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(1) Cf. Eliade, Mircea & Lawrence E. Sullivan, “Earth,” in Encyclopedia of Religion & Mircea
Eliade, Mythes, réves et mystéres, pp. 192, 196.
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(4) Homer, “Hymn to Earth,” 1 ff.
(5) Michael J. Harner, The Jivaro: People of the Sacred Waterfalls, Garden City, N.Y., 1973.
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Mixed media on canvas, 200x150cm, 2010.
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Mixed media on canvas, 200x150cm, 2010.
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Mixed media on canvas, 200x150cm, 2010.
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Mixed media on canvas, 200x150cm, 2009.
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Mixed media on canvas, 200x150cm, 2010.



Mixed media on canvas, 125x150cm, 2009.
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Mixed media on canvas, 122x144cm, 2009.
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Mixed media on canvas, 122x144cm, 2009.
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Mixed media on canvas, 122x144cm, 2009.
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Mixed media on canvas, 100x145cm, 2009.
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Mixed media on canvas, 115x85cm, 2010.
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Mixed media on canvas, 115x85cm, 2010.
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Mixed media on canvas, 115x85cm, 2009.
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Mixed media on canvas, 115x85cm, 2009.
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Mixed media on canvas, 100x80cm, 2009.
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Mixed media on canvas, 70x70cm, 2010.



67

Mixed media on canvas, 70x70cm, 2010.
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Mixed media on canvas, 70x70cm, 2010.



Mixed media on canvas, 80x100cm, 2009.




Mixed media on canvas, 80x100cm, 2009.




Mixed media on canvas, 80x100cm, 2009.
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Mixed media on canvas, 60x75cm, 2009.
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Mixed media on canvas, 50x50cm, 2009.
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Mixed media on canvas, 50x50cm, 2010.
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Mixed media on canvas, 50x50cm, 2010.
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Mixed media on canvas, 50x50cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.



Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.



105

P

Mixed media on canvas, 20x20cm, 2009.



Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.



Mixed media on canvas, 20x20cm, 2009.



Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.



Mixed media on canvas, 20x20cm, 2009.
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Mixed media on canvas, 20x20cm, 2009.



Mixed media on handmade paper, 40x53cm.



Mixed media on handmade paper, 40x53cm.
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us of Arcadia and rural Utopia. It
seems that Madkour’s exhibition is her
departure from the deafening noise of
the metropolitan city to seek serenity
and peacefulness in virgin nature.

Madkour’s latest works also displays
her brilliant use of vivid and graceful
colours, which are sometime given a
central role in the work. She does not
shun away from using certain grades
of colors that we seldom see in similar
experiments. She often assigns some
colors to major roles and yet uses
some others restrictively. We can see
this in her strong and elegant use of
violet and its hues, such as fuchsia,
crimson, purple and cochineal, giving
them leading roles against neutral
gray backgrounds. She also uses
blues and emerald greens and their
derivatives as if witnessing a process
of transmutation of precious stones.
According to the Indian philosophy

associated with metallurgy, diamond is
described as pakka (ripened), crystal
as kaccha (provocative) and emerald
(embryonic). Madkour adventurously
uses black to underline flourishing
flowers. She cleverly assesses black
to restrict different colors and in the
meantime highlights their gracefulness.
Her orchestra of color is reminiscent of
Arthur Rimbaud (1854-1891) and his
poem Le Bateau Ivre.

It is only with the help of the myth,
the allegory and poetic language that
we were able to successfully explore
the sophisticated web of meanings
composed by the artist since she
initiated her artistic project. To stress
the centralrole of allegory, Madkour has
named her new experiment ‘Foliage’,
which has a double meaning in
Arabic: leaves of plant and ornamental
pattern—Madkour’Dualism again.

Dr. Yasser Mongi
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Figure 8- Frida Kahlo, Babysitter and i, oil on canvas, “Dolores Olmedo” Mexico City, 1937.

(figure 8), we promptly realize the
influence of Kahlo’s native culture. For
example, women villagers in Ecuador
recite fables from ancient mythologies
about Nungui, the goddess of fertility.
Also Jivaros community in Peru sings
songs celebrating Nungui in the
harvest times. Nungui is said to be a
black, short, obese woman, who used
to fertilize the land to produce crops.

Differing from Kahlo, Madkour does
not use such figurative elements

carrying direct cultural references to
demonstrate the invisible message.
She is keen to represent her inner
world visually through an expressionist
adventure prompting the viewer’'s
curiosity to interact intellectually with
the work and to establish links with her
previous artworks.

On the other hand, Madkour’s new
works accompany us to the realm of
the pastoral poems and the Vergilius’
Bucolica (70 — 19 BC). She reminds



Spring and Blossom and the daughter
of Ceres in Greek mythology. She
was abducted by the smitten lover
Pluto when she was playing in forests.
Her mother Ceres, the goddess of
agriculture or of the Earth, went looking
for her in vain to every corner of the
earth, but wasn’t able to find anything
but a small belt that was floating upon
a little lake (made with the tears of the
nymphs). In her desperation Ceres
angrily stopped the growth of fruits and
vegetables, bestowing a malediction
on Sicily. Ceres refused to go back to
Mount Olympus and started walking
on the Earth, making a desert at every
step. Worried, Jupiter sent Mercury to
order Pluto (Jupiter’s brother) to free
Persephone. Pluto obeyed, but before
letting her go he made her eat six
pomegranate seeds, because those
who have eaten the food of the dead
could not return to the world of the
living. This meant that she would have
to live six months of each year with
him, and stay the rest with her mother.
This story undoubtedly meant to
illustrate the changing of the seasons:
when Ceres welcomes her daughter
back in the spring the earth blossoms,
and when Persephone must return to
her husband it withers. Accordingly,
Persephone became the symbol
of Magnum Opus, which inspired
Madkour to celebrate parthenogenesis
in her new experiment in the face of
lifeless depicted in images of the Earth
she introduced before. It is a sacred
marriage heirogamy/hieros gamos,
which takes place—not between

Earth and Heaven as in mythologies
but between the element of earth
and the fertility intrinsic to it. It thus
becomes a basic action of creation
and responsible of creating life. The
vegetation in this regard is the product
ofthe Earth’s parthenogenesis. Muslim
Sufi Abdel-Razek Al-Kashani (1365-
1428) also debated parthenogenesis
in his philosophy.

Madkour’s foliage displays the Earth’s
parthenogenesis. Like Homer's Ge,
Madkour has performed a visual ode
to pay tribute to Mother Earth.

Compared to women artists, who
were interested in the same subject,
Madkour distinguishes herself by
abbreviation, intensity, and abstraction.
She does not seek certain visual
elements to underline the motherhood
of the Earth or its life-giving role.
Rather, she is greatly interested in the
vivid image of the plant, which has the
potential to indirectly and peacefully
demonstrate these qualities. Unlike
the Egyptian artist, Frida Kahlo (1907-
1954) used her plants as the medium
to compare between the idea of the
mother and her fertility on the one
hand and the holy Earth (the Great
Mother) being the land and the origin
(fons et origo) on the other hand. It is
known that in her paintings, Kahlo paid
special interest to the female Earth,
the universality of the woman, and
the dualism of fertility and death. By
closely examining the black woman,
which embraces Kahlo and feeds her
in the middle of lush green vegetations

29



28

in mountains, forests, waters, plant,
animals and human beings.

We are introduced in Madkour’s latest
exhibition to a new understanding
of the plant, which obtains its secret
potentials from the world of images
to conclude the creation in chaos/
abyss (the barren land)—Madkour’s
favorite theme in former paintings. Her
new vision embraces the philosophy
of Dualism manifested in the two
polarities of barrenness and fertility,
which used to be central to cosmogony.
The Earth’'s distinguished role is
overshadowed by these polarities,
nonetheless. According to the great
Sufi philosopher Ibn Arabi (1164-1240),
the Earth is the Fact of Facts and the
source of all aspects of existence, its
images and powers.

By extensively searching into the
reflections (plants and flowers) of the
fertility of the Earth, Madkour must be
substantiating the concept of Dualism
and parthenogenesis by producing
different visions of coincidencia
oppositorum (combination of the
polarities). For example, in her former
works the Earth appears to be destined
to face a large explosion, a destructive
war, a powerful flood or an inferno. But
now Madkour asserts that the fertility
of the Earth is inexhaustible and that
plants grow in its destroyed parts or
barren deserts. It seems that Madkour
prophecies that other aspects of life
will act likewise and come to life in the
womb of the Earth.

Figure 6 - Claude Monet's Water Lilies, oil on
canvas, Musée Marmottan,Paris, 1917

Figure 7 - Odilon Redon, the red Sphinx, oil
on canvas, France, 1912

The Earth—in Madkour's new
exhibition—recovers from drought
to celebrate fertility; its dark womb is
separated from its brightened part.
Madkour must be appreciating the
Earth as the Persephone, the deity of



Figure 5 - Nazli Madkour, mixed media on canvas, 100x120cm,2007
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portraits under the sub-title Dualism
of Composition and the Feminine
Fertility). For example, plants are the
highlight of the power of the creation
in the soil; and foliage in its essence is
the bright part of this power. In her new
experiment Madkour comes up with
numerous hypotheses concerning the
incorporation of concealed meaning in
the visible image. She persuades the
viewer to mandate her to re-polish the
mirror to have a clearer understanding
of the imperceptible. She also warns
the viewer not to fall in the trap of the
visible; otherwise his conclusion would
be disappointing in connection with the
soul of the meaning. This is because
in this exhibition Madkour does not
experiment with the classic aesthetics
of the plants or the flowers. Rather, she
explores new horizons and searches
fornew areas, which could substantiate
her vision of the huge potential of Earth
to save itself from the disgrace of
infertility by giving life to roots, shoots,
buds, branches and flowers. Madkour
plays her favorite tune: the Dualism of
Femininity manifested in desertification
and vegetations. Looking at Madkour’s
new experiment through this particular
perspective, we will immediately
discover that her plants, their leaves
and flowers are denied their classical
role of ornamentation or flower-
arrangement, which is the rule of still
lifes first made by Dutch pioneering
painters in the 17th and 18th
centuries, such as Jan van Huysum
(1682-1749). Overlooking the visible
aesthetics, she celebrates foliage

as new areas of her search into the
Earth’s birth-giving role. It appears that
Madkour unleashed her new research
only after exhausting her research
into ‘dead’ moments preceding the
creation of new life. However, she
does not discount the visual pleasures
manifested in color combinations
and forms, which are reminiscent of
Claude Monet’s Water Lilies (figure 6).
Also her exotic visions of plants and
awesome atmosphere are reminiscent
of Odilon Redon’s flowers (figure 7).
Madkour undoubtedly ushers us into
an indigenous area, in which life is
powerfully and beautifully breathed
into the womb of the Nature. It is in
Madkour’s area, where the opposites
unveil their eternal secret that they are
interdependent and interrelated.

Madkour also introduces us to the
great potential of the Earth, which
is the source of life and one of the
celestial powers. She reaffirms that
her culture and thoughts have their
roots in the ancient philosophies,
which considers ‘the visible’ Universe
as the huge bastion of sacred powers
and energies. According to these
philosophies, the Earth is the epiphany
of the sacred visible: earth, rocks,
trees, water, shadows, plants, etc.,
which compose celestial unity. Earth
symbolically highlights the interaction
and interconnectedness of all aspects
of life. Within this context, the Earth
is the source of the Existence; it is
celebrated, spirituallyandreligiously, as
an inseparable part of Life manifested



prompts him to trace the mysteries
concealed behind Madkour’s
composition. Is not this interplay
between Madkour’s inner and outer
worlds another chapter of Dualism? In
my point of view, such a relationship is
chiefly responsible for her successive
experiments, which are motivated by
the universal philosophy that the Earth
is the life-giver and the birthplace.
Since the dawn of history, classic
philosophies have been celebrating
the Earth as the holy Mother. Our
classic understanding (which is hardly
attainable in the absence of symbols
and allegories) of the relationship
between man and the Universe has,
nonetheless, become disturbed by the
invasion by the digitalized culture.

It is Madkour’'s spontaneous and
improvised rendering that prompts
the viewer to grasp the mysterious
meaning concealed in her visible
image. Such an individual rendering
is the fulfillment of diligent study and
meditation. She belongs to that group
of creative artists, who would embrace
raw and embryonic ideas in their
subconscious, deliberate on them and
allow them to metamorphose until
the time comes to let off the matured
conclusion. Embryonic ideas in this
respect could be compared to the
seeds (the invisible) of plants (the
visible). Likewise, Madkour’'s work
Is the conclusion of synthesis and
analysis. She re-asserts Dualism by
associating two opposite techniques.
She synthesizes the whole to reveal

its concealed parts. She acts like
a maestro directing an orchestra
cleverly to play counterpoint. Madkour
readily ignores classic and cliché rules
of painting. For example, she does
not use monochrome as an under-
painting. Instead, she is keen to make
use of the topography of the surface to
activate the interrelationship between
the colour and the symbol—the
interactive relationship between the
visible (colour) and the metaphysical
meaning. At this point, we reach
Madkour’'s leitmotiv. and specifity,
which is behind the multiplication of
her visions and their derivatives.

From leanness to fertility... the irises
of Persephone

In this exhibition, Madkour reveals
a new experiment that is worth
contemplating, especially after
she abandons her favorite theme
(the Earth) and celebrates foliage
instead. This should renew the
polemic controversy about stylization,
creativity stereotypes and the viewer’s
safely accustomed to what he knows.
Nonetheless, a close examination of
Madkour’s new works should underline
the logical relationship between her two
experiments. | believe that since she
initiated her artistic project, Madkour
is set to prove that her project carries
within itself the instruments of its own
renewal based on the stability of the
inner thoughts that directs it, (see
my comment on the painter’'s human

25



24

philosophies all aspects of life on
earth are manifestations of one
Absolute Reality composed of four
components: air, water, fire and earth.
This theory was the basis of alchemy.
The religious vision of the Earth states
that all forms of life have an umbilical
cord that links them to the same
womb. Accordingly, the Earth, man,
plants and animals are interrelated
and interdependent. The creation of
man is also illustrated in the Gospel of
Barnabas (chapter 123: 3-5) (Figure 5).

Signs of the style... interdependent
psycho-perception and rendering

Madkour’s rendering is not by
any means independent from the
afore-mentioned intellectual and
subconscious context. Inthe meantime,
the psycho-perception we advanced
earlier in this study should help to
shed more light on the hidden qualities
in Madkour’s Mix, rooted in the Earth,
fertility, femininity and dualism.

Madkour’'s work is characterised
by the strong presence of chance,
improvisation and the visual storming.
Unlike many artists, who are faithful
to the rules of classic rendering, the
esquisse and the sketch, Madkour
adventurously faces the canvas and
spontaneously releases her visions of
a haunting idea in her subconscious as
a means of catharsis in the Aristotelian
sense. She relies on her artistic and
technical experience to acknowledge
chance and to direct the rhythm of

visual decisions as they develop. It
is Madkour’s experience, which also
suggests her blend of colors, pigments,
textures, layers of papyrus, treated
paper and the bark of palm trees. Her
experience should also be attributed
to her study of drawing, printmaking
and painting in Florence in 1981.
Printmaking, for example, must have
drawn her attention to the potentials of
the surface and its textures. However,
she deliberately shifted her attention
from printmaking towards painting (see
Memory of the Beginnings and Phases
of Development to review the influence
of printmaking on linear style). She
uses a mixture of substances, such as
the bark of palm tree, papier-maché,
papyrus, fabrics, plaster, pieces of
sackcloth and oxides to create a
vivid and interactive dialogue with
the colour pastes, to be subjected to
the development of spontaneity and
endless visual surprises. She does not
stop at the visible in the surface. Nor
does she use tricks to display a clever
rendering or just unleash the potentials
of ‘creative spontaneity’. Rather, she
seeks a horizon, in which her powerful
rendering, creation, development and
disintegration (the actions attributed
to the earth) become one. Such a
conclusion should substantiate our
debate about the interdependent
relationship between the visible
images on the surface and the eluding
allegories and symbols inside. In
other words, the interdependence of
the visible and the allegorical inspires
the viewer’s curiosity and experience



Danish artist (born in 1949), Madkour
used symbols, which have their roots
in the collective unconscious. These
symbols remain raw and inactive
until gifted artists, regardless of their
cultures, stir them up emotionally and
intellectually. It must be said that while
Nerdrum paid special attention to the
human factor, Madkour eloquently
abbreviated the terrestrial and heaven
powers (figure 4 A, B).

The Magna Mater (the Earth) is
portrayed in history as the source of all
forms of life, objects and images. The
Earth is portrayed as the guardian of
children; it is the womb, in which the
dead will witness their resurrection
(the dualism of Death and Life). The
close relationship—embodied in the
female Earth—between man and the
Universe is manifested in mythologies
celebrating the Earth as the focus of
the meditation of the Homo religiosus.
“Gaia” proposed by the British
philosopher James Lovelock (born in
1919) is but an expression of the deep
feeling of intimacy between the human
and the universe embodied in the earth
(the woman).

| think that Madkour's wealth of
feminine creativity is the source of the
flexibility of her themes, which first
confused a few people, especially
those, who expect the artist to be
faithful to certain subjects throughout
his/her entire artistic career. For
example, portraits she revealed in 2007
were prematurely mistaken for being a
declaration that she had relinquished

her favorite and familiar world (the
Earth) to search for the human in
a desolate space. Nonetheless, a
close examination of these images
will unveil close connections with

previous ones. According to ancient

Figure 4A - Nazli Madkour, mixed media on canvas, 2005

Figure 4B- Odd Nerdrum, Black cloud, oil on canvas,
Denmark, 1986.
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femme fatale. According to Jungian
philosophy, the anima (dark and
sensual feminine) is the explanation
of such a controversial appreciation
of the woman. Accordingly the woman
Is portrayed as a witch or devilish
deity in classic mythologies. The Old
Testament condemned Eve for her
role in the expulsion of Adam. Eve was
humiliated for causing the Original Sin
when she gave in to the temptation
of Satan to eat a fruit from the Tree
of Knowledge. Portrayed as predator
and estranged in male communities,
the women devotedly explored her
feminine qualities. She was declared in
ancient civilizations deity of magic and
fertility. Is it by sheer coincidence that
Madkour declares in the catalogue of
her exhibition in 2001: “An excessive
individuality usually denotes a feeling
of alienation on the part of the artist
who realizes that he is unable to
take part in deciding the future of his
people? The different manifestations of
this alienation such as despair, revolt,
rupture or even dreamy passiveness
Is, in fact, the very substance of the
Imaginary and the visionary in art”.

And is it sheer coincidence that in her
2001 exhibition Madkour elaborated
the use of magical symbols? Therefore
will it be disputable to state that
estrangement stimulates the female
artist’s creativity? Will it be arguable if
we understand the estrangementin this
case as an act of condemnation? Could
we also say that the disappointed artist
finds solace in exploring inner sources,

in which the saps of fertility mixes with
magic symbols? Is it not a valid reason
for the increase of experimentation
revealed extensively in this exhibition?
Madkour’s experiments should testify
to her keenness to bring forth more
of her secret mixtures, and revive the
role of the Deity of Magic and Fertility.
Her exploration in the subconscious
was intensified in the exhibition she
launched in 2005. One of the paintings
she exhibited at that time could provide

Figure 3- lllustration of (Yin-Yang) Chinese

an answer to questions associated
with her self-exploration: the painting
displays a polarity between the
terrestrial and the heaven: a foggy
disc hovers above a huge rock. It
seems that a big explosion or a violent
collision is imminent to remind us
of the Tierra del Fuego. Madkour’'s
painting could be safely compared to
Danish artist Odd Nerdrum’s. Like the



Madkour’'s  paradoxical Duality,
together with her endless sub-texts,
mystery and polarity, has its roots in
the natural dualism of the Earth and of
femininity. That is why we could safely
state that the painter deliberately
selected the Earth in her work to
celebrate her creative femininity, which
gives birth to art in the womb of fertility;
and produce interdependence and
interrelation between psychological
and epistemological qualities, and
perceptiveness. We are thus, finally
able to tap the sources of her creativity
as well as to scrutine the elimination
of barriers between Dualism and
Femininity in her case.

Dualism of composition and the
femininity of fertility

Madkour’s Dualism is based on an
iconography pertaining to interactive
opposites in the history of art, such
as Sex/Death, Passion/Destruction,
Fertility /Barrenness and Love/
Hate. The human mind has become
experienced in living with complexities
when it comes to feelings and refuses
to stop at the simplistic understanding
of his surroundings. Monuments and
manuscripts, textually and optically,
testifythatsincethe outbreak ofthe dawn
ofthe oldestcivilization, the human mind
has successfully coined and blended
a vast variety of polarities to intensify
symbolic derivatives embedded in
the subconscious and enabling it to
pursue the vast horizons of creativity.

Perhaps, the most successful
Dualism-producing attempt in this
respect is Yin & Yang in the Chinese
civilization. According to Yin & Yang
philosophy, the Greater Circle of Life
is dynamically and endlessly divided
into interconnected and interrelated
polarities at its centre (figure 3). Onthe
one hand, Yin represents femininity,
coldness, passivity, darkness and
invisibility. On the other hand, Yang
refers to heat, masculinity, drought,
positivity, light and visibility. In this
respect, | should also stress the inner
versus the outer to substantiate the
cycle of life.

Perhaps, visual interpretations in
connection with the interrelated and
interconnected opposites have not
been manifested as powerfully as
with the female body, which has been
portrayed as the source of ecstasy
and pain, life and death, fertility and
barrenness. These female qualities
must have prompted Carl Jung (1875-
1961) to repudiate the woman as the

Figure 2 - Nazli Madkour, mixed media on canvas, 1997



20

stimulated by psycho-perception,
was fully accomplished in 1996 with
her exhibition that she deliberately
named “The Call of the Earth”. Her
works revealed more of her inner self.
Introducing the exhibition’s catalogue,
she stated: “These works mix chtonian
forces and forms with the quivers and
pulses of human beings”. In her “The
Call of the Earth”, Madkour suggested
a relationship between man and
earth, which transcends history and
time-honored traditions to become
one entity. At this point, the Earth/the
Mother would embrace affectionately
and overwhelm the body of her child to
become one in hymns of appearances
and disappearances. It seemed like
Madkour was illustrating a statement
by the poet Adonis, in which he says:
“The Earth has an obscure dimension,
which is by no means related to
its physical appearance. Being the
birthplace and the end, the Earth is
the closest to the human body; and yet
the most mysterious. The Earth is the
beginning and the last wonder.”

In fact, Madkour’'s exhibition
constituted a mixture of visual
messages reaching towards eternity
and its echoes. She sought to summon
the nervous system of the collective
unconscious. It unearthed a genesis
history intense with the rhythms of
the cycle of life, and listening to the
faint appeals of the Earth. These
works celebrated the mantras of the
Earth and its metaphors to assert the
birth, the metamorphosis, and the

disintegration. She thus highlighted
the impact of grooves, streaks, cracks
and ripples filing the grooves and holes
with eluding foggy bodies.

| think that in this particular exhibition,
Madkour transcended the objectives
of the subject matter, the symbolism
and the technique. She dismissed
the imperceptible barriers between
the rendering and the creation of the
Earth to reveal a new route, in which
she could celebrate absolute universal
consciousness. She substantiated the
gualities of her psyche, which was
stressed—in this particular exhibition—
by an instinctive contact between the
subconscious and mythology. Her
works eventually gave the impression
that they were the physical fulfillment
of the action stimulated by both her
meditation and her subconscious inner
being (figure 2).

This stage associated with the Earth/
Mother—plus Madkour's Mix—was
reinforced by an exhibition she gave in
1998 where she seemed to have added
new features to her ‘mix’in the form of a
particular ‘Dualism’. In the exhibition’s
catalogue, she explains “These
works illustrate a weltanschauung
revealing a specific balance between
reason and sensibility and between
the real and the imaginary. They are
‘texts’ proposing a web of references,
suggesting various readings and
several levels of apprehension, often
ambiguous, sometimes contradictory,
for works of art live from the unlimited
possibilities of their interpretations”



Figure 1 - Nazli Madkour, mixed media on canvas,1989.

created an unsettling and worrying
atmosphere. Her paintings during this
particular period displayed signs of
narration, spontaneity, symbolism and
the passage of time. The hegemony of
neutral and subdued colors replaced
the bright and lyrical colors, which
dominated the first stage of her career.
This substantiated her insightful

analysis of life and corresponding
events. Itwas also clear that she sought
to incorporate women in the collective
psyche of society to sound the wake-up
call that the aesthetic project proposed
by female artistic talents was facing
the threat of religious dogma.

which was

Madkour’s rendering,
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answers to the nagging question:
What are the mysterious power(s)
in Madkour’s work and how can they
be detected? To contribute to heated
debates about Madkour, | decided to
re-examine her art since she initiated
her artistic career.

Memory of the beginning and phases
of development

During the first 10 years of her artistic
career Madkour appeared to be greatly
interested in the outlines. She paid
special attention to linear forms. Since
printmaking—or graphic design—
largely depends on the potential of
the line | believe that her graphic
studies in Florence in 1981 played
a large role in this regard. Whether
independent or intersected, the line
has the potential of creating space
and usher their presence in a work
of art.. Madkour’s line at this stage
was lyrical and painted with gusto.
She was determined to decode visual
compositions—by fragmenting and
reassembling the image—to reveal
concealed aesthetics and evoking lost
melodies. She seeked a lyrical solitary
peace in her colours, forms and and
textures. Her visual compositions were
formed by intercrossing vertical and
horizontal lines often run across by a
slanted line. Madkour relied either by
instinct or intentionally on the rules of
the Golden Ratio (figure 1). However in
other instances, aesthetic spontaneity
overcame calculations.

We should not, nonetheless,
adventurously conclude that these
basics of emotional and formative
features remained Madkour’s faithful
companions throughout her career.
Nor should we conclude prematurely
that these early signs of Madkour’s
art constituted the Ultima maniera
(the ultimate style), regardless of
the fact that they reappeared in later
stages of her career. For example, the
artist deliberately uses impasto and
substances obtained from the local
environment to create her surface. Yet,
those elements were also used as a
means of catharsis and a road to vision
discovery. Madkour has distinguished
herself by insightful analysis and
meditative research into the aesthetics
concealed beneath the surface.

Madkour’s painterly style grew into
maturity gradually: her forms no longer
became outlined or framed. They were
set free from the hegemony of the
line. The artist deepened her artistic
identity—atfter the first quarter of the
1990s—Dby extensively experimenting
with the composition. However,
this period was briefly interrupted
with the rise of fundamentalism in
society. Madkour named this four-year
interruption ‘a transitional period’ (view
herwebsite). Shewasworried by salafist
trends which would infringe upon the
national identity, culture and women
rights. Revealing her agony in her
work, she came up with dark, crowded
and restless lines. With women being
the focal centre of her work, Madkour



background. It was apparent that these
writings were mostly interested in the
impact of her cultural and family setting
on her decision to seek sources of
inspiration in native landscapes. The
difficulty, which faced these reviews,
must have been attributed to Madkour’s
confident challenge to the rules of
traditional theories of art criticism.
Critics’ misunderstanding of Madkour’s
artis responsible for the mistaken belief
that the native environment would only
inspire painters born in rural areas
and yet Madkour was determined to
draw inspiration from an environment
completely different from her social
background. Other reviews also went
astray when they enthusiastically
examined and analyzed the technique
and style Madkour came up with to
incorporate elements (obtained from
the local environment) into the visual
and textural forms of the surface.
It was all the more unfortunate that
misguided reviews celebrated the
effect of the painter’'s composition in
producing ‘visual wonder’. The artist’s
experiment was unfairly reduced to
a prefabricated and premeditated
adventure. As a result, no attempt was
made to have a better understanding
of ‘Madkour’s Mix’. Nor did these
analyses realize that it would be more
fruitful and positive to trace down the
mysterious and enigmatic elements
in her composition or to look into the
influential role of psycho-perception to
bring about her inner world.

However, | am not by any means

trying to diminish the influence of
local landscapes on Madkour’s artistic
vision. Nor am | attempting neither
to dispute nor to overlook its impact
on my personal reading of her visual
realm. On the contrary, Madkour’s local
landscapes shaped and enriched the
development of her vision. Her interest
in landscapes for over the past 20 years
was furthermore substantiated by her
personal statements and stressed in
her press interviews and forewords
of catalogues published to celebrate
her exhibitions. The repetition of these
arguments will thus be unnecessary. |
am also not trying to underestimate the
importance of her technical abilities.
Like many of my predecessors, | pay
tribute to Madkour’'s technique and
forms, which are consistent with her
psycho-perceptual mechanism. It is
Madkour’s Mix and its unique attributes,
which is responsible for her constant
stylistic and visual discoveries. My
analysis is no less than a journey down
the lanes of her individual rendering and
psycho-perception. | strongly believe
that the interdependent relationship
between Madkour’s rendering and her
psycho-perception help elucidate our
appreciation of the admirable mystery
in her work.

My point in this respect is that
the examination and analysis of
Madkour’s art through this perspective
will help shed light on angles, which
had been obscure and disregarded
hitherto. Besides, the discovery of
these ‘concealed’ angles will suggest
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Paris, Amsterdam, Munich, Tokyo,
Manama in the Kingdom of Bahrain,
Rome, Versailles, the Hague, Kyoto,
to name but a few, Madkour weaved
visions and devised compositions until
her ‘seedlings’ grew into maturity. A
web of road signs shed light on her
message, which had formerly been
enigmatic.

Apparentlydeterminedtosubstantiate
her individuality, she brilliantly spun a
relationship between her extraordinary
aesthetics and literary works. Luxurious
editions and Tres Riches Livres were
the area of Madkour’s new adventure.
She illustrated Nobel Laureate Naguib
Mahfouz’s Arabian Days and Nights,
which was published in New York in
2005 by The Limited Edition Club.
The book, together with its original
drawings and a Giclee graphic
potfolio, numbered and signed, was
exhibited in Corcoran Gallery of Art in
Washington DC in June 2005. These
works were also exhibited in Egypt, the
Netherlands, Japan, Italy, Switzerland
and Sweden.

Nonetheless, the nagging questions
prompted by Madkour’s artisticinitiative
remained unanswered: her unique
images and her individual technique
largely contributed to the mystery.
Heated debates about Madkour and
her visual messages were concluded
disappointingly and most writings and
reviews of Madkour’s art fell short from
tackling the question: What is hidden
in her visual discourse?

Problematic
composition

reading and illusory

When Madkour laid the foundation
of her artistic project in the 1980s, she
triggered questions in hushed tones
about what was concealed in her work.
Hopes for decoding and intellectually
interpreting Madkour’s art hinged on
her landscapes. It was curious at that
time that attempts to interpret her
works were limited to themes without
paying attention to the artist's psyche,
motives and emotions. Several critics
paid special attention to signs of
authenticity and indigenousness in her
landscapes. For example, art critics
acknowledged that the painter depicted
the Nile manifested in horizontal lines,
sand dunes, wheat barns, hilltops,
grooved mountainsides, and mud-brick
homes surmounted by heaps of palm
fronds. As a result, the reader would
be misled into embracing the general
understanding that these scenes, which
are traditional areas of aesthetics, are
responsible for the visual perception in
Madkour’s work. These writings would
also influence the reader to associate
indigenousness with oriental and local
signs and referents in her landscapes.
It was all the more unfortunate that
reviews interested in Madkour’'s
exhibitions used to pay increasing
attention to her cultural and social
background,. Directly or otherwise,
she was described as a painter, who
was born and raised by a Cairene
aristocratic family providing her with
an elitist educational and social



“O Maker of rain, it is time You water Mother Earth so that it blooms beautifully;
O Maker of rain, it is time You irrigate Mother Earth to make it blossom and offer
its plentiful supply of fruits to her children and to the entire world. O our Father the
Sun, You should marry our Mother the Earth to produce a plentiful supply of food
to help our children live longer and not die prematurely. They will go into peaceful
slumber and rise in the company of their deities.” (Mantra recited by Zuni tribe in
New Mexico, which worships Awatelin Tsita, the deity of Earth).

The question of the beginning

When Nazli Madkour (born in 1949)
unleashed her artistic project in 1982,
her first visual suggestions and visions
seemed to be curious and even
enigmatic which challenged attempts
of interpretation. Madkour came up
with something widely differentfrom the
ready-made methodologies for artistic
achievements. Her artistic initiative
was so illusive and hard to grasp that
it frustrated art theorists and critics,
who attempted to decode her work.
Returning empty-handed, they sought
to escape from their embarrassment
by referring to Madkour as a young
woman alien to the mainstream art
community, repeatedly identified
her as a self-taught amateur rising
from a fortunate background and
who decided conveniently to take up
landscape as an accessible subject
matter. Frustrated art theorists and
critics declined to acknowledge the
hidden aesthetic secrets of Madkour’s
landscapes (deserts, palm trees and
mud-brick homes), nor were they able

to provide answers to the reasons
of the inner spark that permeated
her works. Furthermore, Madkour’s
education (she is a graduate of political
economy) increased their frustration as
they failed to reconcile her education
to her artistic talent. They would
ask: how could a political economy
graduate capture the glowing ember
of art claimed only by the initiated?

These questions have been begging
answers since Madkour initiated her
artistic experiment. Over thirty solo
exhibitions and her participation
in major international exhibitions,
workshops and symposia stimulated
the tracing and unraveling of coded
aesthetic messages in her work.
Every seed Madkour planted carefully
down the road of her artistic project
constitutes a landmark that helps to
draw the attention to the aesthetic
secrets embedded in her paintings.

Throughout her artistic career going
from Cairo, Alexandria, Aswan and
Menia (in Egypt); Baltimore, Ottawa,
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The Return of Persephone
Nazli Madkour’s roses blossom in the womb of Dualism

Dr. Yasser Mongi



As a subject matter, foliage has been scrutinized and
represented in a multitude of ways throughout the history of art.
This rich record of archetypal imagery that has enriched our
“collective unconscious” as well as my earlier studies of palm trees
have both provided me with a wealth of references and complex
physical realities to draw upon for this show. At various stages of
my career, my paintings have expressed an arduous investigation
into the intricate relationship between inner and outer worlds. My
interest in deciphering how emotions and intellect are reflected
and revealed through the artistic process has regularly guided my
visual and aesthetic language.

This collection is no different. “Foliage” presents yet another
moment in this unearthing process, to both comprehend, and
translate this perception into a well-forged visual language that
allows the input of my own sensitivity in the creation of shapes,
forms, colors, textures, and compositions. Moreover, my constant
developing of an aesthetic methodology while diversifying the
enormous potentials of the painting medium, has assisted my
probing into a multitude of realities, where chance and mutability
have regularly played an important role.

This collection of works strives to create a new sense of space
that reveals a rigorously poetic abstract construction onto the
canvas. Fragmented and barely recognizable objects emerge
then dissolve within a fluid, evading ground. Relief, texture,
puddles, and washes break the surface to communicate a rough,
refracted, and dreamlike sensibility. These segmented realities
survive in disregard to the actual physical structure of the world, as
we know it, creating an alternative reality that consists of various
layers of underlying textures, colors, voids and intertwined foliage
compositions.

For me, “Foliage” represents yet another juncture in my quest
for meaning amidst the ambiguities surrounding our perception of
the world: a perception that transcends both reason and sensory
experience and allows artto embark on a conscious reconstruction
of the topography of our intimate being.

Nazli Madkour
April 2011
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Nazli Madkour introduces us today to her fresh ros-
es to distract our attention away from the grim real-
ity overwhelming us. Madkour also plays her favourite
music to reveal a new chapter of her artistic project.
She invites us to witness the flow of her creativity.
Throughout her artistic journey, Madkour has dug many
influential elements out of the native enviornment. She
was first interested in landscapes before shifting to the
Earth and its biological qualities to give birth to man.
The painter is also greatly interested in suggesting the
meaning of fertility and blossom. She is singing an ode
to spring and fertility, which are the main features of
the new artistic stage.

Her new exhibition is the fullfilment of experiences
she has gained in different chapters of her career. She
skillfully made a blend of thoughts and visual pleasant-
ries. Her plants blossom in a fertile land. Her impressive
art invites us to witness the birth of a new stage of art.

Ehab El-Labban
Director of Ofok Gallery



Thanks to her gifted sons and daughters, Egypt has
successfully maintained its pioneering role in art. Hold-
ing the torchlight of Enlightmenet, these gifted Egyp-
tian artists throughout different generations laid the
foundations of the pillars of important and influential
stages in the history of art. Nazli Madkour is one of the
influential artists in art movement in Egypt. She is also
widely regarded as one of proiminent figures in the his-
tory of Egyptian woman-motivated creativity. By rolling
out the red carpet to celebrate a distinguished exhi-
bition launched by Madkour, the Sector of Fine Arts
reaffirms that art is the most important and vivid em-
bodiment of different visions of aesthetics. Due to ac-
cumulating experiences, the artist remains the engine
behind creativity, regardless of different genres of art
or techniques.In the meantime, the artistic talent and
hallmark remain the motivators of the artist’s ambitions
to explore vaster horizons of modernity, and interact
with the tools and requirements of development.

Madkour’s exhibition in Ofouk Gallery is an acknowl-
edgementof her extensive participationin major interna-
tional arteventsto draw global attention to the Egyoptian
art, its influence at home and abroad, and its history.

Madkour is interested in representational art and ab-
stract. She adventurously explores herinnerselfinspired
by landscapes and roses. She reveals her psyche, the
main featuers of which are open-mindedness and en-
lightenment. Madkour depends onthe colour, itsinterde-
pendent relationship and compositions. Her colours are
intense with aesthetics and exude an air of brightness.

Prof. Ashraf Reda
Chairman of the Sector of Fine Arts
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