan to preserve local landscape, historic buildings,
including Islamic monuments in Cairo.

In his speech, Mahmoud Khalil also urged that more art galleries should be set up in different areas
in the country to cope up with the growing activities of major local and international events. He also
stressed that increasing attention should be given to Egyptian artistic talents, who should also be
given financial support and moral encouragement to devote themselves to their creativity and artistic
experiment. Khalll proposed the establishment of the House of Art, in which artists would meet to-
gether and exchange experiences and thoughts.

art critic Mohamed Hamza



negative atmosphere to art movement in Egypt. However, Egyptian artists enthusiastic to modernism
breathed a new life into art community. The new trend was pioneered by Kamel el-Tilmisani, Fouad
Kamel, Ramsis Younan, Fathi al-Bakri, et al,

Cairo Salon is acknowledged for inviting a big number of Egyptian artists to successfully establish
their identities during its editions. They included Sif and Adham Wanley, Mostafa al-Armaouti, Abdel-
Hamid Hamdi, Ezz-Eddin Hamouda, Abdel-Hadi al-Gazar, Hamed Nada, Hassan Soliman, Tahia
Halim, Gazibia Serri, Nazek Hamdi, Mariam Abdel-Aleem, Mahmoud Moussa, Kawkab Yussef, Ingi
Afflaton, Sharifa Fathi, Ihsan Mukhtar, Said Khatab, Yussef Sida, Mohied-Eddin Taher, Kamal Amin,
Hassan al-Agali, Yussef Raafat, Said Khatab, Khadija Riyad, Kamel Gawish, Abdel-Ghani al-Shal,
Kamal Khalifa, Hussein al-Gebali, Ghaleb Khater, Gamal mahmeoud, Hamed Abdalla, |lbrahim Rama-
dan Tayeb, Said Khalifa, Moris Farid, Omar al-Nagdi, Samir Khairy, Inaam al-Shahed, Sawsan Amer,
Safaa Diab, Thurayya Abdel-Rasoul, Menhet Allah Helmi, Abdel-Hamid al-Dawakhli, Saleh Reda,
Abdel-Rahman al-Nashar, Zeinab el-Segini, Farouk Wahba and Mahrous Osman. Artistic talents,
who were celebrated by Cairo Salon also included Hamed al-Sheikh, Sabri Nashed, Farghali Abdel-
Hafiz, Mostafa al-Razaz, Sayed Saad-Eddin, Ali al-Desouki, Laila Ezzat, Mona al-Agami, Mohie-
Eddin Tarabiya, Gamal Hefni, ahmed Kamal Hegab, Mahmoud al-Setouhi, Abdel-Hadi al-Weshahi
and Mostafa Mahdi.

A good number of Egyptian artists competed successfully in the 1950s for Cairo Salon's prizes. The
Salon's prize for painting was awarded to Said al-Sadr, Sif Wanley, Ezz-Eddin Hamouda, Hamed
Ouwis, Sayed Abdel-Rassul, Habib Georgy, Salah Taher, Mostafa al-Arnacuti, Hamed Nada, Ab-
del-Hadi al-Gazar, Sabri Ragheb, Rushdi Iskandar, Wadie al-Mahdi, Kamal Amin, Brandani, Simon
Semssonian, Zorian Ashodog and Spasti. Female prize-winners included Margrette Nakhla, Tahia
Halim, Khadija Riad, Inji Afflatoun, Safia Helmi Hussein, Kawkab Youssef, Menhatalla Helmi, Laila
al-Azhari and Aida Taher. Prize for sculpture went to Mansour Farag, Gamal al-Segini, Abdel-Hamid
Hamdi, Mohamed Hagras, Mohie-Eddin Taher, Hassan al-Agati, Ahmed Abdel-Wahab, Tahia Heikal,
Aida Abdel-Karim and Farouk Ibrahim.

Unfortunately, a shortage in well-equipped galleries forced the Salon's organisers to suspend its ac-
tivities for several years until it pulled down its curtains, especially after the Sector of Fine Art laid its
hand on major art galleries to satisfy an agenda crowded with art biennales interested in modernism
and extraordinary trends. It was in May 1989 when Cairo Salon celebrated its last edition (the 55th
edition) in the National Cultral Centre in Geizra.

Paying special tribute to youth talents, the Society of Fine Art Lovers decided in 1960 to organise a
youth exhibition named “The Vanguard” parallel to major events. Young arists under 30 were alone
qualified to take part in this new annual event. The participants were allowed to choose themes
at their discretion. However, they were requested to reconcile their works with the local environ-
ment. In the same year, the Vanguard Exhibition celebrated its 48th edition. Winners of its prizes
and awards included Ahmed Mawar, Farghali Abdel-Hafiz, Abdel-Ghafar Shedid, Gamal Aboud,
Abdel-Monem al-Hayawan, Ahmed Gad, Mohamed Jahin, Zeinab Salem, Abdel-Fatah Badri, Awad
al-Chimy, Magdi Abdel-Aziz, Abdel-Aziz Saab, Reda Abdel-Salam, Nagwa al-Adawi, Sheir Osman,
Mohamed al-Naser, Farouk Bassiuni, Hamdi Abul-Maati, Tarek al-Komi, Sayed Abdu Selim, Gamal
al-Morsi, George Fekkri, Khaled al-Samahi, Magdi Osman, Mayy Refki, Weam al-Masn, al-Sharnou-
bi Mohamed, Ahmed Rumiya, Ahmed Mohie Hamza, Mohamed shukri, Asmaa al-Nawawi, Nesma
al-Aasar, Al-Zayeem Ahmed, et al. The prizes of The Vanguard Exhibition were named after Badr-
Eddin Abu-Ghazi, ex-chairman of the Society of Fine Art Lovers, Salah Taher, also the Society’s ex-
chairman; eng. Zakaria al-Khanani, ceramist Ayyada Abdel-Karim, painter Fatma Refaat, ceramist
Hassan Heshmat and late Hani al-Geweli. A prize for the best music was sponsored by Eng. Essam
Nasser.
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in the Cairo Salon. Architect Sedik Shehab-Eddin did likewise by exhibiting a project to celebrate
the 1000th anniversary of Al-Azhar Mosque (the highest religious institution in Egypt). Artist Ramsis
Wessa also exhibited his visions of projects in rural areas.

Cairo Salon also attracted the attention of different art groups, which were keen to take part in its ac-
tivities. They included the Group of Art Publicity, which was formed by artist Habib Georgy. Members
of the group of foreign artists included Baby Martin, Swedish sculptor Borris Friedman (who passed
his experience to the second generation of sculptors in the School of Fine Art), painter Camellio
Anioccinti, who was appeinted the school's principal), painter Bahman and Ema Kali Ayyad. There
were also self-taught women painters, including Amina Sedki, Fatma Badran and Isabel Wassef,
who withdrew from art community, nonetheless.

Many artists would as well celebrate their success by exhibiting in Cairo Salon. There were Ahmed
Lotfi, Mostafa Naguib, Mostafa Metwali, Abdel-Kader Rezk, Said al-Sadr, Ahmed A. Youssef, Mo-
hamd Youssef Hamam, painter Zaki, Effat Nagui, Saad al-Khadem, Zeinab Abdu, Adalat Kamal,
Labib Ayoub and Ahmed Bahaa-Eddin Sawi. In 1934 the Society of Fine At Lovers invited new
graduates of the School of Fine Art to exhibit their achievements in its annual Cairo Salon. Accord-
ingly, the audiences came across works by Hussein Bikar, Salah Taher, Ali al-Dib, Abdel-Ghani Kadri
and Abdel-Salam al-Sahrif. Cairo Salon's edition in 1934 celebrated Mahmoud Said's painting "Girl
with Golden Plaits”, which represented a watershed in his career. Painter Mohamed MNagui exhibited
a collection of his impressionist works he made during his stay in the African country of Ethiopia.
Painter Mohamed Sabri revealed his masterpiece “the Nun®. Moreover, the organising committee
decided to dedicate a hall to exhibit sculptures made by late Mahmoud Mukhtar.

Celebrating the Cairo Salon's edition in 1935, the Minister of Maaref (the present Ministry of Educa-
tion) decided to increase its contribution to art fund from L_.E.700 to L.E.7000. Receiving such a good
measure of encouragement and support, Egyptian artists stepped forward confidently to deepen
their hallmarks in art movement and overshadow foreign colleagues. For example, the Society of
Fine Art Lovers organised in 1936 a solo show for painter George Sabbagh. Sculptor Gamal al-
Segini made his debut during the Cairo Salon in 1837. The Society also shed more light on achieve-
ments by sculptor Ahmed Osman and painter Margrette Nakhla. Cairo Salon also opened a hall to
showcase exclusively works achieved by Ragheb Ayyad; another hall was allocated to painter Roger
Brivall. Cairo Salon, nonetheless, stirred up mixed reaction in 1937 after it threw its door wide open
for amateurs to exhibit their achievements. In 1938, the headquarters of the Society of Fine Art Lov-
ers moved to a new building (the former garden of the Cabinet building) at Parliament Street. Its 18th
edition was opened by King Farouk, who also honoured three artists, Sanad Pasta, George Sabbagh
and Anglo Paoclo, by purchasing three of their paintings. A decision by the organising committee re-
questing visitors attending the opening ceremony to dress formally agitated the media and artists.
Cairo Salon also offerad students of applied art a big opportunity to exhibit their achievermnents after
their graduation. They included Fathi Mahmoud, Abbas al-Sheikh, Mohamed Sabri, Mahmoud Affifi,
Gid Gerges, Hamdi Khamis, Kamal Ebid, Moris Farid, Nathan Iskhron and Salah Aloub. In 1939,
Cairo Salon celebrated works by Ramsis Younan, Hussein Badawi, Hosni al-Banani and Kamel
Mostafa. From 579 works exhibited in Cairo Salon in 1940, about 187 works belonged to Egyptian
artists. The embarrassing participation of Egyptian artists prompted painter-cartoonist Juan Santos
to accuse them of repudiating their sense of belonging. He also urged them to follow the example of
sculptor Mahmoud Mukhtar,

A group of talented artists led by Margrette Nakhla, Etimad al-Tarabulsi, Bachtli, Rabaa Hussein
Affifi and Essmat Kamel made their debut in Cairo Salon in 1941, Next year, the organising com-
mittee decided to open a hall to exhibit works by painter Youssef Kamel; a second hall showcased
paintings by late artist Hassan Fawzi Ghanem. The outbreak of the Second World War spilled over
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launched to welcome French Orientalists, during which admirable sculptures from Rodin Museum
in France were exhibited. In 1940, the Society planned the first Salon for Children Drawing in the
Museum of Modern Art. In 18943 the Society intensified its activities by organising the Exhibition of
Iranian Minimalism, the Exhibition of Applied Art, a lecture on art by celebrated writer from the Royal
Academy of Art, Cairo Salon and the Photography Salon. In 1844, the Society of Fine Art Lovers
organised the American exhibition "Art for Millions®, the Exhibition of French Artists and the Exhibi-
tion of Belgian Art. In 1946, the Society hosted the Exhibition of International Postage. In 1947 the
international exhibition of contemporary art was organised and a year after a series of major events
took place, including the International Photography Exhibition, the International Exhibition of Repro-
duced Paintings, the Exhibition of Chinese Children Drawin and the Exhibition of ltalian Art, which
was organised in Khedive lsmail's palace in Gezira Ground. Major events, which took place in 1950
were led by the Spanish Art Exhibition. A year after more important art events unfolded in the Grand
Saray (now occupied by the new Opera House), They included solo shows by Egyptian and foreign
artists, and a retrospective of pioneering Egyptian artist Mahmoud Said. In 1952, about 37 world
countries took part in the International Exhibition of Children Art; the Exhibition of Italian Art was also
organised in the same year followed by the Exhibition of Dutch artist \Vian de Wyde and the Exhibition
of French Orientalists (art collections belonging to Mohamed Mahmoud Khalil). The year 1953 was
intense with major events, which included the Exhibition of Leonardeo da Vinci, the Exhibition of Travel
Posters, the Exhibition of Indian Photography, the Exhibition of American Painting, an art exhibition
launched by artist Ezz-Eddin Naguib and his wife Zeinab Abdel-Hamid, the Exhibition of Graduates
of Free Class in the Faculty of Fine Art, the Exhibition of Pakistani Applied Art and Photography, and
the Exhibition of Belgian Photography. In 1954, the Society of Fine Art Lovers organised the Exhibi-
tion of Yugoslav Modern Drawing, the Exhibition of Travel Posters and the Exhibition of Free Artists.
In 1955, the Society organised the Spring Exhibition sponsored by the Alumni of Fine Art, the Exhi-
bition of Spanish Modern Art and the Exhibition of artist Hamed Abdalla. The Society also marked
the 150th death anniversary of Rembrandt. Major art events in 1956 included the Exhibition of Ital-
lan Byzantine Art, the Egyptian Fair Contest, the exhibition launched by graduates of the Institute
of Fine Art for Girls, and the Exhibition of late Photographer Rateb Dos, The Exhibition of German
Contemporary Art (eastern Germany) took place in 1957 and in the same year the society sponsored
the Exhibition of Egyptian artist Salah Taher, the Cotton Contest, the Market Poster Contest, the 6th
Spring Exhibition, the Exhibition of German Contemporary Art (federal Germany), the Exhibition of
artist Kelia Padaro, the Exhibition of artist Bourshard Semika, and the Exhibition of the artist Sabri
Ragheb. In 1979 the Society of Fine Art revealed extraordinary art events such as the Exhibition of
Medal Design in Egypt, the One Theme Exhibition, the Exhibition of Puppets, the Exhibition of Travel
Posters, the outdoor Sculpture Exhibition (Mukhtar prize named after great Egyptian sculptor Mah-
moud Mukhtar), and the Exhibition of Gifted Egyptian Artists.

As long as Cairo Salon is concerned, the event established itself as the mirror of art movement in
Egypt. Since 1924, Cairo Salon had shed more light on achievements made by a galaxy of celebrat-
ed Egyptian artists such as Mahmoud Mukhtar, Mahmoud Said, Mohamed Nagui, Ragheb Ayyad,
Yussef Kamel, Mohamed Hassan, Mostafa Mukhtar, antein Haggar, Fouad Mourabet, Osman Des-
oukl, All al-Ahwani, Labib Tadrus, Munir Sherif and Amin Ghali. Cairo Salon also acted as a rendez-
vous, in which academic artists and self-taught colleagues would meet interactively. They included
Princess Samiha Hussein, Prince Yussef Kamal, Shabaan Zaki, Shafik Sharoubim, Amy Namar and
Mohamed Bahgat. In the meantime, Cairo Salon drew the nation's attention to a big number of Egyp-
tian artistic celebrities, such as Said al-Sadr, Shafik Rezk, Hamed Said, Youssef al-Afifi, Mohamed
Taher al-Amri, Hassan Mohamed Hassan, Ragab Ezzat and architect Ali Labib Gabr. Moreover, ar-
chitect Abu-Bakr Khairat exhibited his vision of the Cairo Opera project and the surrounding square
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country. Accordingly, Cairo Salon was planned basically to draw the nation’s attention to rising stars
in art and intellectual communities. Acting under their national enthusiasm, Egyptian artists devoted
their works to social and national issues. The increasing popularity of art in society encouraged a
good number of lawyers, engineers, writers, etc. to broaden their artistic skills in studios run by for-
eign artists in Cairo and Alexandria. Egyptian women did not lag behind; socialites stepped forward
to partonise art exhibitions and talented artists.
The first session of Cairo Salon was financed by the Egyptian House of Art Polytechnics owned by
Fouad Abdel-Malek and his partners. The headquarter of Cairo Salon opened at 21, Boulak St (26
July Street) was opened on 15 April 1921, Prince Yussef Kamal was voted the Salon's honourary
president. The second session of Cairo Salon was celebrated in the spring of 1822 under the pa-
tronage of Princess Samiha Hussein; the Salon's third session organised by the Society of Fine Art
Lovers was launched in 1923 also under the patronage of Princess Samiha.
Fouad Abdel-Malek played a central role in enhancing the activities sponsored by both the Egyptian
Society of Fine Art and the Society of Fine Art Lovers. In his acknowledgement of Abdel-Malek's
contribution, the Society's former chairman, Badr-Eddin Abu-Ghazi, says: 'Fouad Abdel-Malek was a
great man. His artistic talent unfolded in his childhood. He studied drawing and photography in Egypt
and Germany. He was also planning to expenment with film-making before this type of art became
popular. Abdel-Malek joined an expedition led by orientalist Conte de Lumberg in the Arab peninsula.
His photographs, which remarkably recorded the developments of the expedition, are kept in Vi-
enna's National Museum, Returning to Egypt in 1896, Abdel-Malek devoted himself to photography.
However, denied encouragement, he decided to abandon his hobby and launch an extraordinary
businesses he came up with during his stay in Germany. For example, he launched animal farms
and a milk factory. Unfortunately, he had to close his projects in 1900 after he sustained heavy loss-
es. He traveled to France, in which he worked in furniture workshops and homes of French families.
He also organised a number of art exhibitions in Paris. Abdel-Malek was persuaded by nationalist
leader Saad Zaghloul to return to Egypt and invest his experiences in industrial projects. Zaghloul
came across Abdl-Malek during his visit to Paris after the guns of the First World \War were silenced.
Returning to Egypt, Abdel-Malek opened the House of Art and Polytechnique to upgrade furniture
industry at home.
Abdel-Malek was the driving force behind different art events in society, such as Spring Exhibitions
and Cairo Salon. His contribution to activities planned by the Egyptian Society of Fine Art, which was
replaced by the Society of Fine Art Lovers was widely acknowledged. He remained the Society's
general-secretary until his death. in addition to his big contributions to the Society's activities, Abdel-
Malek, opened the Museum of Waxwork in Helwan and the Children Paradise, which was cpened in
the garden of the Saray (mansion) Tigram Pasha, Before exploring different art events and activities
in Cairo, it would be wiser to shed light on artistic and cultural achievements made by the Society of
Fine Art Lovers: the Book Fair was organised in 1924 and a year after the curator of Louver Museum
was invited to give a lecture on Islamic art at the headquarters of Society of Geography. In 1927, the
Society of Fine Art Lovers organised the exhibition of Belgian Art and Italian Book Fair. The exhibi-
tion of French painting and sculpture was crganised in 1928 in the Society’s new seat, Saray Tigran
Pasha at lbrahim Pasha Street (el-Gomhuria Street), which is now occupied by the Christian Youth
Association. The Saray Tigran Pasha is a three-storey mansion surrounded by a big garden, State-
owned art collections were first stored in the mansion’s halls before they were moved to the Museum
of Modern Art. In 1925 the Society organised the Exhibition of French Book and Photography and in
1830 the Society organised an auction to sell different works of art. In 1933 the Photography Salon
was launched; its success persuaded the Society to celebrate its second edition in 1934. In 1935,
the Society of Fine Art Lovers celebrated the Exhibition of Farce Art and in 1936 an exhibition was
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Society of Fine Art Lovers and its impact on Egypt's art movement

it goes without saying that the foundation of the School of Fine Art in Cairo in 1908 is credited to
late Prince Yussef Kamal, who patronised art and artists when he assumed the chairmanship of the
Society of Fine Art Lovers, which was established on 22 May 1923, There is hardly any doubt that
the society, proposed after a group of gifted students graduated from the School of Fine Art in 1911,
played an essential role in the enhancement of art movement in the country by suggesting policies
and supervising how they could be carried out. Activities sponsored by the Society of Fine Art Lovers
included the organisation of art exhibitions at home and abroad. The soclety's board also drew up
plans to broadcast Egyptian modern art in international events; internationally-acclaimed artists were
invited to exhibit in Egypt. Expanding its activities, the Society of Fine Art Lovers paved the stage for
the construction of the Egyptian Museum of Modern Art in Cairo. It (the society) also suggested the
opening of art museums in Caire and Port Said. The Society drew attention of its big task when the
Advisory Committee of Art was re-formed in 1949 to propose acquisitions and nominate decision-
makers and senior officials to supervise art and artists in the community,

The atmosphere was opportune far the Society to enhance its ambitions, especially after the number
of Egyptian students willing to study fine art, applied art and art education increased remarkably. In
the meantime, the government, the media and the intelligentsia paid increasing attention to art and
artists.

Undertakings given to the Society were stated in Article (2) of its law, which says: "The Society of
Fine Art Lovers is committing itself to encouraging painting, sculpture, drawing, architecture and ap-
plhed art in general. The Society will also help to upgrade the artistic taste by organising exhibitions,
seminars, etc.”

The Society's first board chairman was Prince Yussef Kamal. The 20-man beard included Moamed
Moheb and Emil Myril as deputy chairmen. The Society's general-secretary was Mahmoud Khalil;
Yussef Katawi was its fund trustee; Fouad Abdel-Malek and Charl Bouglan were secretaries. It is ap-
parent that the majority of board members were foreign art admirers living in Egypt. Aseparate com-
mittee comprising of wornen was also formed under the chairmanship of princess Samiha Hussein,
daughter of Suitan Hussein Kamel. The princess was known to be a talented sculptor. Members of
the women committee of art included Huda Shaarawi, Mrs. Gayyar, Mrs. Mahmoud Riad, Mrs. Wasef
Ghali, et al,

The opening of the Society's first session of its annual exhibition named Cairo Salon attracted the
nation's attention, especially after the head of the state led the ceremony. Over more than half a
century, Cairo Salon has successfully played a central and historical role in the development of art
maovement in the country.

Foreign artists, who graduated from the School of Fine Art in Cairo, largely outnumbered Egyp-
tian colleagues during the first sessions of Cairo Salon. These foreign participants included Gabriel
Bissy, B. Martin, Charl Bouglan and Anglo Polo. Over times the presence of Egyptian artists in Cairo
Salen had been stronger, especially after larger number of students graduated from the School of
Fine Art.

Cairo Salon also paved the way for fruitful an criticism, Great writers and thinkers, such as Mahmoud
Abbas al-Akkad, Abdel-Kader al-Mazni and Mohamed Hussein Kamel stepped forward to review
achievements by Egyptian artists. In the meantime, foreign an critics, such as Robert Bloom and
Martin Meryle, intently examined the development of Egypt's art movement (Caire Salon and differ-
ent exhibitions) in reviews they published in foreign newspapers issued in Cairo.

it is known that Cairo Salon was launched by the Egyptian Society of Fine Art (established in 1915)
after the outbreak of the Egyptian Revolution in 1952 and the growing sense of belonging in the
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FProposed diploma in mural and painting:

1-Computer (graphic designs)

2-foreign language (artistic expressions and terms)

3-Contemporary design, its philosophy and aesthetic values in different trends in art, classic and
innovative, Examples of art works, which represent watersheds in the history of art should be dis-
played.

4-Workshops interested in contemporary artistic technique. Qutstanding Egyptian and foreign artists
should be invited to lead these workshops.

5-Free activities, which will be represented by achievements made by scholars during their aca-
demic study. Scholars should also conduct researches into their individual visions of the field of their
interests.

6-Post-graduate diploma examination: Three professors will assess the students’ answers. Scholars
will be acknowledge to submit their Msc thesis if they are marked "good’ in this examination,
Proposed MA in painting and mural:

1-Trends in contemporary art. The scholars should major in murals or otherwise.

-Visits to art exhibitions, museums and studios to help scholars enhance their interaction with art and
cultural developments in society. Scholars should report their impressions to their instructors.
-Artistic terminology.

2-Methodologies for scientific research

3-Sources of creativity and inspiration: nature, local environment, literary sources, pieces of music,
intellectual thoughts, religion, history, heritage, etc.

4-Free activities and areas of expressions in different media selected freely by the scholar. Three
professors will be assigned to mark the scholars’ answers, their performance, attendance and com-
mitments.

Proposed PhD in philosophy of art:

1-Contents of contemporary art, which should include critical essays on post-modernism trends in
Egypt, Arab countries, the US and Europe.

2-Globalisation impact on museums, which should be suggested to increase the scholars' knowd-
edge of major international museums of modern art and their assets.

3-Major researches, which should reveal the scholars’ artistic achievernents in different fields. it will
also be interesting to encourage scholars to record major local or international event by digital cam-
era or video. The scholars should also demonstrate their vision and comments on aesthetic values
in the works on display.

4-Preparatory PhD examination should be cancelled. A three-man committee should instead be as-
signed to assess the scholars’ thesis, experience and cultural knowledge, which could highlight their
appreciation of aesthetic values in the work of art. Scholars should also convince the committee’s
members of their keen interest in new trends in art movements in Egypt and overseas.

Prof. Reda Abdel-Salam,
Murals Dept.,
Faculty of Fine Art, Cairo
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one hand and illustrations of people, forms, landscapes, aesthetics and painting restoration?
2-Diploma in mural: students face an upsetting situation in this respect. Their minds are crowded
with 14 subjects (practically and theoretically), which include murals and associated forms, mosaic,
glass and (8-hour class) for history of art, mesaic, glass, Coptic and Islamic art, mural restoration
(glass and mosaic), criticism, esthetics, etc. So does the post-graduate diploma student need to
study all this stuff although he has already come across many of them in his former classes over five
years? | think that only one of these subjects would be enough?

Also Mse (36-hour class for 17 subjects) and PhD (48-hour class for 11 subject) should be reconsid-
ered carefully.

The relationship of art education and job market:

It is unfortunate that the present education policies are not compatible with the new reality of the job
market. Released into the market, graduates of the faculties of fine arts have their ambitions frustrat-
ed. The students’ disappointment became unavoidable after their faculties disassociated themselves
from political, scientific and technological changes in the world. For example, although art movement
in Egypt did extensive researches into post-modermism trends such as media art, installation, con-
ceptual art, performance, etc. these trends are missing in the class for history of art. Nor will these
trends be traced in different subjects taught to art students. To make matters worse, about 80 per
cent of art students are not interested in local or international exhibitions; they also deliberately keep
away from cultural and intellectual seminars. Many of these students would be perplexed when they
are asked to tell the street leading to art galleries, museum of modern or national museums. They
feel much embarrassed if they are asked whether they remember the names of their professors. The
faculty’s teaching staff and management should take responsibility for the students’ dilemma. Art
teachers and professors do not advise their students to follow art events and visit art museums and
report their impressions. Admittedly, like the student, the professor is the victim of free education poli-
cies. It is outrageous that the salary given to a professor, who has 30-year experience in teaching is
no more than L.E 3000, Taking into consideration all these upsetting circumstances, education pro-
grammes should be modified drastically. And art teachers and professors should be given rewarding
salaries. Acknowledging the role of the faculty of fine arts in the enhancement of the public apprecia-
tion and understanding of art and aesthetic values, | recommend that demonstrators, teachers and
professors should be carefully selected and rewarded properly for their big efforts in this respect.
Unless different faculties of art had been opened in Cairo, Alexandria, Menia and Luxor, many youth
talents would have been missing in society. The State should acknowledge the artist's national role,
otherwise the gap between our country and civilised world will grow wider.

Vhat is the final destination of thousands of MA and PhDs awarded over decades? And why are
growing number of graduates keen to continue their post-graduate career? Concerning demonstra-
tors, they dream of ascending the ladder of their teaching career to have bigger salaries and better
social status. Likewise, other graduates seek to get MA or PhD to pamper their ego and receive
better social and academic prestige by decorating their business cards with their new title. The ques-
tion is: what about thousands of MA and PhD awarded over years and cost huge money, time and
effort? It is unfortunate that the final destination of these degrees is filling cabinets and shelves in
the faculty's library. A few number of students and scholars appear to be interested in the contents
and conclusions of these thesis. The officials in the faculty of fine arts will make a great deal when
they publish a carefully-selected collection of these thesis in books or on CDs to be available to the
students and art admirers outside the walls of the faculty as well. In the meantime, | entertain sus-
picions that polickes associated with education, industry and development of human resources are
still short of plans to make use of visionary and extraordinary scientific researches and knowledge,
which could dismantle restrictions hampering our minds.
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| had submitted a suggestion to the Board of the faculty's painting department to publish brochures
llustrating examples of landscapes, still life, portraits, efc. | also suggested that information featured
in the brochure should clearly account for the background to the work, the technigue, the style and
prominent painters in Egypt and overseas. | stressed to the Board that sophisticated knowledge in
this respect deepens the cultural and aesthetic values. There is hardly any doubt that sophisticated
knowledge would successfully enhance the student’s drawing skills. My suggestion also sought to
drawthe Board's attention to the fact that master and PhD thesis could be a good deal in this task. It
was unfortunate that my suggestions did not receive much attention from the Board of Painting.
Post-graduate study; diploma, MA, PhD.

Helwan University has been keen to upgrade and modernize its education strategy, in different facul-
ties, in accordance with study hours. The university's ambitions in this respect also benefit post-grad-
uate education. Enthusiastic to take part in achieving these ambitions, some professors belonging to
the Painting Department would keep submitting innovative ideas and suggestions to the board and
the Committee of Post-graduate classes, the Council of Faculty and finally to the Council of Univer-
sity. On this occasion, | would like to reveal a modified plan outlined by one of my colleagues in the
Department of Painting and Murals.

Diploma in mixed-media painting (36-hour class) should substitute for traditional diploma:

Major subjects: computer sciences, foreign language, portraits, forms, and landscapes. The student
could also choose 8-hour course for history, criticism and aesthetics and painting restoration.
Post-graduate diploma in murals (36-hour course). mosaic and painting on glass:

Major subjects: computer sciences, foreign language, murals, mosaic, glass murals.

Subsidiary subjects: history of mosaic, glass, Coptic and Islamic arts, folk art, mural restoration (mo-
saic and glass) and criticism and aesthetics.

MA in painting:

Subjects: computer sciences, foreign language, major subject, fine art, technology, art criticism and
taste, history of civilisation, principles of artistic research and subsidiary subjects.

(10-hour course): ancient Egyptian art, Coptic and Islamic art, folk art, mythologies, psychology, Re-
naissance art, Baroque, Rococo, art in the 159th and 20th centuries, optical culture, aesthetics.

FPhD in the philosophy of painting

(48-hour course on painting and mural)

Major subjects: creativity and the philosophy of art, the role of art in society, contemporary painting,
contemporary design, criticism and artistic taste, researches in major subjects, technology of major
subjects.

Subsidiary subjects: modern trends in research into major subjects, reading of major subjects, stud-
ies on heritage and associated researches. The scholar should pass a preparatory (oral, practical
and written) exams before submitting his thesis and plan to the board of the department.

The Board members lukewarmly welcomed their colleagues’ vision. Likewise, the officials over-
looked a detailed plan | submitted to upgrade and modernize syllabuses and goals outlined by the
painting department. The officials’ outrageous attitude did not compel me to stop.

General notes about post-graduate diploma, Msc and PhD in painting and murals:

In this part of my statement, | will examine broadly critical points about major subjects and study
hours in post-graduate classes:

1-Diploma in oil painting (mixed media): by giving rise to different definitions within the concept of
modern trends in art, the artistic term ‘'mixed media’ undoubtedly confuses students. Also students
unavoidably gain poor knowledge of the history of art. Such an upsetting situation should stir up
nagging questions: Should development in painting reflect the use of untraditional materials, visions,
styles and inconsistent techniques? What is the relationship between painting in mixed media on the
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would art students appreciate the secrets and aesthetic values of the human body?

First year

Subjects: painting, still life, designs, perspective, general history of art, anatomy, foreign language,
design principles. As long as painting is concerned, students are taught drawing in pencil, charcoal
or oil colours. Design theories widen the students’ minds, encouraging them to use gouache, acrylic,
watercolours and pastel.

Second year

Subjects: painting, landscapes, sketches, designs, colour technology, foreign language, graphics
and general history of art. Concerning painting, it is mainly interested in popular themes, such as
portraits, models and still life. Nude models are replaced by fully-dressed models. Designs include
human forms. Graphics is not on the syllabus and is substituted by china ink drawing. The history of
art is part of the first year's general history of art.

Third year

Subjects: painting, designs, nude models and sketches, stage setlings, landscapes, frescos, resto-
ration of paintings, history of painting. It is unfortunate that students do not appreciate the difference
between design and form. Nude models are replaced by fully-dressed male and female models.
Unfortunately, students have very poor knowledge of sketches. They do not how to properly use the
pencil, the brush, the charcoal. However, a few gifted students could masterfully deal with sketches.
Drawing in gouache or acrylic substitutes for fresco, which is not taught at all.

Fourth year

Subjects: painting, designs, nude models and sketches, landscapes, settings, frescos, history of
painting. Suggestions have been made to conduct a 10-day survey of the legacy of ancient Egyptian
civilisation (in Luxor and Aswan); a five-week trip to these two Upper Egyptian cities is also proposed
for the student’s graduation project. It is apparent that the fourth year's subjects and the third year's
are the same.

Mural class (third and fourth years)

Third year's Subjects: painting, murals, landscapes, history of murals, technology of materials, prin-
ciples of architectural design.

Fourth year's subjects are the same of third year's. In addition, students should prepare their gradu-
ation projects and conduct a 10-day survey of the landmarks of the ancient Egyptian civilisation in
Aswan and Luxor,

Notes:

Since it was opened in the 1980s, the mural class has been attracting the attention of growing
number of students, who believe they would make a good deal in the market after their graduation.
These students would blame their teachers of painting for their poor experience in painting models
or landscapes. The fact is that these students are not qualified for art study by any means. Nor are
they interested in having a fruitful dialogue with their teachers.

Subjects and the teacher’s role

Taking into consideration the teacher's knowledge and experience, art teachers differ in their appre-
ciating of subjects they teach their students. Academicians are rarely clever artists. In the meantime,
academicians would spend more time in classrooms than in their studios. Accordingly, their success
in the classroom would come at the expense of their artistic career. It goes without saying teaching
art is an act of creativity powered by general knowledge, undisrupted experience, persuasiveness
and skills to create an interactive and fruitful dialogue with students. Students, who are the prime
target, should be qualified for their educational task. In the meantime, classrooms and studios should
be properly-equipped and provide a convenient atmosphere te enhance the proposed teacher-stu-
dent interaction. Overcrowding in classrooms has a negative impact on the student’'s performance.
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Syllabus: For and Against

The decision of establishing the Fine Art School in early 20th century was prompted by the Egyptian
society's hunger for science, knowledge, freedom and culture after decades of colonial ruling. The
Egyptian society’s endeavours to achieve these goals gained ground when Cairo University was
opened in 1808, The national economy was liberalized, especially after a group of devoted Egyp-
tians led by Prince Yussef Kamal campaigned for independence and freedom. Born to a well-bred
family, which celebrated science, art and culture, Prince Kamal, then a senator, decided to patronize
the newly-planned school. He planned the unprecedented artistic edifice in society to encourage
youth talents to step forward and hone their skills until they continue their post-graduate studies.
The School of Fine Art was first opened in an old building in Darab al-Gamameez district in Sayeda
Zeinab, before It was moved to Khalat Street in Shubra district and then to el-Nil Street in Maniyal
district in Giza. Eventually, the school’s final destination was in Zamalek district in Cairo, First class-
es opened in the school were dedicated to architecture, sculpture and painting. Its growing popular-
ity encouraged its officials to open more classes for décor and printmaking. With architecture class
being the exception, each class was divided into two sections, For example, students in the class
for painting had the opportunity to study muals; the graphics class taught its students animation and
calligraphy; the class for interior design and expressive art were opened in the class for printmak-
ing and décor; medal design, bas-relief, monumental and cutdoor sculpture were on sculpture syl-
labus. Secondary school graduates wishing to study art and architecture had to satisfy the school's
admissions policies. The question-paper was proposed by the school's professors, who also marked
the students' answers. New students were requested to make pencil and colour drawings. Taking
into consideration its limited facilities and teaching staff, from thousands of students applying to the
faculty only 500 or 600 are accepted. In the past, the three-day admissions text used to take place
inside the school. Now, the admissions test is limited to six-hour period and organised in state-run
schools to cope up with the huge number of students wishing to study art and architecture.,

The school's syllabuses

Qualified students first join preparatory class for art (sculpture, graphics and painting), preparatory
class for décor or for architecture. They are taught skills of drawing, shades, perspective rules, etc.
After doing these classes the students move to the first year, in which they are given the choice to
study major subjects such as graphics, painting or graphics. The Faculty of Fine Art offers academic
study compared to syllabuses in art academies in Europe and the US. Accordingly, the students are
taught academic rules of drawing, form, colouration, design, anatomy, perspective, shade effect, atc.
Being a professor, who has spent most of his life inside the walls of the faculty since his graduation,
| would centre my interest in this study on the painting class, its four-year syllabuses and masters
and PhD degrees.

Preparatory class

Subjects: with architecture and décor being exempted, students should study drawing, printmaking,
painting. sculpture, design rules, anatomy, foreign languages and history of civilisation. After a year-
long study of these subjects, the students choose their majors: sculpture, painting or graphics. It is
noticeable that classes for painting and graphics are popular among the students. Sculpture has
less popularity, especially among girl students, who have worries that this artistic genre is a difficult
and exhausting task. Some boy students would also entertain these baseless anxieties. These stu-
dents also have fears that sculpture would not qualify them for job market after their graduation. In
the meantime, despite its key importance in art studies, anatomy is underrated. Worse, the faculty's
door was slammed in the face of nude models 25 years ago for religious and economic reasons. As
a result, students are taught anatomy theoretically in the preparatory class and the first year. So how
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express the nation's issues. According to the vision of these opponents, art should represent the
sufferings of the toiling classes.

During the tripartite aggression (led by the UK, France and Israel) on Egypt, fine arts played a big
role in rallying the nation behind its arrmy. Outdoor exhibitions were organised; streets were bedecked
with posters and banners highlighting national slogans. Newspapers were also splashed with articles
and essays, which provoked the national feelings in society. Accordingly, barriers separating art and
the audiences were dismantled. Form and Content became the main concern in the intellectual and
cultural circles.

In the 1960s, the battle over the limits of the artist's freedom of expression took new dimensions.
However, peace was restored after Picasso and his art were vindicated in the book "Realism Without
Frontiers’ by Paul Eloire.

The military setback Egypt suffered in 1967 renewed disputes over the influence of heritage to deep-
en the national identity, The sparring parties also differed over attempts to import from European
contemporary art. The growing disputes in Egypt attracted the attention of Arab intellectuals in the
Arab world from Morocco to Iraqg.

In the 1980s, there were voices calling for 'Egyptianised art' in the face of Westernised art. Artists
were urged to underline the unique features of the Egyptian identity and display national issues. Art-
ists were also pressed harder to reduce their dependence on decorative and geometric elements
such as the triangle, the square and the circle. These elements were accused of widening the gap
between the fine arls and the ordinary audiences.

In 1980s, youth artists abandoned painting and sculpture and tock up more profitable professions.
Worse, economic changes in society relegated art events on the cultural agenda. The Ministry of
Culture stepped forward to organise the annual Youth Salon, which attracted the attention of bigger
number of young sculptors and painters when it announced big financial rewards. Overwhelmed with
signs of modern trends, achievements unveiled in Youth Salon drew much attention from the audi-
ences, which came across installations, conceptual art, the Happening, experimental art, abstract,
symbolism, etc.

Although the Youth Salon gained success, it deepened the gap between art and artists. Over the
past 20 years the Youth Salon has dramatically failed to arrest the attention of a big number of art
admirers, regardless of an increase in the number of art dealers. In the meantime, a big competi-
tion between art dealers over oil painting and sculpture invited forgers to make a great deal in the
absence of laws, which could punish this criminal act.

There is hardly any doubt that the growing number of graduates from faculties of fine ars in Cairo,
Alexandna, Menia and Luxor, will shed more light on different genres of art and schools. These quali-
fied graduates will be members of the audiences in the future.

it must be said that today's artists underestimated the decades-long political and social influence of
art in society. As a result, painters and sculptors gave in to the temptation and reduced thair arts to
serve commercial goals.

Dr. Sobhi al-Sharouni



Impact of Fine Arts on Egyptian culture

Art community in Egypt has launched year-long festivities to mark the 100th anniversary of fine art,
The Egyptian art movement kicked off a century age when French sculptor G. Lablan persuaded
Prince Yussef Kamal to establish a school of fine art in the style of le ecole des beaux artes in Paris.
The French sculptor suggested that the extraordinary education facility should first open its door for
students willing to study sculpture, drawing and architecture. The school was opened on 12 May
1908 at Darb al-Gamameez Street, in Sayeda Zeinab, close to the headquarters of Prince Kamal's
properties, The unprecedented School of Fine Arts is acknowledged for its chronicle of develop-
ments of Egyptian fine arts leading to the present day’s achievements. For example, half a century
after the opening of this edifice of ant, a faculty of fine arts was opened in Alexandria (1957). Two
years after, the new school's teaching staff and professors traveled to Damascus, Syria, to establish
a faculty of fine arts in this Arab capital in 1958, After accomplishing their task in Damascus, the
faculty's professors traveled to the Iraqi capital, Baghdad, to teach art in its Academy of Fine Arts.
Assets of fine arts in Egypt increased in 1983 after the opening of two new faculties in the Upper
Egyptian cities of Menia and Luxor.

Intellectual activities:

Members of the royal family and wealthy people in society planned the unprecedented School of
Fine Arts in Cairo to give birth to a generation of Egyptian talents, who could successfully design and
decorate their palaces in the European classical style. The royal family and the elite were looking
for the opportunity to replace foreign artists in this respect. However, their plans fizzled out after the
outbreak of a national revolution led by Saad Zaghloul.. The revelution motivated the nation’s sense
of belonging and patriotism. The intellectual and cultural communities in the country echoed with call
for the revival of the nation’s glorious past. As a result, first signs of assala (originality) appeared in
achievements made by pioneering artists such as Mahmoud Mukhtar, Mahmoud Said and Mohamed
MNagui. Meanwhile, artist Ragheb Ayyad distinguished himself by devoting his art to expressionism.
He extensively took his inspiration from fellaheen (peasants), the simple life in rural areas, market-
place and fields. Different artists, who belonged as well to the first generation, were influenced by
academic rules and Impressionism. The second generation of Egyptian artists (born between 1900
and 1918) walked in the footsteps of their predecessors (the first generation). However, signs of
rebellion began to show in the mid 1930s when artists clashed about the ancient Egyptian art and
academic rules imported from the West. The raging battle drag on for decades. In the 1940s, and
after the end of the World War Second, rebellious artists belonging to the third generation managed
to deaden protests raised by their predecessors. The rebels in art community received much sup-
port from the West, which campaigned to guarantee the freedom of expression in the face of insults
distributed by the Nazi and Fascists, who despised modern arts and its devotees. Prompted by their
hatred to modern art, the Nazi regime destroyed achievements made by German artists enthusiastic
to Expressionism.

Although artists belonging to the second and third generations jointly made extensive borrowings
from the West, they were divided over Impressionism and Fauvism, Meanwhile, Surrealism ap-
pealed to youth artists. However, Surrealism failed to gain popularity in the street. Moreover, ordinary
citizens would scowl at an extraordinary work of art and dismiss it for being Surrealistic. Surrealism
was saved from its disgrace in mid 1960s when abstract art swept art community in the country.
Graduates from the faculties of fine art were properly qualified for appreciating However, in the late
1940s, a new battle erupted over Socialist Realism. Intellectuals were divided into two camps, the
first of which raised the banner ‘Art for the Sake of Art'. Their adversaries insisted that art should
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Major changes:

Communication satellites and digital technology minimized the influence of native environment, cul-
ture, etc. Likewise, mechanisms of artistic expression overlapped and intertwined. Amateurs were
also encouraged to take up art. Under post-modernism distance between people became shorter;
and the barriers between art and live were eliminated. Moreover, post-modernism radically changed
metaphysical artistic and intellectual concepts, which took root in history. As a result, the meaning
became immediate and no more elusive, nonetheless.

Science and industry in our modern age gave rise to extracrdinary aesthetic values. On the one
hand, artists faithful to modernism abbreviated the work of art to stress the essence of the shape
and achieve the independence of the theme in the work. On the other hand, colleagues influenced
by post-modernism intensely experimented with a variety of technigues and artistic trends, which
rejected the ‘pleasure’ as the prime asset in the work of art. We can safely state that post-modernism
denied art its aesthetic value, For example, while modernism gave rise to purty, integration, unity
and message, post-modernism paid more attention to polarities, fragmentation and decentralization
of the message [the idea] in the work.

Modernism ebbed away in the 1960s of the last century, throwing the door open for contemporary
artistic trends to come forward. Known initially as post-modermism, these contemporary trends elimi-
nated barriers, which used to separate celebrated art and kitsch, such as Pop Art and achievements
made by Andy Warhol Rauschenburg's assemblage shortened the distance between the audience
and objects around them. Dadaism and the Performance Art played a big role in dismantling type-
cast ideas. Gilbert and George successfully drew the audience's attention to the Happening. Mini-
malism underwent innovative experiments, which eventually led to abstract art. The realistic pho-
tography came into George Segal's Environment Art. Alan Kabru and Yves Klein came up with the
Performance Art. Robert Simpson did likewise. In the meantime, Christo distinguished himself by
‘packaging’ art, which consists of wrapping historical buildings in canvas or semi-transparent plastic.
Also different trends and styles combined to give rise to installation, which encouraged the audience
to step forward and interact with the work. Eventually, the viewer became an indispensable part of
the work. The work of art went beyond the walls of galleries and became a global interest; the frame
of the work was pushed back endlessly. Traditional materials, such as the brush, the colour, etc. be-
came no longer popular in the work. Artists were motivated to take much of their inspiration from the
nature. The artists’' main task was to reveal the psyche of the work in relation to related things.

Dr. Khaled al-Bughdadi
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Contemporary art
New concepts under new ages

According to art critic John Kiscke, although post-modernism has no specific concept, it unveiled a
new age of arts and a new history of thought as well. Kiscke's conclusion should substantiate sug-
gestions that post-modernism is one of the most influential intellectual trend produced by the human
mind in recent years. Being interspersed with different intellectual, philosophical and artistic activi-
ties, post-modernism challenged attermpts to frame it within a particular concept. Such a perplexing
situation led |hab Hassan to state: ‘The age of post-modernism is too hard to explain.’
Although under global multi-cultures no particular thought has the potentials to claim the absolute
truth or overshadow different philosophies. Modern media influenced by breathtaking political, cul-
tural, scientific and economic changes have revolutionized human thoughts radically. Artists are not
exempted, They enthusiastically intensified their researches into unprecedented areas of aesthetic
values. Likewise, the image claimed new dimensions.
Due to the fact that there are no universal rules or guidelines of art criticism and appreciation of
aesthetic values, those reluctant to closely examine modern artistic phenomena should blame them-
selves for their shortcoming in this respect. These people suffered humiliation when they failed to
come across the reality behind post-modernism and its overpowering influence in thoughts, phi-
losophies and contemporary art trends. Under post-modernism, aesthetic values and theories were
relegated to make room for unprecedented philosophies and rules of judgments. Such revolutionary
trends constituted a big challenge to art critics and aestheticians. That is why extensive researches
have been conducted into new areas of statics to help reconcile contemporary artistic trends.
Perplexities over post-modemism increased when one of its enthusiasts, Dick Hebdige, stated that
[post-modernism] constitutes an amorphous, multi-faceted and decentralized state, in which we are
led helplessly, through a series of mirrors placed opposite to each others, to different places. Wide
controversies were stirred up when art critics and theorists sought the help of post-modernism to
explain different and opposite thoughts and trends they came across.
French philosopher, Jean Baudrillard, whose name should immediately strike our minds when post-
modernism is mentioned, argued that post-modernism ushered Western societies into a new age, in
which the mass media and information technology jointly ‘dismantied the meaning’ and relegated the
person's sense of belonging and religious beliefs. The French philosopher also remarked that post-
modernism had undermined class barriers in society and typecast individuals. According to Baudril-
lard, the image (the non-reality) substituted for the reality. Powered by the technology of mass pro-
duction, the image gained popularity much more than any other commercial commodity. As a result,
differences between art and life became too subtle to be traced. In the meantime, representation was
developed into the mainstream medium, which has the potentials to explore the reality, and aban-
doning the meaning and the value the reality has been reduced to the image and the message.
Under these developments, fine arts were identified as plastic arts, especially after materials substi-
tuted for the value. Currently, visual arts became much-talked-about in society, especially after the
media and modemn technology were combined with arts.
In its capacity as an intellectual movement, post-modernism sought to explore critically the foun-
dations of modern civilisation in the West; classical principles and guidelines associated with this
civilisation were rejected as outdated. Celebrating post-modernism, its philosophers and thinkers el-
evated it into a higher position than capitalism, which is the main product of the Western civilisation.
It was apparent that post-modernism enthusiasts were impressed by German philosophers, such as
Mietzsche and Hedger, who were the first to discuss new foundations of modern and contemporary
human thoughts.
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Thirdly-The value added factor in the print was achievable when a group of artists consciously freed
themselves from mainstream restrictions. With the result that, their achievements display powerful
expression.
Fourthly-Free and innovative expressions were achieved when participants experimented with print-
making techniques unrestrictedly.
Fifthly-The mechanism of interaction in these workshops played a big role in the enhancement of
interaction between the audience and artists.
Sixthly-Combination of different genres of art helped artists to state their individual intellectual and
technical visions. The dialogue between veteran artists and younger colleagues motivated the cre-
ation of innovative experiments.
Lastly-Some artists appeared to have a special liking for printmaking techniques. These artists in-
cluded Gameel Shafik, Weam al-Masry and Mohamed Talaat. In the meantime, members of the
supporting team during these workshops, have unveiled outstanding works, which display their hall-
marks. For example, artist Yasser Gad drew the attention of art movement in society when he re-
vealed outstanding achievements executed in mezzotint (Fig.9). Gad's achievements were exhibited
in Cairo Atelier in 2008 and in the Mational Art Exhibition in the same year. He also exhibited different
works (black and white, and coloured woodecut)
Recommendations:
-The viewer's visual culture in connection with the message of the image in the print should be deep-
ened.
-More importance should be given to the visual communication’s main elements, the artist, the proj-
ect and the audience.
-Workshops should be held parallel to art events to draw the attention of larger number of viewers
to printmaking, its techniques and potentials. These workshops should be planned to underline the
cultural and artistic role of printmaking in society.
-Non-graphic artists and amateurs should take part in these workshops to end mistaken vision of the
role printmaking in connection with visual culture. According to this mistaken vision, printmaking was
reduced to a mechanical process inconsistent with intellectual and visual creativity.
-Increasing attention should be paid to the combination of different genres of art in the field of tech-
nique, style, visual elements and values. Larger number of artists should be encouraged to step
forward to achieve this proposal.
The author of this study also recommends more key points as follows-
-More exhibitions for graphics art should be organised to broadcast printmaking and its influential
role in the enhancement of the message of the print in society.
-Workshops interested in the same ambitions should be organised as well.
-Visual culture should be on the curriculum in the faculties of fine art.
-printmaking should be a major subject in painting and sculpture departments to narrow the gap
between printmakers and colleagues in different classes.
-Workshops should be organised in schools and cultural centers.
-Data shows interested in the culture of the image and the mechanism of the print should be or-
ganised. These shows should display achievements made by pioneering artists in this field.
Arabic and foreign references:
-Content & View
-Abdulla al-Gedhami, Culture of Image-the Role of Image in Visual Culture, Photography maga-
zine.
-Fadel-al-Sudani, Fourth Dimension in the Language of Visual Culture in Globalisation Age.
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were mostly interested in extraordinary printmaking techniques, such as relief, linocut, intaglio, etc.
They also employed untraditional matenals. The space in the work was devoted to collage elements
to produce extraordinary feel in the surface (Fig.3). however, these experiments could hardly pre-
saefve the mainstream qualities of the print. VWorks made by artists Mohamed Abla and Abdel-Wahab
Abdel-Mohssen displayed relief and intaglio printing-etching. The potentials (mass production) of
the print was weakened when the two artists used collage in the surface. Artist Reda Abdel-Salam
successfully displayed the combination of painting and print. Abdel-Salam's experiments (Fig.4), in
which he also employed collage and drawing, gave rise to visual elements, which largely influenced
the construction in the print. In the meantime, youth artists were increasingly curious about print-
making techniques and their secrets. Experimenting with these techniques, youth artists were keen
to preserve their style, nevertheless. They consciously refused to intensify the employment of ex-
traordinary techniques in their handling of the surface. Artist Islam Zaher revealed an experiment, in
which he combined photography with etching (Fig.S). Artist Hamdi Reda combined photography with
mainstream printmaking technique. His achievements displayed his spirit and taste in photography.
Workshop Two: its achievements were mainly represented in relief, intaglio printing and etching. Par-
ticipants paid special attention to the mainstream potentials of the print. Participants were also unin-
terested in causing medifications in new techniques they came up with. A group of artists achieved
satisfactory results when they employed the same material in the print (fig.6). It was apparent that
spontaneity played a good role in the release of powerful expressions in the print, especially when
these arlists preserved their traditional techniques and styles. On this occasion, veteran artist Salah
al-Meligi should be acknowledged for his keenness to convey his big experiences to youth artists
interacting with him. It was also clear that experiments revealed during Workshop One and Two dif-
fered widely. On the one hand, Workshop One’s achievements were freed from mainstream rules
and restrictions. On the other hand, Workshop Two's experiments preserved mainstream qualities
and features of the print. However, a few works made the exception; examples were represented in
works achieved by artist Ayman al-Semary and his young colleague Mohamed al-Masry,

Workshop Three and Four: their artists belonged to different age. Two artits, Gamil Shafik and Mo-
stafa al-Razaz, represented the fourth generation of the contemporary Egyptian art movement (fig.7).
The participants also included Abu-Bakr al-Nawawy and Hamdi Abul-Maati. Youth artists were rep-
resented by al-Sayed Kandeel, Ibrahim al-Desouki, Weam al-Masri and others (Fig.8). The third and
fourth workshops provided a platform, which displayed intellectual and visual dialogue, especially
when each participant, veteran and young, diligently sought to stress his/her individual vision, tech-
nique and touch in the work.

There is hardly any doubt that the audience helped the creation of interactive atmosphere in these
workshops.

Impact of printmaking techniques on non-printmakers:

The combination of graphics art and different aristic genres inspired non-printmakers to deal with
different printmaking techniques and potentials to produce new visual dimensions in the work. More-
over, by making use of printmaking potentials for mass production, non-printmakers would success-
fully increase their popularity. Within this context, the conclusion of experiments made during these
workshops runs as follows:

Firstly-Some non-graphic artists were initially suspicious that printmaking techmique would frustrate
their attempts to achieve planned artistic values.

Secondly-other artists were enthusiastic to gain as much experience as they could by widely experi-
menting with printmaking and the associated surface. That was why they persuaded supervisors to
keep away. The climate of interaction would be interrupted with the result that positive and negative
intellectual visions and trends combined.
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Interactive relationship between printmaking and different artistic genres:
Although an interactive relationship between printmaking and other artistic genres is not an unprec-
edented suggestion, innovative techniques in recent decades have remarkably developed printmak-
ing, its philosophy and interpretation. These developments were achieved after combining printmak-
ing with different genres of art. New mechanisms have also added new features and qualities to the
print. The interactive relationship in this respect has also motivated the creative experiments of other
artists, such as painters and sculptures, who eventually came up with innovative aesthetic values.
However, it must be said that combination of visual arts in visual medium of expression is meant to
be intellectual and cultural to propel the artist's creativity on the one hand and on the other hand in-
crease his potentials to bring about innovative techniques and mediums represented by printmaking
mechanisms and techniques. In other words, the proposed combination of graphic arts represented
by printmaking and different visual arts primarily seeks to create innovative ‘formulas’ widely dif-
ferent from printmaking techniques. It is apparent that extensive experimentation with printmaking
techniques has increased the potentials of the space [the surface] in the print. For example, the art-
ist has been given the opportunity to employ modern technology in the work. Unlike his colleagues
experimenting in different mediums, the printmaker has successfully freed himself from restrictions
of traditional techniques, especially when he extensively employed computer graphics or collage
graphics in the work. However, we should admit to the fact that the dominance of modern technolo-
gies in the print frustrates the work's aesthetic values and extraordinary qualities. The powerful influ-
ence of modern technologies in the work would as well slow down the artist's creativity and sincerity
of the expression. Therefore, the artist will arrest the viewer's attention and motivate his curiosity
only when he (the artist) consciously assesses his artistic and creative vision. G. Hans identified
the artist's success in this respect as appropriation in art. At this moment, the viewer will be encour-
aged successfully to interact with the work and appreciate its message and aesthetic values. There
is hardly any doubt that the interactive relationship between the artist and the viewer is dependent
largely on the work, which should have the potential to give rise to visual and critical dialogue be-
tween the two sides.
The interactive relationship of printmaking and different artistic genres was stressed during 2 num-
ber of workshops proposed to stage a live and direct dialogue between the artist and the work on
the one hand and the work on the other hand. Artists, who took part in these experiments, included
ceramicists, painters and sculptures. They produced innovative experimental visions. Different print-
making technigues, such as woodcut, linocut, intaglio printing and etching were employed in these
experiments. Installations and photography were also featured in these works, A weekly seminar
was planned in the end of each workshop. Viewers were invited to open discussions with the artists
to examine and comment on the final achievements represented in the prints. During these seminars
the audiences had the opportunity to understand different techniques and styles employed in these
achievements. The audiences also satisfied their cunosity about the secrets and extra ordinary values
of printmaking. Regular audiovisual recording of the developments of these experiments was also
interested in the audience's immediate reaction in this respect, Four of experiments conducted dur-
ing these month-long workshops are analysed and assessed in this study. A workshop was planned
every week parallel to the 3rd edition of the National Graphic Exhibition organised in 2005 by the
Ministry of Culture’s Sector of Fine Art. The author of this study was the exhibition's Commissaire
and the general supervisor of the parallel activities. It must be said that this 3rd edition represented
a panoramic view of the Egyptian graphics art movement since the 1960s of the last century.
Workshop One: according to its philosophy, artists known for their different intellectual trends, tech-
nigues and styles were invited to take part. To motivate interaction between veteran and young
artist, participants were wisely selected to represent different age. Veteran and young pariicipants
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have a better understanding of its potentials to broadcast visual culture by re-exploring [contempo-
rary] events. In his book “The Age of Image’ Shaker Abdel-Hamid traced the roots of the word ‘image’
to the Greek word 'icon’, which was translated 'imago’ in Latin and ‘image’ in English. Abdel-Hamid
indicated that 'image’ played a central role in Plato's philosophy. “Image also influenced represen-
tation of thoughts and intellectual activities in the West,” the author noted. The Arabic dictionary
explains 'image’ as the identity of the verb and its function. In his book, Abdel-Hamid classified the
image as follows;

Firstly-visual image, which is the reflection of something in a surface, such as a mirror.
Secondly-The image in its capacity as the mental reproduction motivated by sensory stimuli of ex-
periences.

Thirdly-the fantasy image and the imaginary image,

Lastly-the digital image, which is completely different from photography. The image in the past would
mainly refer to oil painting or drawing, which are part of visual expression,

According to Ernheim, image being a driving-force of thinking is an attempt to understand our world
through the language of shape. Therefore, the image has the potentials to enrich our imagination
and motivate creativity, which reveals future horizons. Inits turn, the future is indispensable for com-
munities and individuals alike to free themselves from the limited perception of the existing reality.
Under the age of breathtaking developments, art became tormn apart between local environment and
visual means of communication produced by multi-cultures. The image with its symbolical and psy-
chological message, is the storeroom for enormous legacy of the visual memory. That is why in its
capacity as an visual medium of communication, the image, whether print, photography, animation,
digital, etc. has gained growing popularity in 'the age of image'. As long as print is concerned, it has
its unique qualities and potentials, which are widely different from other artistic achievements. The
print also distinguished itself by its unique display of political, social and cultural issues.

The image depends on three principal elements to release its message: the sender (the printmaker),
the project (functional, cultural or aesthetic) and finally the receiver (the viewer or the customer).
The most important elements of the image are:

Material: colour, space and technique.

Mode of expression: forms, designs, elements and shapes.

Content: the image's cultural content and the associated message(s).

Writer Salah Fadl has stressed the prime elements of the image by saying that they represent its
unity and help create new reality.

Unlike before, the vast world beyond the frame of the work has been part of the area of interaction
between the artist (and the work) and the viewer, Such an area used be limited to the frame of the
work and the content’s aesthetic values. Accordingly, in addition to its cultural content, the work could
be suggestive of a political message. In other words, expanding area of interaction in this respect
motivates sophisticated understanding of coded message, and the artist's thoughts and ideoclogies.
The main goal of the examination and analysis of the image-motivated visual culture is to upgrade
the viewer's appreciation and understanding of its allegorical elements. On the other hand, enigmat-
ic message and elements in the image would frustrate the viewer's curiosity and widen the gap be-
tweaen him and the artist. Consciously assessing his elements, his philosophical vision and thoughts,
the printmaker would create an interactive and fruitful dialogue with the viewer.

Concerning relief printing, intaglio, Ithography and serigraphy, they are more influential in the en-
hancement of the viewer's reaction. This is because these techniques have big potentials to impress
and influence, visually, the viewer, especially when the printmaker consciously assess the visual
impressions in the work without affecting its content. Many printmakers appreciatively accept the fact
that printmaking techniques help them highlight their philosophical vision and thought.
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Enhancement of the impact of printmaking on visual culture

Intrudctiont:

Closely connected with breathtaking technological advances, graphics art successfully claims large
contribution to the development of the citizen and society by upgrading the viewer's visual culture
and awareness, As long as printmaking is concerned, it represents one of the most influential medi-
ums of graphics art. Printmaking’s central role in the enhancement of cultural awareness in society
is basically dependent on its extraordinary artistic values and communication mechanism. Due to the
overlapping and interactive relationship of different artistic genres, printmaking has a strong impact
on these arts to broadcast visual culture broadly.

Accordingly, this study is basically seeking to examine three major axes in this respect as follows:
-Impact of printmaking on the viewer and visual culture in society.

-Interactive relationship of printmaking (visual medium of communication) and different artistic
genres.

-Exchangeable influence between graphic artists and colleagues experimenting with different medi-
ums of expression.

The problem:

The study examines suggestion that printmaking role in the development of public awareness about
visual culture has slowed down. The study also examines the exchangeable relationship between
printmaking and different genres of art o broadcast cultural and social awareness.

Key point of the study

The study attempts to shed more light on printmaking role in deepening visual culture in society.
The study also examines the importance of exchangeable relationship sought between printmaking
and other genres of art to combine thought and technique so that innovative aesthetic values could
be produced.

Goals:

The study aims to highlight printmaking in its capacity as a visual medium of communication on the
one hand and its impact on different artistic genres.

-The study is also interested in the effective role of printmaking in increasing cultural, political and
social awareness in society. This goal will be achieved when viewers' curiosity about printmaking, its
extraordinary technigues and styles, is motivated. The viewers will be given the opportunity to appre-
ciate printmaking and its effective role when they come across printmakers and have an interactive
dialogue together.

-The study will shed light on achievements made by printmakers, their different techniques, intellec-
tual trends and cultural heritage.

Cultural influence of printmaking in the viewer's visual culture.

Breaking the codes of the image in general and its graphic properties and dimensions in particular
should deepen the reality behind the fact that printmaking is an influential visual medium of commu-
nication. Whether mainstream or allegorical, the image’'s decoded message draws our attention to
the role of different visual mediums of art and their innovative technigues and styles. A comparison
to be made in this respect will underline the overwhelming impact of the image in society. In his es-
say The Self and Deconstruction of vision’, Talal Meala argued that unprecedented examples of
visual culture had perplexed humanity. Compared to the fantasized image, which displays a new
understanding of man in a changing world, the mainstream image (material, shape and message)
is considered the legacy of classic expression. The writer said that by all accounts, the image had
been developed into a medium, which reflected the existing reality and gave rise to new meanings.
Accordingly, it is important to explain different identifications of the image and associated types to
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He was influenced partially by Surrealism when he came up with flattened and romantic figures. His
architectural construction depended on horizontal and vertical lines, which were intersected to stress
the psychological and dramatic depth.

Reda Abdel-Salam (b. 1947)

Abdel-Salam deliberately relinquished the urge to modify universal proportions in his narrowly-ab-
breviated figures. He, nonetheless, abbreviated unimportant details and used thick lines to free the
figure from restrictions. His technique was largely depending on his academic study and experi-
ence.

Raaouf Raafat (1948-2007)

His creatures were fossilized and bulging as if they were wrapped tightly in bandages. Raafat's cu-
riosity-arousing creatures also gave the impression that they were living in a dim environment in the
presence of poor spotlights. Raafat isclated his figures by an impregnable space inside the frame.
Al-Sayed al-Kammash (b, 1851)

Al-Kammash came up with perplexing human figures, which combined sharpness and flexibility; soft-
ness and solidity. Despite the intensity of deformity, his creatures displayed signs of resistance. Al-
though these creatures appeared to be silent, they echoed with their outcry and parallel movements.
Inner dynamism was powered by nails and bolts projecting from the naked body. Al-Kammash's man
was the product of scrap metals and wood.

Finally, we stress that Egyptian contemporary and modern painting has witnessed several major
changes over a century.
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created spontaneously from dried tree trunks. It was clear that he carefully assessed the third di-
mension (the depth) in the surface and abbreviated unimportant details and the mass. However,
he consciously refused to deconstruct or disfigure the shape. Al-Gazar's line was consciously and
admirably used.

Kamal Khalifa (1926-1968)

He painted bumnt and deformed human figures. The head was flattened and the limbs disfigured.
Samir Rafe (1926-1968)

He violently and deliberately handled deformed human figures to explore the depth of the human
psyche. He exaggerated the human bedy and limbs. Bushy and long hair was reminiscent of the
Cave Man. Rafe's woman evolved curiously into floral or animal figures within a surrealistic atmo-
sphare.

Generation of the 1960s (1930-1946)

Mostafa Ahmed (1930-1989)

His human figures represented his deep concerns about man being dwarfed and helpless in the face
of large-size architectural and fossilized masses, which displayed signs of classicism concealed by
human folds in the stone.

Zakaria al-Zem (1932-1993)

Al-Zeni came up with human figures, which sarcastically referred to the oppressed classes in the
Egyptian society. Denying the face its features, al-Zeni's creatures appeared to be puppets, some
of which are crucified. Other creatures swathed in darkness gazed intently, reminding us of Coptic
portraits and icons.

Ahmed Nabil Soliman (1937)

Soliman's creatures created from the harmony of vertical and horizontal lines would metamorphose
into animals or birds. His slim fermale figures would spontaneously and alternately be abbreviated and
exaggerated so that they could intersect metaphysically with the background and the foreground.
Mohamed Riad Said (1937-2008)

His human figure is static and silent. The face was concealed under an iron mask to indicate for-
eign protection. Perhaps, the metal mask represented a barrier suppressing feelings and emotions.
Said’s figures would appear sleepy or being hypneotized within an intriguing atmosphere or in the
middle of opposite elements arriving from unknown world.

Mostafa al-Fekki (1937)

Al-Fekki's human figures melted into forms reminiscent of popular districts until they appeared alter-
nately to be dreamlike or real images, especially when integrated shape and content evolve in the
work, His figures were also teeming with details, facial features and frocks at robes and dresses.
Said al-Adawi (1938-1973)

His figures lived in an extraordinary world, which is far off reality. Elements were intersected by dif-
ferent creatures floating and creeping noisily.

Ahmed Kamal Hegab (b.1942)

His representational elements were monumental, metamorphosing into symbols floating aimlessly
in a theatrical atmosphere. Tiny heads surmounted giant bodies and touched the height of the sur-
face. Hegab's creatures appearing to be swathed in coloured metal foils threw their shades on the
ground.

Sabri Mansour (b.1943)

He came up with stone-like figures withdrawing into themselves, or kneeling and bowing their heads
in supplication. Mansour’s stunted and fat creatures floated in a curiosity-arousing metaphysical
world, Features were abbreviated and unimportant details abandoned.

Mahmoud Abul-Azm (b.1947)
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They had the feel of corrugated or oxidized tin.

Fouad Kamel (1919-1973)

Kamel represented patriotism in this era. He first experimented with Surrealism and expressionism
before he finally shifted to non-representational art by repudiating the manifesto of the Group of Art
and Liberty (6 January 1939).

Tahia Halim (1919-2003)

Her works were intense with details, hazy and abstracted features, She also paid special attention
to anatomical proportions.

Hamed Ouwis (1919-)

He masterfully dealt with the design in the work. His technigue is very simple, regardless of the
sophisticated and monumental construction. He carefully studied the effect of light, shade and the
feel in the surface. Ouwis also paid special attention to tiny details in the portrait. In the meantime,
he masterfully exaggerated his dwarfed figures and elongated their feet and hands, Influenced by
Socialist realism, Ouwis painted figures, which represented members of the toiling class.

Engi Afflatoun (1924-1989)

She briefed and abstracted her human figures. She narrowly abstracted the mass. She employed
lines to stress the central features of the figure.

Hamed Nada (1924-1990)

Nada took Surrealism up for a while in the 1940s. His representational art introduced primitive fig-
ures helplessly giving in to their destiny. He exaggerated the thickness of the body and the size of
hands and feet. His female figures have Fauvist masses; their hair is disheveled. Nada used light,
and abstract and simple technique to stress the cylindrical form of the figure.

Representational art in the 1950s of the last century echoed to the growing national agitation and
social worries, As a result, streamlined human figures reminiscent of the ancient Egyptian, folk
and primitive art dominated the surface. Painters also used to employ rhythmic line in the work.
In the 1960s the human figures displaying the influence of African art were modified and radically
transformed in the surface. In the 1870s the human figures were freed from the gravitational force.
Technigue and style depended largely on abbreviation without developing it into modifications. The
slimness and height of the body were exaggerated; artists abandoned details and the depth of the
perspective.

Gazibia Serri (1925)

Human figures, which appeared in her paintings in the 1940s and the1950s were influenced by real-
ism. She paid special attention to features and details. Serri also abbreviated the mass and gave the
line central role in the work, After the setback inthe 1967, Serri's figures were denied their features;
the shape was fragmented. Powerfully expressive lines dominated many of works she made during
the last stage of her career.

Abdel-Hadi al-Gazar (1925-1966)

His human figures underwent different changes in different stages of his career. For example, the
first stage named Sea Shells al-Gazar came up with human figures, which were much more radi-
calised and disfigured than being abstracted, simplified or modified. In a different stage, narrowly
employed lines gave nise to cylindrical creatures, the features and proportions of which were deliber-
ately deformed. Very wide eyes occupied the face. Prompted by the growing sense of belonging in
society, al-Gazar painted his creatures in the style of compact primitive sculptures. Throughout the
1960s, al-Gazar's technique and style witnessed a remarkable development. The new stage named
the Space and the High Dam revealed the influence of abstract, Al-Gazar also distinguished himself
by his admirably-suggested reconciliation between irreconcilable elements and shapes. Drawings
the artist revealed in this stage displayed human figures, which appeared to be primitive sculptures
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circumstances, the Group of Art and Liberty was formed to dismantle academic rules and restric-

tions. The Group's members also displayed unshaken enthusiasm to Surrealism. A new movement,

Group of Contemporary Egyptian Art, was formed. Members of the new group decided to take the

risk of radically modifying and abstracting human figures. In 1947, the Group of Modern Art submit-

ted its credentials to the local art movement; its members managed to draw the society's attention to

their individual identity and art. However, the Western influence was easily traced in works achieved

by many of these artists,

Sif Wanley (1908-1979)

Acknowledged for being prolific painter, Wanley also distinguished himself by his innovative thoughts,

He had a burning passion for radical modifications. He intensely abstracted the mass and abbrevi-

ated details and folds and frocks in the dress. Wanley also came up with an individual technique for

intense concept, admirable geometric patterns, economic use of the colour and movermnent repeti-

tions.

Adham Wanley (1908-18586)

He freed himself from academic rules and restrictions. His works were teeming with visible and in-

visible movements. He used to abstract the mass. Details were abbreviated and bodies elongated

exaggeratedly. Adham used light and shade intensely to highlight the dimension of expression and

the psyche of the figure.

Salah Taher (1911-2007)

Taher's experiment unfolded in the 1940s was first influenced by academic rules before he shiftad

his attention to representationism in the 1950s. His human figures evoived into curiosity-arousing

architectural masses, especially after he freed his construction from the universal law of nature. His

masses appeared alternately static and dynamic. In the 1960s Taher shifted to abstract.

Effat Nagui (1912-1984)

MNagui was one of the celebrated pioneers of contemporary Egyptian art. Her first achieyvements

display signs of simplicity and abstracted human elements dug in ancient Egyptian, Coptic and folk

heritage.

Hussein Bikar (1913-2002)

Bikar's figures are simplified and intertwined. He repudiated details in the work throughout his re-

searches into academic realism, admirable rhythm and decorative art intense with abstracted ele-

ments. He also did research into collage influenced by modernism.

Third generation (1913-1929)

In the second half of the 20th century the intellectual, cultural and artistic circles in society were

teeming with contemparary trends popular in the West, which largely influenced works of art made

during this period.

Ramses Younan (1913-1966)

Younan's paintings and drawings underiined his masterful handling of the language of shape and

form. He paid special attention to the design and construction, which were reconciled to his mood.

He rejected unplanned disfiguration of human figures. He carefully and cleverly assessed modifica-

tions of the figure, especially in the painting 'Girl reclining against the Wall'.

Kamel al-Telmisani (1915-1972)

His illustrations of eminent poets and intellecluals were influenced by Surrealism. His china ink

drawings displayed strong expression and repudiation of academic rules. His figures appeared to be

restless, worried and deformed as well.

Hamed Abdalla (1917-1985)

His human figures appeared to be pnimitive and inspired by Nubian wall paintings and children draw-

ings. Abdalla’s figures also gave the impression that they were metal cutouts or beaten to writhe.
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Represenationism and its transformations
in 100 years of Egypt's contemporary and modern art

In early 20th century visions, concepts and techniques associated with representational art were
intensely radicalized to simplify and abbreviate human figures. These experiments were led first
by Fauvists before Cubists decided to dismantle the human figure entirely and reconstruct it. Al-
though representational art took root in primitive art, it celebrated full-grown maturity at the hand
of the ancient Egyptian artist. Coming across their Greek colleagues during the Graeco-Roman
era, the ancient Egyptian artists transformed and maodified their technigue and vision of represen-
tational art. Their new experiments yielded the Fayum Portraits painted in a mysteriously spiritual
atmosphere. Representational art came under a new transformational stage during the Islamic era.
Muslim artists sought to carefully and consciously abstract their human figures. Echoes of the an-
cient Egyptian civilisation subsided during the Mameluke era and was disrupted after the Otoman
invasion of the country in 1517. A few drawings bearing signs of spontaneity and influenced by folk
heritage survived, nonetheless. A galaxy of artists and scientists were carried aboard the fleet of the
French expedition in Egypt (1798-1801); strong winds of cultural and artistic changes blew across
the country. When Mohamed Ali Pasha seized power in Egypt (1805-1848), he initiated an ambitious
enlightened programmes to modernize the society. He sent Egyptian students to European schools
and academies. After the catastrophic end of a revolution led by Ahmed Orabi and the British occu-
pation of Egypt (1881) reformist thoughts reverberated in the country. The cultural environment was
prepared to warmly welcome fine art. The School of Fine Art was opened in 1908 in the style of le
ecole des beaux artes in Paris. Egyptian students were taught textbooks imported from European art
academies and schools. Accordingly, fine art movement in Egypt echoed loudly with the European
arnt, especially after Cairo's School of Fine Art celebrated the first graduation ceremony in 1911, At
that time, new cultural and intellectual thoughts unfolded in society to suggest a reconciliation be-
tween modern European trends and the Egyptian identity and national heritage. Representational
art was at the centre of the interest of pioneering Egyptian painters (the first generation), who sought
to deepen their sense of belonging and their strong bonds with their national heritage. Therefore,
this study will shed light on outstanding artists and works, which had influenced representational art
since the opening of the School of Fine Art in Cairo a century ago.

First generation (1887-1897)

Ragheb Ayyad (1892-1983). a pioneering Egyptian artist, who rebelled against academic rules and
restrictions of abstraction, modifications and exaggeration. His personal touch was strongly felt in
his human figures, which were acknowledged for being innovative, Ayyad's works also displayed
spontaneity and dynamic expression. He radically used lines in the background to arrange his ele-
ments vertically.

Mahmoud Said (1897-1964)

A pioneering Egyptian painter, who created a niche for himseif in art community in Egypt. Said was
distinguished for his unique technique and handling of his human figures, especially when he radi-
cally modified his figures. His unique construction in the painting was based on intense dark shades
and bright light employed to underline the mass and the cylindrical bodies, which appear to be ab-
stracted primitive sculpture. Said used to overlook details and anatomical proportions.

Second generation (1900-1913)

At the end of the 1930s of the last century, pioneering artists lost their enthusiasm as a reaction to
the shrinking political, intellectual and artistic movements in society. These unfavourable develop-
ments spilled over negative impact to the values of modern painting. In the meantime, the outbreak
of the Second World War drew the attention of the Egyptian intellectuals to Socialism, Under these
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sky in a particular stage of her career.

Concerning the sense of belonging (or a sense of intimacy) it Is a less sensitive issue than plagiarism
and Western influence. For example, artist Hosni al-Benani had intimate knowledge of romanticism;
Farouk Shehata, in a particular stage in his career, belonged to German impressionism, Abdel-Slam
Eid had a sense of belonging to installations; Ramzi Mostafa faithfully addressed Pop Art; and Za-
karia al-Zeni did likewise in his bid to explore social goal in his work.

Finally, arguments about a close connection between the process of creativity and assala (originatity
and independence) should not by any means indicate that the work of art does not have any sort of
link with different works. In fact, any creative work is the product of fruitful interaction with differant
works

Despite their history and background, original works of art are those, which appear to be innovative
and incomparable to others, These qualities are the yardstick of the success for any work of ar.
The artist will be a::hnwdadged when he manages to dispel suspi-:runs that he is mp-,-'ing others in
his works. The artist's success in this respect is maintained when he releases his knowledge and
optical memeory into his individual vision. At this moment, the artist keeps journeying endlessly the
inexhaustible artistic heritage, forms and neo-aesthetic values active in his fertile imagination. Even-
tually, the artist’s experiment and the artistic heritage merge, giving rise to different artistic trends,
whether consistent, opposite, etc.

In the end, | submit examples, which could draw our attention to intertextuality, in which the image is
the central factor and interpretation and explanation are mulliplied.
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hardly any doubt that interaction wiath others increased our potentials to achieve appreciative synthe-
sis. On this occasion, we could safely stress that any act of creativity is not fatherless. Nor is such
an act of creativity independent from former or contemporary achievements.

in his book ‘The Way of Masks' Levi Strauss repudiates the artist’s allegations about his independent
thought or vision. Strauss argued that the artist's achievements are part of integrated and coherent
system, The author argued that at the moment the artist thought that he was performing spontane-
ously, his work is in fact a response to past achievements realized by predecessors, Strauss meant
to say that the artist does not tread alone on the road of creativity. In other words, artists and their
wiorks constitute a family of ancient lineage. All artists undergo, consciously or otherwise, this experi-
ence by staging a dialogue with others, regardiess of their nationalities.

Taking into considaration the controversial issues: cultural borrowing, foreign influence and sense of
belonging, they appear to be overlapping, being separated by a very subtle line. Writers and poets
could be more fortunate in this respect. They easily guard themselves against accusations of pla-
giarism by stating references. Artists do not have this opportunity although their works evoke their
strong memory of past experiences. On different occasions, the artist would be unavoidably com-
pelled to import a design, a colour relation, a8 motive or an element.

it is apparent that since it unfolded, the contemporary art movement in Egypt has been deeply con-
cerned with these three controversial issues. For example, art in Egypt was first teeming with styles
and technigues imported from the West. Syllabuses proposed in faculties of art played a central role
in this regard. Painters influenced by impressionism would strongly defend their illustrations of rural
areas and landscapes as an unaffected Egyptian art. Likewise, calligraphers impressed by abstract
would claim that they rebelled against the rules of coherent construction in their works to preserve
the Arab identity; close examination of these works would reveal that these calligraphers followed
the example of European colleagues, such as Paul Kelly.

Under the age of informative technology, in which millions of images are viewed with a click of the
mouse, plagiarism, euphemistically known as cultural borrowing, became a very easy task; it is hard
to catch the culprit red-handed. Many prize-winning works in Youth Salon were discovered to be
imperted. Unlike former plagiarists, who would accomplish their task in a catalogue during a visit
they made to an art exhibition or during their travels to Western countries, their descendants have a
very easy task. A gentle click on the computer keyboard will immediately help today’s plagiarists to
conveniently navigate major art museums and galleries in different world countries. Images of works
by great masters and amateurs as well are also quickly downloaded with a click of the mouse. Digital
cameras persuaded today's art students to turn their backs on studios and classrooms.

Concerning influence, it is the outcome of the artist’ study, whether academic or in free classes;
teachers or the artist's idols. The case in hand is represented by achievements made by pioneering
artists, who were initially influenced by their teachers. For example, artist Ragheb Ayyad's works
pear the signs of impressionisim, Mahmoud Said's landscapes highlighted Cézanne. It must be said
that before placing his hallmark in the work, the artist would consciously explore foreign influences.
Hamed Quwis is the case in hand. Also Mostafa al-Aranouti was influenced by Malevich; Sif Wanley
acted under the spell of Fauvism, Cubismand abstract. Wanley was widely admired by the first batch
of graduates from the Faculty of Fine Art in Alexandria. Wanley's admirers included Ahmed Azmy,
Adel al-Masri, Mostafa Abdel-Moeti. Artist Mamduh Ammar admired most Wanely's paintings The
Circus. In the meantime, Hamed Nada displayed much interest in Abdel-Hadi al-Gazar before he
(Nada) revealed his individual style and technique, which also bear the signs of primitivism. Ramses
Yunan and Riad Said were impressed by Salvador Dali's surrealism, regardless of the fact that they
kept faithful to their own elements and referents. Essmat Daowstachi was admirer of Effat Nagui.
Magdi Kenawi faithfully followed the example of Paul Kelly. Vassilla Farid was influenced by Kandin-
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Intertextuality in fine art

There is hardly any doubt that artists perform under past experiences and admirable works embed-
ded in their optical memory over years of arlistic career. Within this context, the artist's achieve-
ments, albeit innovative and individual, would be influenced more or less by his past optical and
technical experience. This influence would not missing in the work, regardless of the fact that signs
imported from particular work(s) can hardly be found. This is because the artist can not by any
means perform independently from his legacy of knowledge and experiences, which constitute the
background to his artistic vision. As Andrea Marleau has put it, unveiling their artistic experiment,
artists do not initially take their inspiration from nature or the existing reality around them. They take
inspiration from achievements made by others. Marleau came to the conclusion that great artists
must have come across admirable works made by their predecessors. Accordingly, the artist’s ca-
reer is not by any means the development of naive drawing he made in his childhood. Rather, the
artist's full-grown career is the display of his struggle against the influence of achievements made by
others to place his own hallmark in his works. Therefore, newly-achieved images are not entirely in-
dependent from different images made before. The situation in this respect is compared to a stream,
the sides of which account for its life and history. As long as art is concemed, influence, cultural
borrowing (plagiarism) and sense of belonging has been so intensely debated that they stirred up
much confusion. That is why this study should not be mistaken for incontestable ruling. The study
seeks briefly to widen examination and intent analysis of works of art achieved by celebrated artists
during different stages of their artistic career. It must be said that this study convinced me that art
begets art. | was also satisfied that the history of art largely depends on inexhaustible and interac-
tive knowledge and experiences. The study also drew my attention to the fact that the artist has to
explore this curiosity-arousing legacy before he would initiate his artistic career. Moreover, the artist
has to journey different stages in the history of art to satisfy his curiosity before he would join the long
line of his predecessors.

The artist's claim that his achievements are unprecedented is misleading. He appears to distract
our attention away from the fact that he had come across admirable works made by others. Such
claims also challenge the fact that he was acting under the influence of works embedded in his opti-
cal memory. The artist's misleading explanation to his background was revealed by Thomas Monroe
when he remarked defiantly that artists would take the issue far off when they stress the influence of
assala (originality) in their work and repudiate different impact. Monroe paid tribute to musicians or
painters, who would appreciatively confess that they would take inspiration from a poem or a piece
of music. Monroe rebuked artists, who would allege otherwise by insisting that their themes are
self-motivated or a divine revelation, By claiming that he creates ant from nothing, the artist would
overlook the fact that he is unconsciously influenced by others. Despite his personal touch and ex-
periment, the artist performs differently under different environment, specific factors and dominating
aesthetic values. The artistic experiment and vision are restricted by the artist's environment, age,
culture and his teachers, The artist’s bid to reject the influence of other colleagues in his art would
unavoidably introduce us to acts of mimicry.

That is why a group of aestheticians would protest that we do injustice to allegedly weird artists be-
cause we do not know the background to their art. On the other hand, Merleau Ponty indicates that
whether they accept it or not painters constitute a sophisticated unity. Ponty must have hit the point
by comparing the artist to a sentence in a long essay evoking the past and the present. Contempo-
rary intellectual and philosophical trends gave rise to new expressions and terminologies such as
intertextuality. Outdated expressions included opposites and similarities. Therefore, all works of art
in history are fertile and inexhaustible sources of inspiration for creativity and modifications. There is
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gave them the opportunity to motivate art movement in society and lend more encouragement and
support to artists. Under policies initiated by these art officials acquisttion of art works boomed and
flourished.

7- Rebellious trends to explore extraordinary cultural formula:

The birth of a new cultural environment, in which cultural, poetical, criticism and artistic ideoclogies
and trends were eliminated and alternatives grew, invited youth artists to reveal their outstanding
achievements in Youth Salon. Their achievements were acknowledged by the State and prominent
art critics as well. Celebrating their success in Youth Salon these young people intensified their ex-
periments with radical techniques and styles, such as conceptual art, collage, monochrome, graph-
ics, video art, computer graphics, minimalism, photography, zincography, installation, robot, ete. It
is undeniable that the achievements by these young people stirred up mixed reaction among art
critics and veteran colleagues. It was also apparent that youth artists were influenced by Western
techniques and styles, which they came across during their visits to foreign countries or their partici-
pation in overseas art exhibitions and beinnales. The Internet also played a big role to increase the
curiosity of these young people about developments of art values and rules in the Western societies.
The achievements, ‘the ninth brick', made by rebellious youth artists largely benefited the contempo-
rary Egyptian culture. Moreover, faculties of fine art were acknowledged as laboratories producing
creative artists and innovative experiments. The renewal of thought and culture paved the way for
launching national projects, such as the Revival of the Nation's Memory by displaying sculptures
of celebrities and nationalist figures in public gardens and squares. The "tenth brick’ was laid in the
edifice of culture and art when catalogues and books highlighting Egyptian artists and their achieve-
ments associated with contemporary Egyptian art trends were published widely.

8-symposium-a new cultural mechanism

Although the symposium is imported from the West, the event brought in new guidelines, especially
when artists were encouraged to masterfully handle large-size granite stone and create abstract and
simplified relationships. Granite works produced in the symposium constituted the ‘eleventh brick’
when they were moved to new urban communities to upgrade the optical culture.

| expect that the ‘twelfth brick’ would be available when a self-motivated interaction between the
public and artists. | also expect that different cultural formulas and mechanisms will be introduced to
motivate creativity and appreciation of national issues in Egypt. Such an environment will definitely
benefit comprehensive development programmes. Under such a newly-created environment, the
contemporary Egyptian culture will flourish.

Prof. Ahmed Abdel-Aziz,
Head of the Sculpture Department,
Faculty of Fine Art, Helwan Univeristy
(2008)



1973 and crossed the Suez Canal after dismantling the Israeli defence fortifications. Efforts to outline
new cultural and artistic aesthetic values (the seventh brick) were initiated to resist the influence of
open-door policies and the invasion of foreign cultures.

6-Leaning towards new mechanism:

The sweeping developmants in society largely, which influenced the cultural and artistic vision, gave
rise to two campaigns. the first of which rejected the Western values and devotedly researched into
alternatives to deepen the national identity. The second campaign warmly welcomed new global
values, which were suggested to explore extraordinary creative experiments and formulas. Pio-
neers of this campaign were confident that imported global values would save native art and cul-
ture from typecast ideoclogies and rules. Accordingly, the Faculty of Fine Art sponsored the new
vision, thoughts and handling. A new generation of art professaors and students stepped forward to
strengthen bridges with the West. These initiatives were motivated when bigger number of art teach-
ers and students were granted scholarship to continue their study abroad. Moreover, Egyplian art-
ists were offered the opportunity to intensify their participation in major international art events, such
as biennales. The Faculty of Fine Art organised scientific conferences and seminars to exchange
experiences and visions about the new artistic language. The podium in these conferences was oc-
cupied by prominent art critics and scholars, such as Kamal al-Geweli, Mohamed Hamza, Mahmoud
Bakshish, Ezz-Eddin naguib, Makram Henin, Sobhi al-Sharouni, Nagwa al-Ashn, Thurayya Darwish
and Mohamed al-Nasr. Their lectures and essays gave focus on extraordinary mediums of expres-
sion, which were popular in society at that time. Art education did not lag behind. Curriculums were
mainly designed to encourage experimental art and construct innovative culture visions. Art students
were also encouraged to extensively experiment with these new creative methodologies and rules.
Annual exhibitions, youth salons and biennales (the eight brick) were launched to enhance the open-
door policy associated with culture and art. These art events were also acting as platforms, in which
traditional values and rules were re-examined. Moreover, achievements by prominent artists were
displayed in main squares and public places. Eventually, the cultural and artistic scene had the po-
tentials to undermine barriers and interact with different foreign trends and visions. Gifted architects
and artists, who included Yehia al-Zeni, Ahmed Abdu, Galal Moumen, al-ghazali Kassiba and Talaat
al-Dali, also contributed to the new developments

Egyptian artists entertained different attitudes to realism, expressionism, impressionism, surreal-
ism, abstract or modified abstract, etc. Signs of these art schools were extensively manifested in
works achieved by artists Sabri Mansour, Hazem Fatahalla, Ahmed Nawar, Hussein al-Gebali, Sami
Rafe, Farouk Ibrahim, Kamal al-Seraj, Abel-Monem Mohamed, Kamal Amin, Sobhi Gergis, Mostafa
al-Fekki, Hassan Abdel-Fatah, Sameh al-Babani, Yehia Abdu, Farouk Bassiuni, Aliya Abdel-Hadi,
Mohamed Abul-Kassem, Abdel-Hadi al-Weshahi, Nagui Shaker, Gamal Abdel-Halim, Yasser Sakr,
Salma Abdel-Aziz, Mohamed Soliman, Hassan Darwish, Mahmoud M. Hamam, Salah al-Meligi,
Maohamed Mekawi, Saber Mahmoud, Badr, Awad al-Chimy, Ahmed Gad, Nabil Mostafa, Mehamed
Tamim, Mamoun al-Shiekh, Mohamed al-Alawi, Galal Abdel-Razek, Ahmed Hosni, Abdel-Maguid
al-Fekki, Mahmoud Abul-Azm, Zakaria Taha, Ali Hebish, Hamdi Abul-Maati, Mamduh Abdu, Mohsen
Hamza, Adel Shabban, Hassan Khalifa, Mohamed llhami, Tawfeek Abdel-Gawad, Kamal Shaltout,
Reda Abdl-Salam, Ahmed Abdel-Aziz, etc. Achievements by these artists revealed new cultural and
artistic mechanism, which intensified competition between artists and their different visions, tech-
nigues and styles. In the meantime, the open-door policy and the extraordinary economic changes
sweeping the Egyptian society echoed in art works. A group of artists gave in to the commercializa-
tion factor and made works, which pandered to the wishes of art dealers and the market policies.
Accordingly, it was no surprise that artists’ enthusiasm to contemporary issues slowed down. These
works were displayed in private art galleries and hotels. Art graduates assumed official offices, which
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les benefited much from writings and critical essays by eminent writers, such as Abbas Mahmoud
al-Akkad, al-Mazni, Mohamed Hussein Heikal, Abdel-Rahman Sedki, Mayy Ziada, etc. Moreover, art
departments were opened officially and more Egyptian students were granted scholarships to study
art abroad. Prominent artists also had the opportunity to open their studios, in which they welcomed
their admirers, art critics and intellectuals. The popular studies were opened by artists Mahmoud
Said, Ahmed Rasem, Sif and Adham Wanley, Ramses Younan and Effat Nagui. There is hardly any
doubt that ‘the fifth brick’ motivated interaction between Egypt's modern art movement and the global
art attributes.

4-Impact of fine art on culture and thought

The growing cultural, intellectual and artistic activities in the Egyptian society concemed themselves
deeply with the existing reality, their future prospects and dream and major changes sweeping
thoughts and ideclogies. The agtated environment prompted the formation of different art societies
with different agendas. For example, celebrated sculptor Mahmoud Mukhtar, in collaboration with
pioneering colleagues, formed the Imagination Group in 1928; Ahmed Osman and his colleagues
formed the Association of Egyptian Artists in 1933. There was also the Group of Crientalists to trace
the features and qualities of the new local art. Echoes at home of the Second World War prompted
artists George Hanin, Fouad Kamel, Ramses Younan and el-Tilmisanni to form the Group of Art and
Liberty in 1838. Henin's Art and Liberty contacted Surrealists abroad to changes ideas and experi-
ences. In 1840, artists Ahmed Rasem, Mohamed Hassan, Ragheb Ayyad and Gabriel Boktor formed
a group, the main task of which was to promote and publicize modern trends of art. In 1946 artist
Hamed Said led his students and admirers to launch the Group of Art and Life, the basic task of
which was to stress the Egyptian identity. Immediately in the same year, the Group of Conternporary
Egyptian Art was formed by artists Hussein Yussef, Abdel-Hadi al-Gazar, Hamed Nada, Samir Rafe
and Ahmed Maher Ra'ef. These artists campaigned to stress the artist’s liberty, individual experiment
and that artists’ sources of inspiration should not be restricted so that they could explore mytholo-
gies, poetry, etc. The Group alse encouraged artists and intellectuals to rebel against typecast rules
and break restrictions, which could suppress their experiments and liberal thoughts. A year before
the birth of Contemporary Egyptian Art, artist Gamal al-Segini and a group of young artists formed
the Voice of Art, which repudiated the academic rules and restrictions as well. Hwoever, el-Segini
decided to join the Group of Contemporary Egyptian Art. Finally, artist Ahmed Nawar and others
formed the Axis Group in 1981 to explore new harmonious aesthetic values, They paid special at-
tention to instaliations and areas of communication with the Western culture and art. These groups
constituted ‘the sixth brick’,

5- Fine art and its impact on the Egyptian identity and culture ahead of the army victory in
October war in 1973

After the outbreak of the Egyptian revelution in 1852, Egypt committed itself to a great regional role.
New concepts of home country, heritage, the self, the future and the collective conscience prepared
the stage for an innovative vision of culture and art. The new atmosphere was motivated by the na-
tionalization of the Suez Canal, the construction of the giant High Dam, broadcasting free education
and social equality. The new spirit influenced artists Abdel-Hadi al-Gazar, Hamed Nada, Gamal al-
Segini, Hassan Sadek, Ahmed Osman, al-Hussin Fawzi, Salah Abdel-Karim, Abdel-Salam al-Sharff,
Bikar, Mostafa Metwali, Ahmed Assem, Hosni al-Benani, Abdalla Guhar, Mamduh Ammar, Abdel-
Aziz Darwish, Abel-Hamid Hamdi, Abdel-Kader Rezk, etc. Unfortunately, the growing cultural and
artistic awareness was shaken violently by the setback suffered by the Egyptian army in 1967. The
entire nation had to rediscover itself and reconsider what the future was holding. The 1967's setback
echoed as well in Arab countnies, which diligently sought to explore sources of potentials and power
to rise again. A new chapter was turned after the Egyptian army clenched a remarkable victory in
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the success of these graduates to explore extraordinary aesthetic values in the native herttage was
declared the second brick laid in the newly-planned edifice of the Egyptian cultural and art.
1-Rising tide of the national awareness:
Outstanding achievements realized by pioneering Egyptian artists coincided with a growing aware-
ness in society, which repudiated foreign occupation and servitude. Revealing his granite master-
piece "Nahdet Misr’ (Egypt's renaissance) sculptor Mahmoud Mukhtar encouraged other colleagues
to step forward and take part in initiatives sought to fuel the national feelings and campaigns to resist
the colonial regime. Mukhtar's invitation was appreciated by artists Anwar Abdel-Mawla, Gamal al-
Sigeni, Mohamed Nagui, etc. Their works drew the attention of the Egyptian people to extraordinary
works of art, which were completely different from handicrafts or traditional industries. Achievements
made by these artists also prepared the stage for the birth of new culture, in which art became a
popular medium to express effectively national themes and agitations. Accordingly, the third brick
was laid in the edifice of national cuilture in society. Moreover, a collective cultural trend rallying be-
hind the meaning of the home country was bomn.
2-Rediscovery of heritage to enhance inspiration and sense of belonging:
The foundations (the fourth brick) of a new cultural reality in Egypt was laid when pioneering Egyp-
tian artists revealed achievements, which deepened the Egyptian identity, its qualittes and features
in society. These initiative were led by artists Mahmoud Mukhtar, Ragheb Ayyad, Mohamed Hassan,
Shaaban Zaki. Mohamed Nagui, Ali al-Ahwani, George Sabbagh, Habib Georgy, Antoin Hagagar,
Youssel Kamel and Mahmoud Said. Accordingly, the cultural movement in the country was motivat-
ed, especially when socialites, intellectuals, businesspeople stepped forward to sponsor handicrafts
and traditional industnes, which are the highlights of the Egyptian identity. Exhibitions organised to
shed more light on these handicrafts and traditional industries attracted the public attention. These
exhibitions sponsored by the elite and wealthy people also played a big role in upgrading artistic
taste and appreciation in society. Eventually, artists enthusiastically drew much of their inspiration
from the native heritage, mythological symbols, landscapes in rural areas, the Egyptian fellaheen
(farmers), and the simple people and their dreams. Internationally-acclaimed architect Hassan Fathi
revealed admirable architecture designs of simple homes. Architect Ramses Wessa also took in-
spiration from the native heritage. In the meantime, sculptor Gamal al-Segini came up with beaten
brass works inspired by folklore. Myths and folktale were reflected in Abdel-Hadi al-Gazar's paint-
ings; his colleague painter Hamed Nada dug his themes in the native heritage, which also inspired
graphic artists Al-Hussein Fawzi and Nehmia Said. The country's native heritage also echoed loudly
in metal sculpture achieved by Salah Abdel-Karim. The influence of the native heritage was strongly
felt in Nagui Shaker's puppets.
3- New initiative to enhance interaction with Western culture
In addition to the opening of the School of Art, which largely influenced culture and motivated the
sense of building in society, different activities in the style of Western culture were launched to ex-
pand these ambitions. These activities, which represented 'the fifth brick’ laid in the edifice of mod-
ern culture and art in the country, included opening art museums to showcase as many artworks in
different fields as possible. Bigger number of art exhibitions were organised as well, especially after
the cultural and intellectual atmosphere in the country gave birth to several art groups. The newly-
opened museums included the Museum of Waxwork, two museums of modern art in Cairo and
Alexandria, and the Agricultural Museum. Art groups included the Society of Photography to record
the Egyptian simple life and landscape anew. The new societies also included the Society of Fine
Art Lovers under the chairmanship of Prince Yussef Kamal. A celebrity, Mohamed Mahmoud Khafil
Bey, also lent undwided support to the Society, which was interested in organising art exhibitions and
seminars to encourage Egyptian artists and young talents. In the meantime, art criticism and stud-
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Impact of fine art on Egyptian contemporary culture

According to its modern concept, fine art constitutes a basic foundation of the Egyptian contermporary
culture. Within this context, fine art has been given a central role to increase the public awareness
and reconcile art to life. The School of Fine Art was opened to help achieve this goal by upgrading
art studies and discover artistic talents. In the meantime, initiatives were made to create an interac-
tive relationship between literature and fine art. This relationship was as well planned to suggest new
literary theories and criticism rules, which could highlight the impact of fine art on the development of
society and, in the meantime, upgrade the public's appreciation of aesthetic values.

The author of the book 'Renaissance’ suggested that colour and light motivate our potentials to over-
come the frustrated mind. The author noted that fine arts empowered human thoughts to explore
the psyche-not the functions-of things. The author also concluded that fine arts have the potentials
to draw our attention to the aesthetic pleasure within us. In the meantime, Enain Edman thought that
the best example of morals, perfection and harmony culture aspires to would not be achieved inde-
pendently from art vision of life, and unsophisticated scientific and philosophical guidelines.
Equipped with immense natural potentials, human resources and time-honoured civilisation, Egypt
has been considered, regionally and internationally, a hub attracting different cultures and civilisa-
tions to react fruitfully. Such an active multi-culture environment has been the driving force behind
the fruitful relationship between the country's culture and art. Celebrating the outbreak of the dawn
of the 20th century, Egypt was swept by growing sense of belonging and national fervour. The stage
was prepared for the discovery of a new reality to restore the nation's dignity and glory. The national
campaigns seeking to explore a modern renaissance and unrestricted culture were fuelled by enlight-
ened visions revealed by influential thinkers, who included Refaa al-Tahtawi, Mohammed Abdu and
Ahmed Lotfi al-Sayed. Accordingly, Egypt was preparing to witness the birth of a new political, social
and cultural developments and get rid of the unhappy legacy of the Ottoman regime. The national
agitation was also seeking to make use of discoveries and explorations of ancient treasures hidden
in the Egyptian seoil and were unearthed by scientists and Orientalists, who escorted the French
expedition in the country. These Oriantalists, who included Brend Amour, B. Heimans, J. Rossani,
E. Bernard, etc. also produced a vivid account of the daily activites of the Egyptian average people,
their cultures, traditions and the country’s architectural landmarks. Despite restrictions imposed by
the Ottoman rulers, these artistic and cultural records were kept vividly in the memory of the Egyp-
tians until they had the opportunity to bring them to the daylight. The Egyptian aspirations material-
ized on 12 May 1208 when Prince Yussef Kamal laid the foundation stone of the School of Fine Art
in Cairo. French sculptor Lablan was appointed its principal; ltalian artist Forcella was appointed
the painting teacher, artist Colon teacher of decorative art and artist Pyron taught architecture. The
printmaking department was opened in 1933, the year in which the school invited gifted people to
broaden their skills in its free classes. At that time, literary, cultural and political circles in the country
were teeming with enlightened thoughts and ideas, which campaigned for liberation, independence
and the rediscovery of the deep-rooted identity. The school's foreign teachers were mainly interested
in European academic and classical rules, which used to pay special attention to proportions, per-
spective and rules of realism. Being gifted and skilled, the first batch of the school's Egyptian gradu-
ates, such as Mahmoud Mukhtar, Mohamed Hassan, Mchamed Nagui, Ahmed Sabri and Ragheb
Ayyad, did not give in to the spell of the dominating Western culture, realism and impressionism.
Equipped with a burning sense of belonging and nationalist feelings, these artists defied Orientalists
by diligently seeking their inspiration in their Egyptian identity and social and national themes. They
also did intense research to explore native aesthetic values in the country’s heritage. Considering
the opening of the School of Fine Art as the first successful initiative in the Egyptian cultural scene,
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