


OGóYEG

¿ÉÑ∏dG ÜÉ¡jEG
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 äÉYGóHEG  ≈∏Y  Ióªà©e  »∏«μ°ûàdG  øØdG  ∫É› ‘ É¡JOÉjôH  ßØà– ô°üe â∏X

 πYÉ°ûe  Ú∏eÉM  π«L  ó©H  kÓ«L  GƒÑbÉ©J  øjòdG  äÉfÉæØdGh  ÚfÉæØdG  øe  É¡FÉæHCG

.. øØdG ïjQÉJ IÒ°ùe ‘ áª¡e äÉ£fi Gƒ∏μ°T Ée ¿ÉYô°ùa .. ôjƒæàdG

 ácô◊G ‘ IôKDƒŸG  äÉeÓ©dG  ÜÉë°UCG  øe IóMGh Qƒcóe ‹RÉf áfÉæØdG  Èà©Jh

 ICGôŸG äÉYGójEG ïjQÉJ ‘ IRQÉÑdG AÉª°SC’G øe ≈gh ..Iô°UÉ©ŸG ájô°üŸG á«∏«μ°ûàdG

.ΩÉY ¬LƒH ájô°üŸG

 ≥aCG  áYÉ≤H  áfÉæØdG  ∫ÉªYC’  G kõ«ªàe  É k°Vô©e  á«∏«μ°ûàdG  ¿ƒæØdG  ´É£b  πÑ≤à°ùjh

 ∫ƒM ô¶ædG äÉ¡Lƒd ºgC’G ó«°ùéàdG πãÁ π¶«°S øØdG ¿CG ≈∏Y É kehO ócDƒ«d óMGh

 ≈∏Y  á«YGóHE’G  á«∏ª©∏d  ∑ôëŸG  ƒg  »ªcGÎdG  ¬fhõflh  ¿ÉæØdG  π¶jh  ,∫Éª÷G

 ∑ôëŸG  ≈g  á°UÉÿG  ¬JÉμ∏eh  ¬àÑgƒe  π¶J  Éªæ«H  ,É¡JÉ«æ≤Jh  É¡J’É›  ±ÓàNG

 áKGóM  ÌcCG  ¥ÉaBG  ‘  á«æØdG  ¬JÉcQóÃ  êƒdƒdGh  ±ÓàN’Gh  õ«ªàdG  ‘  ¬Mƒª£d

 ..Qƒ£àdG äÉ«£©e ™e πYÉØJh

z..Qƒcóe ‹RÉf{ áfÉæØdG ∫ÉªYCG ´É£≤dÉH ¢Vô©dG äÉYÉb πÑ≤à°ùJ ¿CG ójóéH ¢ù«dh

 ójó©dG ‘ ô°üe π«ã“ ‘ á«æØdG É¡JÒ°ùe QGóe ≈∏Yh πÑb øe âcQÉ°T »àdG ≈¡a

 …ô°üŸG »∏«μ°ûàdG øØdG ¿CG âÑãàd áeÉ¡dG á«dhódG πaÉëŸGh á«LQÉÿG ¢VQÉ©ŸG øe

.‹hódGh »∏ëŸG Újƒà°ùŸG ≈∏Y ¬≤dCÉJh ¬îjQÉJh ¬àfÉμŸ É k¶aÉM ∫GRÉe

 øe  »Mƒà°ùe  »∏NGO  ⁄ÉY  ‘  πZƒàJh  ójôéàdGh  ¢ü«î°ûàdG  ÚH  É¡dÉªYCG  ™≤Jh

 É¡à«°üî°T  øY  π°üØæJ  ’  áØ∏àfl  ¢ùeÓe  äGPh  ,QƒgõdGh  á«©«Ñ£dG  ôXÉæŸG

 »àdG ¬JÉ«FÉæHh ¬JÉbÓYh ¿ƒ∏dG á¨d ≈∏Y óªà©J áfÉæa ≈¡a ,ôjƒæàdGh ìÉàØf’G Iójó°T

..á«æØdG áμÑ◊G Iójó°T á«dÉªL äÉbÉWh ègƒJ øe ƒ∏îJ ’

...≥dCÉàdG øe ójõŸGh ìÉéædG πμH É¡d »JÉ«æ“

É°VQ ±ô°TCG .O.CG
á«∏«μ°ûàdG ¿ƒæØdG ´É£b ¢ù«FQ

áaÉ≤ãdG IQGRh
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 ‹RÉf{  QÉgRCG  ‘  Ωƒ«dG  É¡©dÉ£f  »àdG  áHÓÿG  áLGõ£dG  ÉæHòŒ

 ÉgÉ≤«°Sƒe Éæd Ωó≤àd ,É k©«ªL √É«ëf …òdG ™bGƒdG áfƒ°ûN êQÉN zQƒcóe

 ≈∏Y  É¡H  Éæ°Vô–h  ,É¡°VƒîJ  IójóL  á«æa  á∏Môe  øY  ∞°ûμJ  »àdG

 .ójó÷G »YGóHE’G É¡≤aóJ QÉ«J ‘ É¡©e ¢VƒÿG

 ¿CG  ;á≤HÉ°ùdG  á«∏«μ°ûàdG  É¡à∏MQ  ∫GƒW  zQƒcóe  ‹RÉf{  âYÉ£à°SG

 »©«Ñ£dG  ô¶æŸG  ¿Éμa  ,IôKDƒŸG  á«Ä«ÑdG  äGOôØŸG  øe  ójó©dG  Ωó≤J

 ,¢VQC’ÉH πjƒW ∫É¨°ûfG øe ∂dP ÓJ Ée ¬«∏Y âæH …òdG ¢SÉ°SC’G ƒg

 .AGƒ°ùdG ≈∏Y É¡bÉªYCG øeh ¢VQC’G √òg Iô°ûb øe êQÉÿG ¿É°ùfE’ÉHh

 ,íàØàdGh  ,QÉgOR’Gh ,áHƒ°üÿG ôgGƒX ¤EG  âØà∏J  Ωƒ«dG  ≈g Ég ºK

 G kógÉ°T ¿ƒμàd ≥aCG áYÉb É¡ª°†J ;á«Yƒf á∏≤f ‘ ™«HôdG ôFÉ°ûÑH »Øà–h

.áÑ°üÿGh Iójó÷G z‹RÉf{ á∏Môe ôFÉ°ûH ≈∏Y

 »àdG É¡JGÈN á°UÓN ‹É◊G É¡°Vô©e ‘ z‹RÉf{ â©ªéà°SG ó≤d

 ‘  »æ≤àdG  øμªàdG  ô¡°üàd  ,á≤HÉ°ùdG  á«æØdG  É¡∏MGôe  ÈY  É¡àé°ùf

 ¿Éμa ,ájô°üÑdG Iô°ùŸÉH ôμØdG ≥ªY êõªàdh ,IOóéàŸG ájDhôdG á≤JƒH

 ¿CG  É¡d  âMÉJCG  ,áÑ°üN  á«dÉªL  áHôJ  ‘  ÉgQÉgRCG  âÑæJ  ¿CG  É v«≤£æe

 ¿CGh ,É¡Hh É¡d ¢ûgóæf ¿CG »≤£æŸG øe ¿Éμa ;¢TÉgOE’G áé¡ÑH »°ùàμJ

.Iójó÷G á∏MôŸG √òg IO’ƒH É¡©e ô°ûÑà°ùf

¿ÉÑs∏dG ÜÉ¡jEG
≥aCG  áYÉb ôjóe



Qƒcóe ‹RÉf
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 »Øîj  …òdG  ⁄É©dG  Gòg  ≈a  ≈æ©ŸG  øY åëÑdG  ¥ôW óMCÉc  øØdG  »JCÉj

 øe πc ≈æ©ŸG  øY ¬ãëH ≈a ¿É°ùfE’G  ∑GQOEG  RhÉéàj  h  ,í°üØj É‡ ÌcCG

 á«°ù◊Gh á«ægòdG ÉæJGQób ∞«XƒàH ≈YƒdG Ωƒ≤j Éª«a ,É k©e ¢ù◊G h π≤©dG

 ó°UQCG ,≥jô£dG Gòg ≈∏Y Iƒ£îc »°Vô©e »JCÉj h .⁄É©dG Gòg QGƒZCG È°ùd

 .á«dÉªL ájô°üH ¤EG ¬ªLôJCG h ⁄É©∏d ≈cGQOEG ¬«a

 »∏MGôe  ‘  ‹ÉªYCG  É¡d  â°Vô©J  »àdG  äÉYƒ°VƒŸG  ´ƒæJ  øe  ºZôdÉH  h

 á≤«bódG ábÓ©dG ÉjÉÑN ≈a ¢Uƒ¨dÉH É¡∏ª› ≈a âª°ùJG É¡fCG  ’EG  á≤HÉ°ùdG

 ∂dP  Ωõ∏à°SG  ób  h  .»∏NGódG  »ŸÉYh  »LQÉÿG  ⁄É©dG  ÚH  Ée  Ió≤©ŸGh

 »æØdG πμ°ûdG AÉæH ≈a á«°Uƒ°üÿG øe G kQób ≥≤– ájô°üY á¨d øY åëÑdG

 Ö«JôJ ≈∏Y »ææ«©J  á«LÉ¡æe ¤EG  G kOÉæà°SG  ,Ö«cGÎdGh ¢ùeÓŸGh ¿GƒdC’Gh

 ¤EG áaÉ°VE’ÉH ¬fCG Éªc .É¡d áªFÓŸG á«æØdG äÉ«æ≤àdG AÉ≤àfG ≈∏Yh ,»JGQÉ«N

 §«ëj iòdG ⁄É©dG øY ∞°ûμdG ≈a áØ∏àîŸG á«æØdG OGƒŸG äÉ«fÉμeEG QÉªãà°SG

 ‘ ΩÉg QhóH ¿Éeƒ≤j QƒëàdG h áaó°üdG ¿EÉa ,»∏NGóH øªμj iòdG ∂dP h »H

.áMƒ∏d ‹Éª÷G π«μ°ûàdG

 ÜhòJ É¡æμd É¡«∏Y ±ô©àf OÉμf ∫Éμ°TC’ ÉjÉ¶°T »JÉMƒd í£°S ≈∏Y RÈJ 

 ,™bGƒdG ájOÉe øe ≥ª©àa ¢ùeÓŸGh ¢ùjQÉ°†àdG áfƒ°ûN ÉeCG ,áMƒ∏dG ÉjÉæK ≈a

 ìô£J h .áŸÉM á«°SÉ°ùM øY á«FÉŸG äÉMÉ°ùŸG h á«fƒ∏dG ™≤ÑdG È©J Éªæ«H

 É¡ë£°S ≈∏Y á«dÉààŸG äÉ≤Ñ£dG  ∫ÓN øe ∞°ûμàj É v«dÉªL  G kQƒ°üJ áMƒ∏dG

 h.äÉZGôØdGh ¿GƒdC’Gh ¢ùeÓŸG π∏îàJ »àdG áμHÉ°ûàŸG πcÉ«¡dG ∫ÓN øe h

 ájójôŒ ájô©°ûH º°ùàj πjóH AÉ°†a ìôW ¤EG ájÉ¡ædG ≈a ¬∏c ∂dP »°†Øj

 .¬aô©f Éªc ⁄É©∏d ájô°üÑdG á«æÑdG ióëàJ

  ¢Vô©ŸG  Gòg  ‘  »JÉMƒd  âMÉàLG  »àdG  á«JÉÑædG  ¥GQhC’Gh  QÉgRC’G  ¿EG  

 ,π«îædG  QÉé°TC’  ≥HÉ°ùdG  ‹hÉæJ  ∫ÓN  øe  »eÉæJ  ´ƒ°Vƒe  Oô›  â°ù«d

 ≈∏Y ¿É°ùfEÓd »©ª÷G »YƒdG â∏μ°T Qƒ°üd á«∏°UC’G êPÉªædG øe äÉJÉÑædÉa

 ≥«≤– øe É¡à«FGƒ°ûY  h  É¡YƒæJ  ≈a  É¡dÉμ°TCG  »æàæμe  ób  h  ,Qƒ°ü©dG  ôe

 ájô°üÑdG  äÉ«©LôŸG  øe  Ú©e  ‹  âeób  Éªc  ,∫hÉæàdG  ≈a  ÈcCG  ájôM

 . ≈æ©ŸG ∑GQOEG ¤EG π°UƒàdG ä’hÉfi ≈a »æfÉYCG

Qƒcóe ‹RÉf
 2011 πjôHCG 



zÊƒØ p°SÒH{ IOƒY
áqjƒ ræ pãdG øWÉH øe íàØàJ zQƒcóe ‹RÉf{ ÒgGRCG

»éæe ô°SÉj .O
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:äÉjGóÑdG ∫GDƒ°S

 (1949  ΩÉY  ó«dGƒe  øe)  zQƒcóe  ‹RÉf{  âëàØà°SG  ÚM

 π°UCG  ‘  kÉæeÉc  ™é¡j  Ée  áªK  ¿Éc  ;1982  ΩÉY  »æØdG  É¡Yhô°ûe

 øY  kÉ©aÎe  ,Ò°ùØàdG  ≈∏Y  Év«HCÉàe  ,¤hC’G  ájô°üÑdG  É¡àMhôWCG

 ó°UÉ≤Ÿ  kÓJÉfl  kÉÄ«°T  ¿Éc  .ÒØ°ûàdG  äÉ°SÉÑàdÉHÉ k°SÎªàe  ,ôjÈàdG

 ;»°SQóŸG  ÒWCÉàdG  äÉgÉæμà°S’  É kZhGôe  ,õgÉ÷G  »é¡æŸG  Ú«©àdG

 QGô°UE’G  ‘ Égƒ q≤∏àe ø©eCG  Éª∏c áq«fG qô p°ùdÉH  ¬MÉ°ûJG  ‘ ø© oÁ ¿Éch

 øe  ìhô£ŸG  ≥ah  –  âfÉc  »g  PEG  ,É¡àÑdƒbh  É¡Ø«æ°üJ  ≈∏Y

 (§°SƒdG) ≈∏Y (IóaGƒdG) á«∏ªîŸG áHÉ°ûdG ∂∏J – mòÄfBG º¡JÉMGÎbG

 ¿GôŸG áÑàY øe äÉjô°üÑdG RÉ› IôHÉ©dGh ,»JGòdG ºt∏©àdG áHGƒH øe

 ?áHQÉ≤ŸG (π¡°S) mêÉàæH É¡MôW âq∏¡à°SG ób â°ù«dCG ;ºK ,»eÉ°ü©dG

 – áaÉμ∏d ìÉÑŸG – …ô°üŸG »©«Ñ£dG ô¶æŸG â÷h »àdG »gh ’ ⁄

 ¬æc Éªa ;á«æ«£dG äƒ«ÑdG ó ÉH pQh ,π«îædG êGô pMh ,AGôë°üdG ΩƒîJ øe

 ¬«∏Y …ƒ£æj Ée ô°S Éeh ?…ô°üÑdG É¡æàe á«°TÉM ‘ ¿PEG Îà°ùj Ée

 ?ÚrÑà°ùj  ’h  ô n©°ûnà°ù oj  ÊG qƒL  ≥dCG  øe  …ôjƒ°üàdG  É¡ë£°ùe  è«°ùf

 ‘  ø©ªàa  ,É¡dÉªYCÉH  AÉ≤àd’G  ∫ÉM  Iô°UÉÑdG  õ ua nƒj  …òdG  ∑GP  Éeh

 OÉ°üàb’G ‘ á©dÉ°†dG √ò¡d ∞«ch ?¤hC’G »YƒdG ÜQÉ°ùe øe íàŸG

 ‘  ¿ƒî°SGôdG  ’EG  É¡æe  ¢ùÑ≤j  ’  IhòL  ≈∏Y  …ƒ£æJ  ¿CG  »°SÉ«°ùdG

?¬°ùLÉ¡H ¿ƒ°Sƒ°ùªŸGh ,¬n∏ r© pa ¿hóHÉμŸGh ,øØdG

 áHôŒ â©HÉJ »àdG ΩÓbC’G º¶©e á qæ p°SCÉH á≤dÉY á∏Ä°SC’G ºμ∏J â∏X

 ,¿B’G  ≈àMh  ,á«∏MôŸG  É¡JÉÑ∏≤J  ∫ÓNh  ,É¡àbÓ£fG  òæe  ;z‹RÉf{

 ,É¡HQÉŒ  AÓéà°SG  âdhÉM  »àdG  ájó≤ædG  äÉHQÉ≤ŸG  ôeÉîJ  â∏Xh

 ,É k°Vô©e ÚKÓK äRhÉŒ á°UÉN ¢VQÉ©e ‘ É¡àeób »àdG É¡æe AGƒ°S

 πª©dG  ¢TQhh  äÉ«dÉ©ØdG  øe  mójó©H  É¡JÉcQÉ°ûe  É¡JRôaCG  »àdG  hCG

 É¡°Sô¨J  âfÉc  á∏«°ùa  πc  ™eh  .IÒ¡°ûdG  á«dhódG  á«æØdG  äÉ«≤à∏ŸGh

 ≥Kƒà°ùj ¢Só◊G ¿Éc ;‹Éª÷G É¡«©°S ≥jôW ≈∏Y káeÓY z‹RÉf{

 »YƒdG  ¿Éch  ,ájQ nƒ°üdG  É¡JÉMhôWCG  ‘  ô sØ n°ûoŸG  øeÉμdG  Qƒ°†M  øe

 ‹GƒoJ ÉÃ kÉ«°ûàæe ,ájQƒ£àdG É¡∏MGôe êQGóe ‘ ¬LhôY ‹Gƒj »æ«ÑdG

 ,âYôØJh πFÉ°ùØdG âé°†f ≈àM ,Ö«cGôJh iDhQ øe √ó«dƒJh √ó«°†æJ

 áμÑ°T ká£°SÉH ;ióŸG ≈∏Y É¡JGô°TDƒe âMGófGh äÉeÓ©dG â©WÉ≤Jh

 ,GhÉJhCGh ,Qƒª«àdÉHh ,IôgÉ≤dG :øe πμH ábQÉØdG óLGƒàdG äGQÉ°TEG øe

 ,¿Gƒ°SCGh  ,ƒ«cƒWh  ,ïfƒ«eh  ,ájQóæμ°SE’Gh  ,ΩGOÎ°ùeCGh  ,¢ùjQÉHh

 ,ƒJƒ«ch  ,…Ég’h  ,…É°Sôah  ,»æ«eÒah  ,ÉehQh  ,áeÉæŸGh  ,É«æŸGh

 É¡MôW øe kÉÄ«°T  â≤fÉY –  ô°ü◊G ≈∏Y ’ –  m¿óe øe ÉgÒZh

.QƒØ°ùdG ≈∏Y »qHCÉàŸG √ô°ùH kÉë°ûàe πX …òdG

 ÆhGôŸG  øeÉμdG  IOGôa  ó«cƒJ  ‘ ø©“ ¿CG  z‹RÉf{  äQôb  É‰CÉch

 ‹Éª÷G  ÉgOÉ°üM  ¿Gôb  ‘  âYô°T  ÚM  ,É¡MôW  QhòL  ‘

 õØMh  ájDhôdG  õ«aƒàH  G kôjóL  É kæjôb  ä qÒîJ  ¿CG  ¿Éμa  ;»HOCG  Ò¶æH

 »μ«JhõcEG  ḿ ƒ n°†H  á©Ñ°ûe  IôcGP  ¤EG  »≤∏àŸG  ádÉMEGh  ,QÉ°üÑà°S’G

 É¡dÓN  øe  äOÉ©à°SG  »àdG  ,IójôØdG  É¡àHôŒ  âJCG  å«M  ;∞jôM

 Illuminated áaôNõŸG IQƒ°üŸG äÉWƒ£îŸG zÚb rô nJ{ ó«dÉ≤J

 Très Riches  IôNÉØdG  ÖàμdGh  ,Manuscripts
 ÜÉàc  øe  mIôNÉa  máî°ùf  nΩƒ°SQ  É¡é«HóJ  ∫ÓN  øe  ;Livres
 äQó°U  ,z®ƒØfi  Ö«‚{  πHƒf  ÖjOC’  ,zá∏«d  ∞dCG  ¤É«d{

 The Limited  ô°ûf  QGO  øY  ,2005  ΩÉY  ∑Qƒjƒ«f  ≈a

 á¶aÉMh  ,á«∏°U’G  ¬JÉMƒdh  ÜÉàμdG  ¢V pô o©a  .Edition Club
 áªbôe ,Giclee  “…Óc »L”  -  É¡æe á«μ«aGôL kÉî°ùf  iƒ–

 ,Corcoran Gallery of Art  áYÉ≤H  -  IÉ°†‡h

 πc  ≈a  ¢V pô oY  ºK  ,2005  ƒ«fƒj  ‘  “»°S  …O  ¿ƒàéæ°TGh“`H

     .ójƒ°ùdGh  ,Gô°ùjƒ°Sh  ,É«dÉ£jEGh  ,¿ÉHÉ«dGh  ,Góædƒgh  ,ô°üe  :øe

 ¬àaƒà°SG Ée ºZôH ,¤hC’G É¡JÒëpH É kãtÑ°ûJ Ωó©J ⁄ á∏Ä°SC’G ¿CG ÒZ

 ô saƒà«a ,É¡ª°ùL QÉªK ¬s∏c ⁄É©dGh ÉgO’hCG Ö¡Jh ôªãJ »c nΩC’G n¢VQC’G ô£ŸG o™fÉ°U phÒ∏a ’CG .AÉæ°ùM Ò°üJ »μd nΩC’G n¢VQC’G ô£ŸG o™fÉ°U ph r nÒ∏a ’CG{

 ¿ƒØ¨j πH ,º¡Ñëf ¿ƒ°†≤j Óa ,ôª©dG áë°ùa ÉæodÉØWCG É«ëjh ,kGÒah o¥RôdG ¿ƒμ«a ôªãJ »c , n¢VQC’G Éæ seCÉH ¢ùª°ûdG ÉfƒHCG êhõà«∏a ’CG . kÉ«î°S oäƒ≤dG º¡d

.(1)(ƒμ«°ùμeƒ«f ‘ Zuñi “ÊhõdG” Oƒæg iód ¢VQC’G áHQ ,Awatelin Tsíta zÉà«°ù rJ røp∏ pJ nhnCG{ ¤EG ∫É¡àHG ádÓ¡à°SG) .zº¡à¡dBG ™e Gƒë°ü«d
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 ºZôHh ,…ô°üÑdG ¢ünædG IOGôah Qƒ°†◊G Ú≤j øe “‹RÉf” áHôŒ

 â«≤H  å«M  ;á«æ«≤j  mIQGóL  •hô°ûH  âæ¡JQG  máª«b  øe  ¬àî°SQ  Ée

 kÉÄ«°T  â°SQÉe »àdG  ,ájó≤ædG  ¢Uƒ°üædG  Ö∏ZCG  ‘ áeƒ¨°†e á∏Ä°SC’G

 IòF’  ,É¡dÉªYCG  ‘  í«ª∏àdG  äÉ«YGóJ  ∞∏N  ∫É°SÎ°S’G  ájGƒZ  øe

 ¤EG  É¡°ùLGƒg  ôeCG  á∏cƒe  ,»°SÉ°SC’G  É¡°Vôfih  ‹qhC’G  É¡∏ZÉ°ûH

 ≈∏Y  ¬FGó°UCG  ójOôJ  á«aÉ©H  kÉ¶Øàfi  ∫GR  Ée  ,ô°TÉÑe  óMGh  ∫GDƒ°S

 IOÉYE’Gh  QGôμàdG  ¥õæH  kGò∏à°ùe  ,ájôjƒ°üàdG  “‹RÉf”  äÉë£°ùe

 ‹RÉf  äÉMhôWCG  ‘  ô qØ n°ûoŸG  øeÉμdG  ô°S  Ée”  :ΩÉ¡Øà°S’G  ™«LôJh

.“?ájô°üÑdG Qƒcóe

:áÑ«cÎdG áZhGôeh IAGô≤dG äÉ«dÉμ°TEG

 zQƒcóe ‹RÉf{ ´hô°ûŸ ¢ù«°SCÉàdG ó≤Y – äÉ«æ«fÉªãdG ó≤Y ∫ÓN

 ;ábódG ÉæÄ°T GPEG πH ,áàaÉN  á°Sƒª¡e  ∫GDƒ°ùdG  ìôW  IÈf  âfÉc –

 áHÉLE’G  Üôb ‘ πeC’G  ¿Éch ,É¡H  ≈qæ nμ oeh  ,áH pQGƒeh ,IRƒeôe âfÉc

 ¿Éc PEG  ;¬°ùØf z‹RÉf{ ¬eó≤J Ée ÚY ≈∏Y kÉÄμàe Ò°ùØàdG  ìƒ°Vhh

 ájô°üŸG  Landscape  »©«Ñ£dG  ô¶æŸG  päÉfƒμe  É¡ oeÉ¡∏à°SG

 ≈∏Y IÎØdG ∂∏J ‘ kGÒãc âd qƒY »àdG ,äÉHÉLEÓd ¿ƒª°†e IÉ‚ CÉaôe

 √ò¡H (∫É¨°ûf’G ™aGO) ≈∏Y âd qƒY É‡ ÌcCÉH ,¬°ùØf É¡ŸÉY äGOôØe

 øe OóY ‘ ¬LPÉ‰ ≈∏Y ™≤f Ée ƒgh ,ÉgÒZ ¿hO ÉgóMh äGOôØŸG

 ∫hÉæàdG  ádÉ°UCG  ¿É«ÑJ  ‘  kGÒãc  â°VÉØà°SG  »àdG  ;ájó≤ædG  äÉHÉàμdG

 ¿Éμa  ,“Qƒcóe  ‹RÉf”  ∫ÉªYCG  ‘  áqjô n¶æŸG  á«©LôŸG  (á«æWh)h

 ≈∏Y π«ædG ÉgÓeCG »àdG á«≤aC’G ä’É°SÎ°S’G ∫ƒM Qƒëªàj åjó◊G

 ,íª≤dG ¿GôLCGh ,á«∏eôdG ¿ÉÑãμdG äÓàμJ ∫ƒMh ,É¡dÉªYCG äÉæjƒμJ

 ,á«æ«£dG  äƒ«ÑdG  äÉYƒª›h  ,á«∏Ñ÷G  äÉéjô©àdGh  ,∫ÓàdG  ºªbh

 ‘ êôîj  ÇQÉ≤dG  ¿Éμa  ,¬JÉ©ªŒh πîædG  ÚLGôY øe É¡Øëj  Éeh

 – á qjô n¶æŸG äÉfƒμŸG √òg ¿CG √OÉØe ;ΩÉY ´ÉÑ£fÉH ¿É«MC’G øe Òãc

 »g – ‹Éª÷G ¢ù◊G IQÉãà°S’ ájô£a á«°UÉN øe ¬«∏Y …ƒ£æJ ÉÃ

 …ô°üH m∞«aQ øe √õæàμJ ÉÃ “‹RÉf”  ∫ÉªYCG  øë°T øY ádhDƒ°ùŸG

 ;…ô°üŸG  ÉgÓà o›h »bô°ûdG  Égó©oH  ‘ É¡«∏Y AÉμJ’G  ¿CGh  ,∞«Ø°T

 .∫ÉªYC’G √òg è«°ùf äÉ≤ÑW ‘ Iô sØ n°†oŸG ádÉ°UC’G ™HÉW áfÉª°V ƒg

 ´ÉÑ£f’G  Gòg  ¿ô≤J  É¡°VQÉ©Ÿ  Ió°UGôdG  ä’É≤ŸG  âfÉc  Ée  kGÒãch

 PEG  ;‘É≤ãdGh  »YÉªàL’G  “‹RÉf”  øjƒμàH  §ÑJôJ  má≤«≤M  ôjô≤àH

 ájôgÉb á∏FÉY ‘ É¡JCÉ°ûf ¤EG – kÉëjô°üJ hCG kÉë«ª∏J – ¢V pô©J âfÉc

 º«∏©àdG øe l§‰ ¬ªcGQ …òdG ‘É≤ãdG Égó«°UQ ¤EGh ,ó pà rënŸG á≤jôY

 Üô°V  QÉ¡XE’  É‰CÉch  ;IƒØ°üdG  ôFGhO  øª°V  •Gôîf’Gh  »bGôdG

 áfÉæØd á«°ùØædGh á«aô©ŸG äÉ≤∏£æŸG ÚH ,á«bÉ«°ùdG (ábQÉØŸG) øe

 äÉfƒμe  øe  ¬÷É©Jh  ¬ª¡∏à°ùJh  √óaÎ°ùJ  Éeh  ,øjƒμàdG  (ájƒÑîf)

 – Ò°ûj Ée ƒgh ,ájô°üŸG á©«Ñ£dG ‘ IQòéàe á«Yƒ°Vƒe/ájô°üH

 á«°üî°T ™e ídÉ°üàdÉH ΩhRCÉe áHÉàμdG øe §‰ ¤EG – …OÉ≤àYG ‘

 ¿ƒμj  ób mä’hÉfi ¤EGh  ,á«£ªædG  ájó≤ædG  äÉHQÉ≤ª∏d  kÉjó– πuã o“

 á°ûgO)h  (øØdG  á°ûgO)  ÚH  É¡«a  §∏ÿG  ”  ;≥«aƒàdG  É¡ÑfÉL

 á«dÉª÷G á°ûgódG çÉ©àHG ≈∏Y “‹RÉf” ∫ÉªYCG IQób ÚH ,(ábQÉØŸG

 …ó°ü≤dG  ÉgQÉ«àNG  ábQÉØeh  ,ájô£ØdG  ájô°üÑdG  IOÉŸG  ºMQ  øe

 øe É‰CÉch ,á«YÉªàL’G ájQÉWE’G É¡àÄ«Ñd – kÉjôgÉX – áæ pjÉÑe áÄ«Ñd

 ’CGh ,á«ØjQ ICÉ°ûf …P kÉfÉæa ’EG ájô£ØdG áÄ«ÑdG π«ªà°ùJ ’CG ¢VÎØŸG

 kÉ£ÑJôe »JCÉj ¿Éc Ée ƒgh ,!É¡FÉæHCG øe kÉYóÑe ’EG á©«Ñ£dG Ö£≤à°ùJ

 iód  x»æ≤J  Úæ≤J  QÉ«©e  É¡Ø°UƒH  á©«Ñ£dG  …ó¡à°ùJ  ;iôNCG  ádÉMEÉH

 QÉ°†ëà°SÉH kÉehO ≈æ©oj äGAGô≤dG ∂∏J ‘ π«∏ëàdG ¿Éc PEG ,“‹RÉf”

 ≈∏Y  èjô©àdG  ÜÉH  øe  ,á«æ≤àdG  á©æ°üdG  ÚfÉaCGh  áZÉ«°üdG  ≥FGôW

 ÉgÉjEG É¡æ«ª°†Jh ,áÄ«ÑdG øe mäÉeÉN É¡©jƒ£J äÉ«Ø«c øY åjó◊G

 AÉæÑdG Gòg AGôKEG ≈∏Y ∂dP ôKCG øYh ,…ôjƒ°üàdG í£°ùŸG AÉæH øª°V

 ájô°üÑdG  áaó o°üdG  äÉéjôîàH  ¬∏«ª–  ‘  √QhOh  ,kÉ«fƒdh  kÉ«°ùª∏e

 ,õ«¡éàdG  pá≤HÉ°S  ( máÑ«côJ)`H  §≤a  øgQ  ôeC’G  ¿CÉch  ;á°ûgóŸG

 (áÑ«cÎdG) øY ô¶ædG ¢†¨H ,èFÉàædG páfƒª°†eh ,äGƒ£ÿG páeƒ∏©eh

 ÉªY Ö oé o◊G ∞°ûμH iôMC’Gh ,π«∏ëàdÉH QóLC’Gh ,äÉØàd’ÉH ¤rhnC’G

 ájô°üÑdG ¬JGOôØe √RÉ¨dCGh √RÉ¨dEÉH kÓeÉ°T ,ô¶æŸG (øWÉH) ‘ Îà°ùj

 –  áWÉ°ùÑdG  ≈¡àæÃ –  ¬fƒc hó©j ’ …òdGh ;kÉ©e á«æ≤àdG  ¬àÑ«côJh

 ≈∏Y É¡JQóbh ,á«cGQOEG-¢ù rØædG É¡à« ræ pHh ,É¡°ùØf (“‹RÉf” áÑ«côJ)

.ìÉàŸG …ôgÉ¶dG øe »æWÉÑdG ó«dƒJ

 ‘  …ô°üŸG  »©«Ñ£dG  ô¶æŸG  ¿CÉ°T  øe  π∏bCG  ¿CG  Éæg  ójQCG  â°ùdh

 äÉHÉ°ùM  øe  ¬LGôNEG  ¤EG  ’h  ,á«æØdG  “‹RÉf”  ájDhQ  ¢ù«°SCÉJ

 π«Ñb  øe  ’EG  ¿ƒμj  ’  ∂dòa  ;…ô°üÑdG  É¡ŸÉ©d  á°UÉÿG  »JAGôb

 IQƒ£N  ‘  Éæg  ∫GóL  ’  PEG  ,áéØdG  áμMÉªŸGh  qÚ nÑdG  ±É°ùàY’G

 √òg  ≥∏N ‘ …ô°üŸG  »©«Ñ£dG  ô¶æŸG  äGOôØe  ¬àÑ©d  …òdG  QhódG

 ∫ÉM ájCG ≈∏Y ¬JÉÑKEÉH â∏ØμJ ôeCG ƒgh ,Égôjƒ£Jh É¡FGôKEG ‘h ,ájDhôdG

 ,¤hC’G É¡àbÓ£fG âÑ≤YCG  »àdG  øjô°û©dG ΩGƒYC’G qô nc  ≈∏Y É¡dÉªYCG

 á«JGòdG  É¡JGOÉ¡°T  øe  Òãc  ‘  ¬«a  ¢ùÑd  ’  ƒëf  ≈∏Y  »g  ¬Jó qcCGh

 »àdG  äÉeó≤ŸGh  äÉfÉ«ÑdG  øe  ójóY  ‘h  ,á«Øë°üdG  É¡ãjOÉMCGh

 IOÉYEG ádhÉfi ¬©e hóÑJ ób mƒëf ≈∏Y ,É¡°VQÉ©e äÉYƒÑ£e É¡àæ qª°V

 ΩhQCG ’ »æfCG Éªc ,πªŸG QGÎL’Gh óFGõdG π«jòàdG øe kÉHô°V √QGôμJ

 äÉfÉμeEG  É¡«a  ôªãà°ùJ  »àdG  ;á«æ≤àdG  áZÉ«°üdG  á«ªgCG  øe ¢†ØÿG

 ¢ùμ©dG PEG ,áÄ«ÑdG øe OGƒeh äÉeÉÿ áaÉ°VE’Gh ≥«°ü∏àdGh ™«ªéàdG

 á£ÿG √ò¡a –  IAGô≤dG  Êƒ≤Ñ°S  øe  ¬«a  ∑QÉ°TCGh –  √GQCG  Ée  ƒg

 á«ZÉ«°üdG  äÉHQÉ≤ŸG  ≥ahCG  øe –  hóÑj  Ée  ≈∏Y –  »g  á«ZÉ«°üdG

 ‹RÉf”  ¬H  ™àªàJ  …òdG  ójôØdG  »cGQOEG-¢ù rØædG  øjƒμàdG  ™e kÉbÉ°ùJG

 øe  mójóL  ≈∏Y  É¡Yƒbh  ájQGôªà°SG  øY  ádhDƒ°ùŸG  »gh  ,“Qƒcóe
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.kÉ©e á«Yƒ°VƒŸGh á«Hƒ∏°SC’G äÉaÉ°ûàc’G

 »àdG (áÑ«cÎdG) ∂∏J QÉ°†ëà°SG ‘ πãªàj É‰EÉa É k≤M √ójQCG Ée ÉeCG

 ,É¡«∏Y Aƒ°†dG õ«côJ á«¨ oH – “‹RÉf” áÑ«côJ – kÓÑb É¡«dEG oâëŸCG

 íjô°ûàdG  øe  É¡≤M  É¡FÓjEGh  ,É¡«a  á«°Uƒ°üÿG  øeÉμe  AGô≤à°SGh

-¢ù rØædG  øjƒμàdG)  ¬à«ª°S  Ée  ô°S  ¤EG  ¢Uƒ∏ÿG  ádhÉëŸ  ,π«∏ëàdGh

 øë°T  øY  –  »æX  ‘  –  ∫hDƒ°ùŸG  ∂dP  ,É¡H  ¢UÉÿG  (»cGQOEG

 ÖÑ°ùàŸGh ,ÚrÑà°ùj ’h ô n©°ûnà°ù oj …òdG ÊG qƒ÷G ≥dC’G ∂dòH É¡dÉªYCG

 É¡JÉMhôWCG  AÉ°ûMCG  ‘  á qæéà°ùŸG  áZhGôŸG  IôØ°ûdG  ∂∏J  AÉcREG  ‘

 ¢ù°SDƒf  …òdG  -  ´ƒædG  Gòg øe áHQÉ≤e ¿CG  …OÉ≤àYG  ‘h .ájô°üÑdG

 ó«©H  óM ¤EG  πØμàà°S  –  “‹RÉf”  ∫ÉªYC’  á«dÉ◊G ÉæJAGôb  ¬«∏Y

 ≈∏Y áHÉLE’ÉHh ,…ô°üÑdG É¡ŸÉY ‘ É¡«dEG âØà∏e ÒZ ÉjGhR IAÉ°VEÉH

 ∫ÉªYCG ‘ øeÉμdG ô°S ∫ƒM ºFÉ◊G ;¥QDƒŸG ∫GDƒ°ùdG øe ÒÑc ô£°T

 ,ájOÉ©à°SG  IAGô≤H  AóÑdG  Ωõ∏à°ùj  Ée  ƒgh  ,ájRhÉéàdG  áfÉæØdG  √òg

 òæe –  ¬JÉjGóH  øe øjƒμàdG  Gòg íeÓe ó°UQ É¡dÓN øe ∫hÉëf

 ä’ƒëàdG êÓÑfG øY ádhDƒ°ùŸG á«∏°üØŸG êQGóŸÉH G kQhôe – ¢ù«°SCÉàdG

.É¡jód á«°SÉ°SC’G á«∏MôŸG

:∫ƒëàdG êQGóeh ¢ù«°SCÉàdG IôcGP

 …ô°üÑdG  QÉWE’G  ¿Éc  ;¤hC’G  á«°ù«°SCÉàdG  ô°û©dG  äGƒæ°ùdG  ∫ÓN

 åëÑdÉH  í°VGƒdG  É¡dÉ¨°ûfG  ‘  kÓKÉe  z‹RÉf{  ∫ÉªYCG  ≈∏Y  ºcÉ◊G

 ≈àM  â∏X  å«M  ,Outlines  áWqƒëŸG  •ƒ£ÿG  äÉfÉμeEG  ‘

 ,ájQÉWE’G  Ohó◊ÉH ádƒ¨°ûe äÉ«æ«©°ùàdG  ó≤Y øe ¤hC’G  äÉjGóÑdG

 Æƒ°üj  …òdG  ,Linear  »£ÿG  »MÉ°ùŸG  Üƒ∏°SC’G  ‘  IOƒ¡©ŸG

 É¡à°SGQO  ¿CG  …óæY  íLGôdGh  .IOófi  hóÑàa  •ƒ£ÿÉH  ¬dÉμ°TCG

 πãe  âØq∏N  »àdG  »g  ;1981  ΩÉY  É°ùfQƒ∏ØH  ∂«aGô÷G  äÉ«æ≤J

 πjƒ©J  ¿CG  ±hô©ŸG  PEG  ,¤hC’G  ájô°üÑdG  É¡ãMÉÑe  ‘  ôKC’G  Gòg

 á«æØdG  áYÉÑ£dG  äÉ÷É©e  ‘  AGƒ°S  –  á«μ«aGô÷G  IQƒ°üdG

 Graphic  »μ«aGô÷G  º«ª°üàdG  hCG  ,Printmaking

.á£∏àfl äÉeÉN ,1989 ΩÉY áHôŒ øe ,Qƒcóe ‹RÉf -1 ºbQ πμ°T
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 ΩÉ≤ŸG  ‘  §ÿG  äÉfÉμeEG  QÉªãà°SG  ≈∏Y  ¿ƒμj  –  Design
 IôJÉÑdG  §ÿG äGAÓeE’ ´É°üæj áMÉ°ùŸG  Qƒ°†M ¿CG  áLQód ,∫hC’G

 ,kÉ q«aÉ°ùe kÉMGÎbG É¡Ø°UƒH áMÉ°ùŸG ¬«a ≈∏éàJ ƒëf ≈∏Y ,á∏°UÉØdGh

 øe ÌcCÉH ,É¡JGQÉ°ùe ¥Ó¨fGh É¡JÉ©WÉ≤Jh •ƒ£ÿG ácôëH kÉæ¡Jôe

 .»≤jõ«ØdG ¿ÉμŸG øY kÉ°ùμ©æe kGQƒ°†M É¡Ø°UƒH É¡«∏Œ

 ,poesie kÉjôYÉ°T kÉ°ùM IÎØdG ∂∏J ∫ÉªYCG ≈∏Y ÖdÉ¨dG ¿Éch

 “iƒ°ü≤dG  á«æØdG  ájƒ«◊G“`H  ¬Ø°üf  ¿CG  øμÁ  ÉÃ  k’ƒª°ûe

 ¢†ØH  áeƒª¡e  áfÉæa  AGREÉH  ∂fCG  É¡©e  ô©°ûà°ùJ  »àdG  ,Gusto
 ≥ah ¬Ñ«JôJh ¬Ñ«côJ IOÉYEG  ¤EG  áfiÉW ,…ô°üÑdG øjƒμàdG  ≥«dÉ¨e

 ‘  (áæWÉÑdG  äÉ«dÉª÷G)  É¡dÓN  øe  ±ô°ûà°ùJ  ,(á«∏eCÉJ)  ájDhQ

 ájô°üŸG  áëFGôdG  øe  òîàJh  ,…OÉ«àY’G  »©«Ñ£dG  ô¶æŸG  Iô°ûb

 ,IQƒé¡e  áæ«μ n°S  õæàμJ  ,IOƒ≤Øe  áª¨f  ™e  π°UGƒà∏d  áq«d qhCG  á©jQP

 ‘ kÉ°ùªZ É¡°ùª¨àd  ,äÉæjƒμàdGh  ¢ùeÓŸGh  ¿GƒdC’G  ¢SÉ°SCG  ‘ ™°ûæJ

 π«Á É¡jód øjƒμàdG ¿Éc Éªc .á«FÉæ¨dÉH ó°ûà– ájô°üH Ö«cGôJ QÉ«J

 É¡JÉfRGƒJ  kGô°SÉc  ,á«°SCGôdGh  á«≤aC’G  á«£ÿG  äÉ©WÉ≤àdG  êõe  ƒëf

 ;√OGóàeG ≈∏Y í£°ùŸG AÉ°†a ™£≤J ,IôJÉH á∏FÉe •ƒ£îH á«fƒμ°ùdG

 ∂dP ¿Éc AGƒ°S – kÉfÉ«MCG É¡©°VGƒe ójó– ‘ Ωõà∏J “‹RÉf” âfÉc

 »ÑgòdG ™WÉ≤dG äÉHÉ°ùëH – ¢SÉ°ùME’G »Mh øe hCG kÉjó°üb kÉeGõàdG

 ÉgÌæJ âfÉc iôNCG kÉfÉ«MCGh ,(1 ºbQ πμ°T) Golden Ratio
 ≈∏Y  §≤a  Ióªà©e  ,á«æjƒμàdG  äÉHÉ°ù◊G  áeGô°üH  ∂ t°ù n“  ¿hO

  .á«dÉª÷G É¡Jô£a á«bGó°üe

 -  íeÓŸG  √òg  ™«ªL  ÜÉ°ùàMÉH  IôeÉ¨ŸG  ™«£à°ùf  ’  ÉæfCG  ÒZ

 áeRÓŸG  áeÉ©dG  äÉª°ùdG  øª°V  -  ¤hC’G  á«æjƒμàdGh  ájQƒ©°ûdG

 ¿CG  ‘  íª£f  ¿CG  øμÁ  ’  ºnK  øeh  ;á«dÉàdG  É¡∏MGôe  ÈY  z‹RÉfz`d

 z kÉ«FÉ¡f  kÉHƒ∏°SCG{  ¬«ª°ùf  ¿CG  øμÁ  Ée  náª p°S  É¡æ«H  øe  ¢ü∏îà°ùf

 ¢†©H QGôªà°SG øe ºZôdG ≈∏Y ∂dPh ,Ultima maniera
 ÉgÉjEG káÑ pMÉ°üe ,»æ≤àdG iƒà°ùŸG ≈∏Y Iô°VÉM â∏X »àdG äÉ÷É©ŸG

 IRQÉÑdGh  áØ«ãμdG  á«fƒ∏dG  øFÉé©dG  ΩGóîà°SÉc  ;á«dÉJ  πMGôe  ‘

 m¥ƒ°üd  Úª°†Jh  ,»FÉæÑdG  øjƒμàdG  øe  É¡æ«©H  á«eGQO  ™°VGƒe  ‘

 π¶J  É¡fEG  å«M  ,…ôjƒ°üàdG  í£°ùŸG  è«°ùf  ≈∏Y  á«Ä«H  äÉeÉN  øe

 kGòØæeh  ,ájDhôdG  ±É°ûàcG  ≥jôW  ‘  áæ r« p©e  åëH  á∏«°Sh  ájÉ¡ædG  ‘

 áq«d qhCG  áª p°S  É¡æe  ÌcCÉH  ;á«Ñ°üY-¢ù rØædG  ábÉ£dG  ¢†«a  (≠jôØJ)`d

 Ée ¿CG  ’EG  .“Qƒcóe ‹RÉf”  iód  ´GóHE’G  π©a ∞«æ°üJ É¡«dEG  ∫Éëoj

 ∂∏J  ‘ πãªàj  É‰EÉa  ;íeÓŸG  √òg ÚH øe ¬«≤Ñà°ùf  ¿CG  kÉ≤M øμÁ

 ‘ (áæWÉÑdG  äÉ«dÉª÷G)`d  ±Gô°ûà°S’G  ∂dPh ,(á«∏eCÉàdG) ájDhôdG

 QÉ°ùŸG ≥«ª©Jh Qƒ¡¶dG ¿É«dGƒ«°S Éª¡fCG hóÑj øjò∏dG ,IQƒ°üdG Iô°ûb

 øjƒμJ  ¢SÉ°SCG  øY  ¿Éë°üØo«°S  øjò∏dGh  ,á«dÉàdG  πMGôŸG  ‘  É¡jód

           .AÓéà°S’Gh π«∏ëàdÉH √Éfó°üb …òdG (»cGQOEG-¢ù rØædG) z‹RÉf{

 z…ôjƒ°üàdG  Üƒ∏°SC’G{  äÉª°S  É¡jód  ócCÉàJ  äCGóH  ,kÉÄ«°ûa  kÉÄ«°Th

 ,É¡JÉLQOh  á∏NGóàŸG  ¿GƒdC’G  áZÉ«°U  óªà©j  …òdG  ;Painterly
 äGAÓeEG  IÒ°SCG  ’h  É¡JÉMÉ°ùÃ  kIOófi  É¡©e  ∫Éμ°TC’G  hóÑJ  Óa

 øe  ∫hC’G  ™HôdG  AÉ°†≤fG  ó©H  É¡JhQP  â¨∏H  äÉª°S  »gh  ,§ÿG

 ∞∏N  åëH  á∏MQ  É¡∏ª›  ‘  âfÉc  »àdG  ∂∏J  ;äÉ«æ«©°ùàdG  ó≤Y

 »g É¡Ø°üJ ;IÒ°üb IÎa É¡à°VÎYG ,(»ÑjôéàdG)h  (»Ñ«cÎdG)

 áfÉæØdG  IOÉ¡°T  ™LGQ –  (á«dÉ≤àf’G)  IÎØdÉH  É¡JGOÉ¡°T  ióMEG  ‘

 ä nô n©°ûà°SG ,äGƒæ°S ™HQCG  áHGôb âbô¨à°SG –  »ª°SôdG É¡©bƒe ≈∏Y

 ,á«Ø∏°S ä’ƒ≤Ã í°ûàŸG »YÉªàL’G óŸG AGREG ≥∏≤dG øe kÉÄ«°T É¡dÓN

 áaÉ≤ãdÉH kÉ°üHôJh ,á«eó≤àdG ICGôŸG äÉÑ°ùàμŸ kGójó¡J ¬«a äCGQ …òdG

 IÎØdG  ∂∏J  ∫ÓN  É¡dÉªYCG  ≈∏Y  ßMƒd  óbh  .kÉ©e  á«eƒ≤dG  ájƒ¡dGh

 »Ñ°ü©dG øë°ûdGh ,äÉæjƒμàdG πª› ≈∏Y »£ÿG ΩPô°ûàdG IOÉ«°S

 »àdG  ∂∏J  ,É¡©«ªL ájô°üÑdG  ô°UÉæ©dG  ácôM ΩÉeõH  òNB’G  óFGõdG

 É¡Ø°UƒH  ;ICGôŸG  Éª«°S’ ,kÉjõcôe kÉ©bƒe …ô°ûÑdG  ¿É«μdG  É¡«a  πàMG

 äóHh  .¿BG  ‘  á÷É©ŸG  ±ógh  ,ÒÑ©àdG  πZÉ°Th  ,´ƒ°VƒŸG  ¢Vôfi

 ,ájOô°ùdG  øe  ¬dÉØZEG  øμÁ  ’  kGQ rób  ká∏eÉM  IÎØdG  √òg  ∫ÉªYCG

 …QÉ°TE’G õ«eÎdGh ,á«FÉæμdG  ä’ÉME’Gh ,»æeõdG ≥aódGh ,ájƒØ©dGh

 ájOÉ«◊G  ¿GƒdC’G  øe  äÉYƒª›  IOÉ«°S  øY  kÓ°†a  ,»JÉeÓ©dGh

 äõ«e ¿CGh ≥Ñ°S »àdG á«FÉæ¨dG ¿GƒdC’G Iƒgõd ábQÉØe äóH ,IQƒ°ùμŸGh

 âfÉc (á«°VGÎY’G /á«dÉ≤àf’G) IÎØdG √òg ¿CÉμa .¤hC’G á∏MôŸG

 ,É¡KGóMCGh  IÉ«◊G  øe  (»∏eCÉàdG)  ∞bƒª∏d  (…OGQEG)  m≥«ª©J  áHÉãÃ

 kÉ«dÉªL  »gÉªàdÉH  ,á«©ªàéŸG  äGòdG  ‘  óMƒà∏d  kÉjó°üb  kÉ¡ tL nƒ nJh

 äGò∏d  ádÉMEG  ÉgôgƒL ‘ »g »àdG  ,(IO só n¡oŸG  áKƒfC’G)  ä’ƒ≤e ‘

 Oó¡àj ÚM (áYóÑŸG ≈ãfC’G) á«°üî°ûd …QÉÑàYG ∫OÉ©eh ,á«fGOôØdG

  .»FÉªLhO ≥FÉY ‹Éª÷G É¡Yhô°ûe

 ∂dòd ¬«a áHQGƒe ’ mπŒ AGREÉH Éæ°ùØfCG »Ø∏ oæa ;1996 ΩÉY »JCÉj ºK

 íeÓe âaƒà°SG óbh z‹RÉf{ äóH å«M ,(»cGQOEG-¢ù rØædG øjƒμàdG)

 ’EG º¡∏dG ;±É°†j ¿CG øμÁ Ée ácQÉJ ÒZ ,ÉgôNBG øY øjƒμàdG Gòg

 .»Hƒ∏°SC’G  Qƒ£àdGh  π≤°üdGh  IÈÿG  äÉaÉ°VEG  ¬H  πØμàJ  ±ƒ°S  Ée

 …òdG ¢Vô©ŸG ¿GƒæY QÉ«àNG øe ≈àM kájGóH ;kÉØ°TÉc »∏éàdG AÉL óbh

 QGô°SCG  øe  ójõŸÉH  ìƒÑdG  ‘  âæ©eCG  …òdGh  ,z¢VQC’G  AGóf{  ¬àª°SCG

 á«dÉ◊G ∫ÉªYC’G{ :¿CG ¬àeó≤e ‘ âMô°U ÉeóæY »JGòdG (É¡æjƒμJ)

 ¢†Ñf ÚHh ,¢VQC’G  øWÉÑH á°UÉÿG ¢ùjQÉ°†àdGh  iƒ≤dG  ÚH §∏îJ

 ∑GP  É¡°Vô©e  ‘  zQƒcóe  ¤RÉf{  äCÉ°ûfCG  ó≤a  .z¬JÉé∏Nh  ¿É°ùfE’G

 ,…OÉ«àY’Gh »îjQÉàdG äRhÉŒ ;ÜGÎdG /¢VQC’ÉH ¿É°ùfEÓd ábÓY

 ,IQhÒ°üdGh áfƒæ«μdG Üƒ°U kGQƒÑY äQÉ°U ≈àM áØdC’G õLÉM äô°ùch

 ,…OÉŸÉH  ÊÉ°ùfE’G  ¬«a  §∏àîjh  ,»°VQC’G  ™e  …ô°ûÑdG  ¬«a  ≈gÉªàj

 É¡æeh  É¡«a  ¿ sƒμà«a  ,¬∏q∏îàJh  É¡æHG  º°ùL  ΩC’G/¢VQC’G  ø°†àëàd

 ≈∏Yh ÉgOGóÃ kGô u£°ùe ,É¡∏NGO Ühòjh É¡«dEG óJôj ájÉ¡ædG ‘h ,É¡Hh
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 IQÉÑY  âëæe  óbh  z‹RÉfz`H  ÊCÉch  ;ÜÉ«¨dGh  Qƒ¡¶dG  ôØ p°S  É¡ÁOCG

 ’  w»ØN  ló©oH  ¢VQC’G  ‘{  :∫ƒ≤j  ÚM  …ô°üÑdG  É¡≤≤–  z¢ù«fhOCG{

 ÌcC’G  ,∫BÉŸGh  CÉ°ûæŸG  É¡Ø°UƒH  ,»gh  .ájOÉŸG  O sô›  ¤EG  √ tOQ  øμÁ

 ¤hC’G  ICÉ°ûædG  É¡fEG  . kÉ°VƒªZ  ÌcC’Gh  ,ÊÉ°ùfE’G  º°ù÷G  ™e  kÉ«NBÉJ

 .(2)zIÒNC’G á°ûgódGh

 kÓ©a ¢Vô©ŸG Gòg ∫ÉªYCG ∫ÓN øe äó°ùL z‹RÉf{ ¿CG á≤«≤◊Gh

 á«JGP  kIOÉ©à°SG  ¢SQÉÁh  ,√Gó°Uh  ∫RC’G  ΩƒîJ  ≈∏Y  ø qeõàj  ;kÉ«dóL

 á«Yô°ûH kÓ°Sƒàe Iôe πc ‘ É¡JÉ©jƒæJ  ∞fCÉà°ùj  ,ájô°üÑdG  ¬J’ƒ≤Ÿ

 ,»©ª÷G »YhÓdG Ö°üY CÉμæj ∂∏J ¬à∏©a ∫ÓN ƒgh ,¬JGP ≥∏ÿG π©a

 ∂∏J ,»∏©ØdG OƒLƒdG ¤EG êhôÿG IôcGP øe kÉ«ªcGôJ kÉîjQÉJ kÉã©àÑe

 øWÉH äGAGóf ¤EG áà°üæŸGh ,á«°VQC’G IÉ«◊G IQhO äÉYÉ≤jEÉH ádƒª°ûŸG

 ;É¡JGOôØeh ¢VQC’G á¨o∏H »Øà– ∫ÉªYCG .äƒª°üŸG É¡≤ØN ‘ ¢VQC’G

 ÉjÉæãdGh ¿ƒ°†¨dG á£∏ o°S ø q°TóoJh ,π∏ëà∏dh ,∫ƒëà∏dh ,OÓ«ª∏d ¢S qô nμoàa

 CÉ q«°ûàjh  ,äGRhÈdGh  ™jRÉéàdGh  ¥ƒ≤°ûdG  ájóéHCG  ≥ qª n© oJh  ,ó«YÉéàdGh

.á∏JÉfl á«HÉÑ°V mΩƒ°ùéH ô nØ o◊Gh QhÉ¨ŸG π¨°û«d oÜGô°ùdG É¡£«fi ‘

 kGójó–  -  ¢Vô©ŸG  ∂dP  ‘  äRhÉŒ  ób  z‹RÉf{  ¿CG  »æX  ‘h    

 Ohó◊G  Éæg  äQÉ¡fG  PEG  -  á«æ≤àdGh  õeôdGh  ´ƒ°VƒŸG  ó°UÉ≤e  -

 q§àîàd  -  ¬JGP  »°VQC’G  ≥«∏îàdG  π© pah  »æ≤àdG  AGOC’G  ÚH  á∏°UÉØdG

 IRÈe  ,ÊƒμdG  »YƒdG  á«≤∏£ oe  ¬«a  ≥fÉ©J  kGójóL  kGQÉ°ùe  É¡°ùØæd

 øe  kGAóH  –  ô p¡¶oJ  äòNCG  »àdG  ,á«°üî°ûdG  (É¡àÑ«côJ)  äÉª°S

 kAGó¡à°SGh ,…Qƒ£°SC’Gh »æWÉÑdÉH kÉjô£a k’É°üJG – ¬°ùØf ¢Vô©ŸG

 kÉ«fÉ«Y kÉ≤ t≤– âë°VCG É‰CÉch É¡dÉªYCG äóÑa ,‘ƒ°üdGh …ôgƒ÷ÉH

 .(2 ºbQ πμ°T) »JGòdG ¿É£Ñà°S’Gh »MhôdG πeCÉàdG »n∏ r©Ød

 - (z‹RÉf{ áÑ«côJ) É¡©e ä nócCÉJh – (¢VQC’G á∏≤f) ä nócCÉJ óbh

 íeÓe ¤EG kGójóL ∞«°†j É‰CÉch GóH …òdG ,1998 ΩÉY ¢Vô©e ‘

 øe  Dualism  záqjƒæ pK{  áªK  ¿CG  ô¡X  å«M  ;(áÑ«cÎdG)  √òg

 ‘ É¡dƒb  ∫ÓN øe ô¡X Ée  ƒgh  ,»∏éàdG  ‘ äCGóH  ób  ¢UÉN ´ƒf

 ÚH ¢UÉN ¿RGƒJ ≥«≤– ¤EG ƒÑ°üJ ∫ÉªYC’G √òg” :¢Vô©ŸG áeó≤e

.á£∏àfl äÉeÉN ,97-1995 áHôéàe ,Qƒcóe ‹RÉf -2 ºbQ πμ°T
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 .∫É«ÿGh  á≤«≤◊G  ÚHh  ,∑GQOE’Gh  π≤©dG  ÚHh  ,≈°VƒØdGh  ΩÉ¶ædG

 É¡ë«àJ  IOó©àe  äGAGô≤d  á∏HÉb  ,ä’ÉME’ÉH  á∏ªfi z¢Uƒ°üf{  »gh

 kÉfÉ«MCG  á°†eÉZ  äGAGô≤dG  √òg  ¿ƒμJ  óbh  .áMƒ∏dG  ÒÑ©J  äÉjƒà°ùe

 .z...¬JGÒ°ùØJ á«FÉ¡f ’ ‘ »æØdG πª©dG É«ëj ÉŸÉ£∏a ,á°†bÉæàe hCG

 ,¢Vƒª¨dGh  ,Oó©àdG  Gògh  ,É¡rJ nO nô°S  »àdG  á«FÉæãdG  äÓHÉ≤àdG  √ò¡a

 ¢S qôμj  É‰EG  ;á«FÉ¡fÓdG  ≈∏Y  äGÒ°ùØàdG  ≥aCG  ìÉàØfGh  ,¢†bÉæàdGh

 ‘ kÉ≤«ªY Ég oQhòL âHô°V ÉŸÉW ,áqjƒæ pK má©«Ñ£d ¬«a áHQGƒe ’ ìƒ°VƒH

 ób …òdG ôeC’G ,É¡JGP áKƒfC’G º«ª°U ‘h ,á«°VQC’G á©«Ñ£dG º«ª°U

 ∞°ûμj ;¢VQCÓd z‹RÉf{ QÉ«àNG ¿CG êÉàæà°SG ±QÉ°ûe ¤EG ÉæH Ögòj

 ≈∏Y  ábÓN  IQób  »g  å«M  øe  ,(á«æØdG  É¡àKƒfCG)`d  QÉ°üàfG  øY

 ‘ - ÉgQhóH – »g ,( máHƒ°üN) ºMQ øe »YGóHE’G ìô£dG á∏°UGƒe

 ,kÉ©e  á«cGQOE’G  /á«aô©ŸGh  á«°ùØædG  äÉμ∏ª∏d  ¿GÎbG  ÉgôeCG  á≤«≤M

 ≈∏Y (ájƒæãdG áHƒ°üÿG) √òg ‘ ±ô©àf ¿CG ÉæfÉμeEG ‘ QÉ°U Gòμgh

 IôcGòdG ÉæØ©°ùJ Ée ¿ÉYô°S PEG ;É¡æY Éæ°ûàa »àdG É¡JGP (áÑ«cÎdG)

.(ájƒãfC’G)h (áqjƒæ pãdG) ÚH õLGƒ◊G QÉ«¡fG ±É°ûàcÉH ájQÉ°†◊G

:Ö°üÿG ájƒãfCGh áÑ«cÎdG ájƒæK

 pá«©Lôe ≈∏Y zQƒcóe ‹RÉf{ iód ÉgÉfó°UQ »àdG ájƒæ pãdG A»μàJ

 ⁄É©dG  äGQÉ°†M  º¶©Ÿ  »æØdG  çGÎdG  ‘  Iƒ≤H  Iô°VÉM  mäÉ«FÉæK

 ,(ÒeóàdG  –  ≥°û©dG)h  ,(äƒŸG  –  ¢ùæ÷G)  äÉ«FÉæãc  ;¬JÉaÉ≤Kh

 πãÁ  ÉÃ  ;(á«gGôμdG  –  Ö◊G)h  ,(±ÉéYE’G  –  Ö°üÿG)h

 á°UÉÿG  Iconography  á«aGôZƒfƒ≤jE’G  øe  ´ƒæd  kGQƒ°†M

.»∏«μ°ûàdG øØdG ïjQÉJ ‘ á∏YÉØàŸG/áeRÓàŸG OGó°VC’G IôμØH

 ¬àHQÉ≤e ‘ ;»Ñ«cÎdG ôμØdG  á°SQÉ‡ …ô°ûÑdG  π≤©dG  ÈN ób h

 óæY ∞bƒàj º∏a ,ájQƒ©°ûdG ádCÉ°ùŸÉH á≤∏©àŸG QÉμaC’G øe ÒÑc Oó©d

 ÒaƒàH ájQÉKB’G ógGƒ°ûdG πØμàJh ,§«°ùÑdG …ôgÉ¶dG ∫hÉæàdG OhóM

 âÑãJ ¿CG É¡fCÉ°T øe ,»°üædGh …ô°üÑdG Újƒà°ùŸG ≈∏Y áÑ°üN IOÉe

 òæe –  kGó«©H ÖgP ób …ô°ûÑdG π≤©dG ¿CG  ;∂°ûd k’É› ´ój ’ ÉÃ

 ,äÉbÓ©dG øe ≈à°T m¥É°ùfCG ´GóHEG π«Ñ°S ‘ – ájQÉ°†◊G √Oƒ¡Y ΩóbCG

 ájQƒ©°ûdG º«≤dG äGAÉ°†a ÚH ójóëàdGh π°üØdG á«ë£°ùd IRhÉéàŸG

 ,OGó°VC’Gh  äÉ°†bÉæàŸG  ÚH  kÉfÉ«MCG  êõŸG  áLQO  ¤EG  ,á«ØWÉ©dGh

 É¡JÉbÓY äGôJƒJ ∫ÓN øe – ¤ƒàJ á«dóL äÉÑ qc nô oe πNGO É¡Ø«dƒJh

 QGƒZCG ‘ áæWÉÑdG ájõeôdG äÉbÉ≤à°T’G ∞«ãμJ – áæeÉμdG á«∏NGódG

.»YGóHE’G øgòdG ΩÉeCG kÉëàØæe kÉ≤aCG øª°†Jh ,…ô°ûÑdG Qƒ©°TÓdG

 m∫OÉ©e  êÉàfE’  ,»YGóHE’G  øgòdG  äGOÉ¡àLG  í‚CG  ¿ƒμJ  ÉÃQh

 ƒg  ;á≤HÉ°ùdG  áj pƒæãdG  ábÓ©dG  êPƒªæd  ¢üîn∏ oj  ,…õeQ  …ô°üH

 ,Yin & Yang  “„Éj  –  øj”  ájƒæãd  …ô°üÑdG  êPƒªædG

 º°ù≤æJ  …òdG  êPƒªædG  ∂dP  ;á«æ«°üdG  IQÉ°†◊G  øe  IQóëæŸG

 ÚH kGôªà°ùe kÉ«μ«eÉæjO kÉeÉ°ù≤fG ,ájóeô°ùdG OƒLƒdG IôFGO ¬ÑLƒÃ

 πc  πªà°ûjh  IôFGódG  õcôe  ¿Óàëj  ,Ú∏YÉØàe/ÚeRÓàe  øjó°V

 ¢†«≤ædG AGƒ£fG ≈∏Y ád’ó∏d ,¬°†«≤f øe á°SƒÑ≤e IGƒf ≈∏Y Éª¡æe

.(3 ºbQ πμ°T) ¬°†«≤f äÉª°S øe m¢†©H ≈∏Y ,øWÉÑdG √ôgƒL ‘

 ,áHƒWôdGh  ,IOhÈdGh  ,áKƒfC’G)  “øj”  Ú°†«≤ædG  ¢ü nî n°T  ób  h

 ,IQGô◊Gh  ,IQƒcòdG)  “„Éj“h  ,(øWÉÑdGh  ,ΩÓ¶dGh  ,á«Ñ∏°ùdGh

 »Ø°ù∏ØdG  êPƒªædG  ‘  ,(ôgÉ¶dGh  ,QƒædGh  ,á«HÉéjE’Gh  ,±ÉØ÷Gh

 ábÓ©d õeôJ ,Ö£≤dG á«FÉæK á«dó÷ ó«°ùéàc ,»æ«°üdG …ô°üÑdGh

 äÉØàd’G  IQhô°V  ≈∏Y  Éæg  ócDƒfh  ,Ú∏YÉØàe/ÚeRÓàe  øjó°V

 á«dó÷G  øª°V  (ôgÉ¶dG)  πHÉ≤e  ‘  ,(øWÉÑdG)  Qƒ°†M  ádCÉ°ùŸ

 π≤©dG  ¿É£Ñà°SG  ≈∏Y  kÓ«dO  ¬«dEG  Ögòf  Éª«a  πã o“  »àdGh  ,á≤HÉ°ùdG

 .“IÉ«◊G ájQhO” IôμØd …ô°ûÑdG

 äÉ«dó÷G  äÉ©jƒæàd  -  ájô°üÑdG  äÉZÉ«°üdG  ó¡°ûJ  ⁄  ÉÃQh

 RƒeôdG øe x…CG ‘ ,≈°übC’G ‹’ódG É¡≤ t≤– - ôcòdG á≤HÉ°S á«FÉæãdG

 øe  ¬Jó¡°T  Ée  Qó≤H  ,É¡JÉ«∏Œ  ¢ü«î°ûàd  äóªoàYG  »àdG  ájô°üÑdG

 á«Ñ«côJ  äÉbÉ«°S  πNGO  ,…ƒãfC’G  ó°ù÷G  IQƒ°U  Qƒ°†M  ∫ÓN

 mäÉZÉ«°U ‘h ,á∏YÉØàŸG/áeRÓàŸG OGó°VC’G Iôμa ó«°ùéàd á°S qôμe

 äÉ«YGóàd  kGôéØe  kÉjõcôe  kÉÑ£b  É¡Ø°UƒH  ,≈ãfC’G  É¡«a  â n°ü nî°T

 ,(äƒŸG – IÉ«◊G)h ,(⁄C’G – Iò∏dG) ¢†FÉ≤ædG äÉbÓY øe ≈à°T

 º«gÉØŸG óMCG  Ú°TóJ ¤EG  iOCG  Ée ƒgh ,(±ÉéYE’G –  Ö°üÿG)h

 Éª«a  πãªàŸGh  ,áKƒfC’G  Iôμa  ∫ƒM  IQƒëªàŸG  ,á«°Uƒ°üÿG  Iójó°T

 ICGôŸG /Femme Fatale  “áμp∏¡oŸG ≈ãfC’G” êPƒªæH ≈ª°ùj

.»æ«°üdG z„Éj -øj{ õeQ í°Vƒj º°SQ -3 ºbQ πμ°T
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 ájô¶f  ¬æY  âØ°ûc  …òdG  êPƒªædG  ƒgh  ;áà«ªŸG  ≈ãfC’G  /  áμp∏¡oŸG

 ∫ÓN  øe  ,ÜÉ≤ædG  (1961  -1875)  Carl Jung  “„ƒj”

 ¢SÉ°SCG ìô°ûJ »àdG ,The Anima  *“Éª«fC’G” á«°Vôa É¡MôW

 kGOóY ¿CG ß nMÓ«a .ICGôª∏d á°ùÑà∏ŸG ájhGOƒ°ùdG/ájƒ¡°ûdG ájDhôdG √òg

 áÁó≤dG  äGQÉ°†◊G  É¡JQƒ°U  ób  ,á«Ñ«¨dG  ô°ûdG  äÉfÉ«c  øe  kGÒÑc

 á«fƒc á≤«°ûY É¡Ø°UƒH ,ájƒ¡°T áë°ùe øe πîJ ⁄ ;ájƒãfCG áÄ«g ≈∏Y

 .¬JGP  âbƒdG  ‘  (¢VQC’G)h  áHƒ°üî∏d  áqHQ  É¡Ø°UƒHh  πH  ,iÈc

 •ƒ≤°S øY (IÉ«◊G áÑgGh)  “AGƒM”  á«dhDƒ°ùe IGQƒàdG âæ∏YCG Éªc

 á©fÉ°U)  »MhôdG  ∑Ó¡dG  ‘ ¢ù«FôdG  ÖÑ°ùàŸG  ÉgQÉÑàYGh  ,“ΩOBG”

 The Original  “á«∏°UC’G  áÄ«£ÿG”  çhóëH  ,(äƒŸG

 êÉàf) áeôëŸG Iôé°ûdG øe πcC’ÉH ,¿É£«°û∏d É¡æe káHÉéà°SG Sin
 ∫Gõ©fG) IôμØd Ió°ûH ï q°SQ …òdG ôeC’G ;(áHƒ°üÿG ó t°ùŒ /¢VQC’G

 ,ájQƒcòdG  áYÉªé∏d  ‘É›  (PƒÑæe)  ¿É«μc  É¡°Uƒî°Th  ,(≈ãfC’G

 ôë°ù∏d Ió«°S É¡Ø°UƒH ;á«JGòdG É¡ÑgGƒe ≈∏Y É¡aƒμY ¤EG ‹ÉàdÉHh

 ¢Vô©e áeó≤e ‘ CGô≤f  ¿CG  áaó°üdG  øe πg ;iôoJ  .Ö°üî∏d  áHQh

 ‘  ¿ÉæØdG  ¢SÉª¨fG  ¿EG”  :¢üædG  Gòg  πãe  2001  ΩÉ©d  “‹RÉf”

 ,áYÉª÷G  ‘  êÉeóf’G  ‘  ¬∏eCG  ™LGôJ  øe  ™Ñæj  Ée  IOÉY  ;á«JGòdG

 ,πeCG áÑ«N øe ∂dP øY èàæj Éeh ,ÉgÒ°üe ójó– ‘ áªgÉ°ùŸGh

 ,™bGƒdG  √ÉŒ  áŸÉ◊G  á«Ñ∏°ùdG  ≈àM  hCG  ,π°UGƒàdG  ¢†aQh  OôªàdG  hCG

 øe πgh ?“øØ∏d …ƒjDhôdG √ÉŒ’Gh π«îàdG Qƒ¡X ‘ π°UC’G ƒg É‰EG

 ≈∏Y É¡dÉ¨à°TG ¬«a äQƒ∏H …òdG ¢Vô©ŸG ¬°ùØf ƒg ¿ƒμj ¿CG áaó°üdG

 (≈ãfC’G ∫Gõ©fG) ¿GÎbG ¬æ«Y ƒg Gòg ¢ù«dCG ?ájôë°ùdG RƒeôdG Iôμa

 áfGOEG áYÉª÷G É¡dGõàYG ‘ ¢ù«dCG ?´GóHE’G π©a ‘ É¡fÉ©eEÉH áYóÑŸG

 ;»JGòdG ™ÑædG ≈∏Y ±ƒμ©dÉH πeC’G áÑ«ÿ kÉ°†jƒ©Jh ?áYÉª÷G √ò¡d

 Gòg  ‘  ¢ù«dCG  ?ôë°ùdG  RƒeôH  Ö°üÿG  ≥«MQ  ¬«a  §∏àîj  …òdG

 Gò¡H  “‹RÉf”  ∫ÉªYCG  ‘  ÖjôéàdG  áYôL  OÉjORG  IôgÉ¶d  kGôjÈJ

 ôë°ùdG  áHQ  ∑Éª¡f’  k’OÉ©e  ≈JCG  …òdG  ÖjôéàdG  ∂dP  ?¢Vô©ŸG

 kGógÉ°T ôªà°SG …òdGh ?ájô°ùdG É¡JÉØ r°U nh äÉ£∏N ™jƒæJ ‘ Ö°üÿGh

 ÉÃQ  !?2005  ΩÉY  ¢Vô©Ã  äGòdG  øWÉH  ‘  ∑Éª¡f’G  IQƒa  ≈∏Y

 äGòdG  ¿É£Ñà°SG  ∫GDƒ°S  á°UÉN  –  á∏Ä°SC’G  √òg  ¢†©H  ≈∏Y  Ö«éj

 á∏HÉ≤e ≈∏Y …ƒ£æj πªY ƒgh ,á∏MôŸG ∂∏J ∫ÉªYCG  óMC’ Éæ∏eCÉJ  –

 á∏àc ádÉÑb »HÉë°S ¢Uôb ƒØ£j PEG  ;…hÉª°ùdGh »°VQC’G ÚH ájõeQ

 Êƒc –  ΩGó£°UG ÉÃQ hCG –  QÉéØfG  Üô≤H kGQòæe ,áÑ«gQ á«°VQG

 ¢VQC’G  ôgÉX øe Iô°ûb  ñÓ°ùfÉH  ¬JGP  âbƒdG  ‘ kÉ«Mƒeh  ,∂«°Th

 Tierra del Fuego QÉædG ¢VQCG É¡fCÉch ,É¡æWÉH øY

 πª©dG Gòg ÚH áfQÉ≤ŸG ∞°ûμJh .∫ƒ¡› m•É°ûf IQƒØd É¡∏«Ñ°ùH »gh

 øe) Odd Nerdrum zΩhQOÒf OhCG{ »cQÉ‰GódG ¿ÉæØ∏d ôNBGh

 IQòéàe ô≤à°ùJ ;áeÉY ájõeQ äÉcÎ°ûe áªK ¿CG ,(1944 ΩÉY ó«dGƒe

 ÚfÉæØ∏d  áØ«gôdG  ôFÉ°üÑdG  ô¶àæJ  ,»©ª÷G  …ô°ûÑdG  »YhÓdG  ‘

 A’Dƒg äÉaÉ≤K ±ÓàNG øY ô¶ædG ¢†¨H – ÉgQÉ°†ëà°SG ≈∏Y øjQOÉ≤dG

 òNC’G ™e ∂dPh ,É¡æ«©H á«fGóLh/ájôμa äÉæë°T ôjôªàd – ÚfÉæØdG

 …ô°ûÑdG ô°üæ©dG ájQƒfi ≈∏Y õcôj “ΩhQOÒf” πªY ¿CG QÉÑàY’G ‘

 ¬à°Sôc  …òdG  ≠«∏ÑdG  ∫GõàN’G  πHÉ≤e  ‘  ,Ò°üŸG  ∫GDƒ°S  ∞«ãμJ  ‘

.á£∏àfl äÉeÉN ,2005 ΩÉY á∏Môe øe ,Qƒcóe ‹RÉf – CG 4 ºbQ πμ°T

.1987 ,∑QÉ‰ódG ,¢TÉªb ≈∏Y âjR ,ó«Mh â«e ,ΩhQOÒf OhCG -Ü 4 ºbQ πμ°T
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.(Ü ,CG 4 ºbQ πμ°T) kÉ©e ájhÉª°ùdGh á«°VQC’G ¿ƒμdG iƒ≤d “‹RÉf”

 äGQób  ø∏uãÁ  »JGƒ∏dG  äÉjÈμdG  çÉfE’G  äGOƒÑ©ŸG  ™«ªL  ¿EG

 ¢VQC’G  Qƒ°†M  ≈∏Y  sø£Ñàj  áKhôëŸG  ¢VQC’G  áHƒ°üNh  áYGQõdG

 ,Qƒ°üdG »g á∏«∏bh .IÉ«◊G ¥ÉãÑf’ …OÉŸG uπëŸG á«°Sób ≈∏Yh πμc

 Iƒ≤dG  √òg  πãe  äósdh  »àdG  ,á∏jƒ£dG  …ô°ûÑdG  ïjQÉàdG  IÒ°ùe  ¿ÉsHEG

 √òg  πãe  âd põfoCG  hCG  »æjódG  ∫É«ÿG  ‘  -  É¡ª«ª°U  ‘  ájƒãfC’G  –

 iÈμdG ΩC’G áÄ«g ≈∏Y kÉ°Uƒ°üNh - ≈ãfC’G /¢VQC’Éa ;¬«a ádõæŸG

 ™°Vƒªc  ÉgQhO  ‘  É¡ s≤M  kGóHCG  Qó¡J  ⁄ –  Magna Mater
 ‘h  ,∫ÉØWC’G  á«eÉM  ,Qƒ°üdGh  ∫Éμ°TC’G  πc  ™Ñæe  ,RÉ«àeÉH  IÉ«ë∏d

 ájƒæK) Iójó÷G º¡JO’h ≈JƒŸG ¬«a ô¶àæj …òdG ºMôdG ¬æ«Y âbƒdG

 .(äƒŸGh IÉ«◊G

 »àdG á«eÉ°ùdG ádõæª∏d Iô°UÉ©ŸG á≤«ª©dG É«LƒdƒμjE’G ΩÉ¡∏à°SG Éeh

 kÉ©°Vƒe É¡Ø°UƒH ¢VQC’G - á«ŸÉ©dG É«Lƒdƒã«ŸG ‘ ΩC’G/¢VQCÓd âfÉc

 Homo religiosus ø ujóàŸG ¿É°ùfE’G πeCÉàd

 »àdG  Gaïa  “ÉjÉL”  á«°VôØH  ,∫ÉãŸG  π«Ñ°S  ≈∏Y  , ká∏ã‡-

 z∑ƒ∏Ød  ¢ùª«L{  ÊÉ£jÈdG  o p⁄É©dG  1979  ΩÉ©dG  ‘  É¡MôW

 Qƒ©°ûdG  øY  ÒÑ©J  ’EG  ,(  -1919)  James Lovelock
 .≈ãfC’G  /¢VQC’G  ‘  kGó s°ù›  ,¿ƒμdGh  ¿É°ùfE’G  ÚH  á∏°üdG  ≥ª©H

 ,áaô©ŸG  ,“»M øFÉc ¢VQC’G Öcƒc” ,¢SƒæjÒ«aCG …ÎÁO :™LGQ)

     .(64-43 ¢U ,1991 ÊÉãdG øjô°ûJ ,338 Oó©dG

 ™àªàJ »àdG ´GóHE’G (ájƒãfCG) øe ôaGƒdG §°ù≤dG Gòg ¿CG »æX ‘h

 É¡Jô¡XCG »àdG á°ûgóŸG ábÉ«∏dG ∂∏J ÉgóMh QÈJ »àdG »g ;z‹RÉf{ É¡H

 øe ¢†©Ñd I qÒfi É¡æ«M ‘ äóH ,á«æa äÉYƒ°Vƒe ÚH π≤æàdG  ‘

 ìõMõàj  ’  É¡æ«©H  mQÉμaCG  ≈∏Y  â«ÑãàdG  ΩGhO  ¿ÉæØdG  øe  ¿ƒ©bƒàj

 â°VôY  ÚM  ∂dPh  ;ÉgQOÉ¨j  ’  IOófi  äÉZÉ«°U  ≈∏Yh  ,É¡æY

 »àdG ,portraits á«¡LƒdG äÉMƒ∏dG áYƒª› ∫ÓN øe É¡àHôŒ

 äQOÉZ É‰CÉch – kÉjôgÉX – É¡àbh hóÑàd ,2007 ΩÉY ∫ÓN É¡JòØf

 ¢ùª∏àJ mQƒé¡e AÉ°†a ¤EG ,(¢VQC’G) ∞«dC’G É¡ŸÉYh Égõ«“ á≤£æe

 ’ ,áHôéàdG ∂∏àd ≥ªYC’G Iô¶ædG ¿CG ÒZ .(¿É°ùfE’G) ≥jô£dG ¬«a

 É¡≤Ñ°S Ée ÚHh É¡æ«H É¡d ΩÉ°üØfG ’ áeCGƒJ øY ∞°ûμJ ¿CG ’EG åÑ∏J

 É¡à≤«≤M ≈∏Y ≥FÓÿG Ée PEG – áægGôdG É¡àHôŒ ‘ – ÉgÓJ Éeh

 Ée  ƒgh  ,IóMGh  á«fƒc  á≤«≤◊  Qƒ°üdG  áæjÉÑàe  äÉ«∏Œ  ¢†fi  ’EG

 AÉ«°TC’G  âfÉμa  ;¿É°ùfEÓd  É¡Jô¶f  ‘  áÁó≤dG  äÉaÉ≤ãdG  ¬d  âæ£a

 mÖ°ùæH ô°UÉæY á©HQCG øe - É¡æe πc - káfƒμe á≤«∏ÿG ‘ AÉ«MC’Gh

 ’ å«ëH ,(¢VQC’G) ÜGÎdGh  ,QÉædGh  ,AÉŸGh  ,AGƒ¡dG  :»g ;áæjÉÑàe

 øFÉμdG  hCG  A»°ûdG  Gò¡H  iOhCG  ’EGh  ,ôNBG  ô°üæY ≈∏Y ô°üæY Ö∏¨àj

 ≈£°SƒdG Qƒ°ü©dG ‘ Ö£dG º∏Y ¢SÉ°SCG ájô¶ædG √òg âfÉch .»◊G

 .Alchemy (AÉ«ª«ÿG) áÁó≤dG AÉ«ª«μdG º∏Yh

 IÉ«◊G ∫Éμ°TCG  ÚH ºMQ ná∏°U ¢VQCÓd »æjódG ôjƒ°üàdG óud nƒjh   

 kÉbÓ£fG õjÉªàdG ‘ CGóÑJh ósdƒàJ ,¬æ«Y ºMôdG âæH kÉ©«ªL É¡fC’ áaÉc

 ∫Éμ°TC’Gh  ¢VQC’G  ÚH  áª«ª◊G  á∏°üdG  √ògh  .¬°ùØf  AGƒ p◊G  øe

 »æjódG  ∑GQOE’G  ‘  ™Ñ£æJ  IÉ«ë∏d  á«JÉÑædGh  á«fGƒ«◊Gh  ájô°ûÑdG

 ó«©°üdG ≈∏Y Ió sMƒe É¡fEG .IóMGh kÉ©«ªL É¡«a IÉ«◊G Iƒb ¿CÉH kÉ«Yh

 IÉ«◊G ∫Éμ°TCG âfÉc ÉŸh .áμHÉ°ûàe ,‹ÉàdÉH ,Ég oôFÉ°üeh ,»Lƒdƒ«ÑdG

 kGóMGh  kÓc  πμ°ûJ  É¡fEÉa  ∑Î°ûe  óMGh  π°UCG  ¤EG  Oƒ©J  É¡æt«©J  πÑb

 »àdG  ∫Éμ°TC’Gh  ¢VQC’G  ÚH  ´É£≤fG  áªK  ¢ù«∏a  ,ΩÉ°ù≤fG  ¬dÉ£j  ’

 .ÉgóudƒJ

 π«‚E’ kÉ≤ah ¿É°ùfE’G øjƒμJ ájô¶f ‘ ¬°ùØf Ωƒ¡ØŸG ≈∏Y ™≤fh   

 ¬≤FÓÿ ô¡¶j ¿CG πLC’ Éæ¡dEG ¿EG ´ƒ°ùj ∫Éb” :¬«a CGô≤f ÚM “ÉHÉfôH”

 kÉÑcôe ™æ°U ,¬dóYh ¬eôc ™e ,Å°T πc ≈∏Y ¬JQóbh ¬àªMQh √OƒL

 ,¿É°ùfE’G ƒg »FÉ¡f óMGh íÑ°T ‘ Égó qMhh áHQÉ°†àe AÉ«°TCG á©HQCG øe

 øe ™æ°Uh ,√ó°V É¡æe πc ∫ó©«d QÉædGh AÉŸGh AGƒ¡dGh ÜGÎdG ≈gh

 ΩOh ΩÉ¶Yh º◊ øe ¿É°ùfE’G ó°ùL ƒgh AÉfEG  á©HQC’G AÉ«°TC’G √òg

 ™°Vhh  .á«æWÉÑdG  ¬FGõLCG  ôFÉ°Sh  IOQhCGh  ÜÉ°üYCG  ™e  ó∏Lh  ´Éîfh

 :123 ÉHÉfôH).“IÉ«◊G √ò¡d  øjój  áHÉãÃ ¢ù◊Gh ¢ùØædG  ¬«a  ˆG

 É¡àbÓY  AÉ¡H  (¿É°ùfE’G)  ¬Lh  IQƒ°U  »°ùàμJ  Éæg  øe  .(5-3

.  (5ºbQ  πμ°T)  (á«°VQC’G)  ábÉ£dG  äÉfƒμÃ  áª«ª◊G  á«æjƒμàdG

 

 »cGQOEG-¢ù rØædG  »gÉ“  ...Üƒ∏°SC’G  ≈∏Y  äÉeÓY
:»FGOC’G »æ≤àdGh

 ¥É«°ùdG  øY IôŸÉH  zQƒcóe  ‹RÉfz`d  »FGOC’G  Üƒ∏°SC’G  º°üØæj  ’

 πH ;¬«dEG  ÉæëŸCG  ¿CGh ≥Ñ°S …òdG –  ÊGóLƒdGh …ôμØdG –  »æjƒμàdG

 ¿ƒμj ¿CG É¡jód …Qƒ©°ûdGh ‘ô©ŸG √Ò¶æH »æ≤àdG ≥°ûdG ¿GÎbG π©d

 øe áMÎ≤ŸG (á«cGQOEG -¢ù rØædG) É¡JÉª°S äÉ«∏éàd kÉ«FGôLEG k’OÉ©e

 áæeÉμdG ¢üFÉ°üÿG ≈∏Y mAƒ°V øe ójõe AÉ≤dEÉH πØμàj Ée ƒgh ,Éæp∏ nÑ pb

 ‘ á«°SÉ°SC’G É¡fiÓe QòŒ ióe Éfƒàd ÉæjCGQ »àdG ,áÑ«cÎdG √ò¡d

.(ájƒæãdG)h ,(áKƒfC’G)h ,(Ö°üÿG)h ,(¢VQC’G) ä’ƒ≤e

 iƒà°ùŸG ≈∏Y – ≥Ñ°S Ée ≥ah – z‹RÉf{ ∫ÉªYCG ‘ âØ∏j Ée ∫hCGh

 QÉμaC’  »ZÉ£dG  …õcôŸG  Qƒ°†◊G  ƒg  –  kÉ«æ≤Jh  kÉ«FGOCG  ,»Hƒ∏°SC’G

 É¡dÉªYCG ‘ É¡bÓ£fGh ,…ô°üÑdG ∞°ü©dGh ,á«dÉŒQ’Gh ,áaó o°üdG

 mΩÉëàdG  ‘  •ôîæJ  »¡a  .»°ùª∏ŸG  ºNõdG  äGAÉëjEGh  äGAÓeEG  øe

 á«ª«ª°üJ  á£N  ≈∏Y  πjƒ©J  É‰hO  ÆQÉØdG  …ôjƒ°üàdG  í£°ùŸÉH

 ¿ƒ°Só≤j  øjòdG  ÚfÉæØdG  øe  mÒãc  ¢ùμY  ≈∏Y  –  õ«¡éàdG  á≤HÉ°S

 äGô¨°üŸG  á£jôN  ¤EG  ¿ÉμJQ’G  á«ªàMh  ,»°SQóŸG  AGOC’G  •hô°T

 äÉ°SGQódÉH  OÉ°TÎ°S’Gh  ,esquisse  (õ«μ°S’G)  ájÒ°†ëàdG
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 “‹RÉf“`d õaÉ◊Gh ≥∏£æŸÉa – sketch (¢ûàμ°S’G) á©jô°ùdG

 ≈∏Y  É¡HhÉæàJ  ,á që∏ oe  á«FóÑe  IôμØH  kGô°SBG  kÉæë°T  ¿ƒμj  ¿CG  hó©j  ’

 π©Ød  »£°SQC’G  Ωƒ¡ØŸÉH –  É¡æe  (ô t¡£àdG)  øe  ¬©e  ôØe  ’  mƒëf

 m§ s£fl ÒZ mô°TÉÑe AÉ≤d ÈY – Catharsis  (¢ù«°SôKÉμdG)

 øe AÉ°ûj Ée É¡«∏Y »∏ oÁ ¿CG áaó°üdG π©Ød kácQÉJ ,áMƒ∏dG í£°ùH ¬d

 É¡JÉbÉ≤à°TG øe AÉ°ûj Ée É¡ª¡∏ oj ¿CGh ,á«FóÑŸG IôμØdG √òg äÉéjôîJ

 ¿hõfl  í°üaC’G  ƒëædG  ≈∏Y  ¬àªLÎH  πØμàj  Ée  ƒgh  ,á«fGóLƒdG

 ÖjôŒ â°SQÉe ÉŸÉW »àdG äÉeÉÿG ≈∏Y É¡àHQ oOh ,á«æ≤àdG É¡JGÈN

 ¿hõîŸG Gòg .É¡∏MGôe ±ÓàNG ≈∏Y É¡dÉªYCG  í£°SCG  ¥ƒa É¡Ø«dƒJ

 áª«ª◊G  ádÉ◊G  √òg  øª°V  √Qƒ°†M ¢SQÉÁ …òdG –  IÈÿG øe

 ≥aódG IOÉ«b ¤ƒàj – (kÉ«æ≤J kÉ«Yh’) √QÉÑàYÉH á«FGOC’G ájƒØ©dG øe

 ,áMƒ∏dG  í£°S  ¥ƒa  π°SÎ°ùŸG  ‘ô©ŸGh  ÊGóLƒdG  É¡æë°ûd  ΩQÉ©dG

 ódGƒàj  Ée  ¿CÉ°ûH  ∂dP  ∫ÓN ÉgòîàJ  »àdG  äGQGô≤dG  ´É≤jEG  kÉ£HÉ°V

 ∫ÓN  É¡JÉ©jƒæJ  øe  ≥nà°û oj  Éeh  ,ájô°üH  ¢ùeÓe  øe  í£°ùdG  ≈∏Y

 ,(á«°VQC’G) á«HGÎdG äÉ¨Ñ°üdG ≥«MÉ°ùeh ,¿ƒ∏dG øFÉéY ÚH êõŸG

 ;πîædG AÉ o◊h ,èndÉ©ŸG ¥QƒdGh ,…O r nÈdG äÉ≤ÑWh ,áé°ùfC’G  ≥FÉbQh

 iôMC’ÉH hCG – …ôjƒ°üàdG í£°ùdG äÓ qªμ oe øe ájÌdG áfÉ°SÎdG ∂∏J

 QGƒZCG  È°S  ‘  “‹RÉf”  âæ©eCG  ÉŸÉ£d  »àdG  –  á∏jóÑdG  í£°SC’G

 IOÉØà°SG ióe iôNCG Iôe Éæg í°†àjh .ájô°üÑdG á«FÉæ¨dG É¡JÉfÉμeEG

 É°ùfQƒ∏ØH  IQhóH  ôjƒ°üàdGh  ôØ◊Gh º°SôdG  É¡à°SGQO øe  “‹RÉf”

 áYÉÑ£dGh  ôØ◊G äÉ«æ≤J  ≈∏Y  É¡YÓWG  ¿CG  iQCG  å«M ,1981 ΩÉY

 É¡JÉfÉμeEGh  á«°ùª∏ŸG  É¡àfÉ°SÎH  á«æ¨dG  ,printmaking
 ,…ôjƒ°üàdG É¡FGOCG ‘ ôKDƒe »ÑjôŒ ¿hõîªc ÉgOÉaCG ób ,á«ë£°ùdG

 nôjƒ°üàdG  ÉgQÉ«àNGh  ,¬«a  QGôªà°S’G  øY  É¡ahõY  øe  ºZôdG  ≈∏Y

 kÉ°†jCG  √ÒKCÉJ  øe  ¬«dEG  ÉæÑgP  Ée  ™LGQ)  .»YGóHE’G  É¡ãëÑd  k’É›

 êQGóeh  ¢ù«°SCÉàdG  IôcGP  :Iô≤a  ‘  ,á«£ÿG  É¡Hƒ∏°SCG  äÉª°S  ≈∏Y

.(∫ƒëàdG

 AÉë∏c  mäÉeÉN  nô rμ pÑdG  …ôjƒ°üàdG  É¡ në£°ùe  z‹RÉf{  Úª°†J  ¿EG

 ,¢û«ÿG ™£bh ,¢ü÷Gh ,…OÈdG ±É«dCGh ,¥QƒdG øFÉéYh ,πîædG

 áæ«é©dG äÉfÉμeEG ™e CGó¡j ’ mQGƒM ‘ kÉ©«ªL ÉgQÉ¡°üfGh ,ó«°SÉcC’Gh

 ,IOhófiÓdG ájô°üÑdG áaó o°üdG äÉLÉàf á£∏ o°ùd É¡©jƒ£Jh ,á«fƒ∏dG

 â«ÑãàdG  á«ë£°S  óæY  ∞bƒàj  ’  ;»¶ë∏dG  ∫ÉŒQ’G  äGôeÉ¨eh

 AÉØàcG  ¢†fi  ƒg  ’h  ,…ô°üÑdG  ¢ùª∏ŸG  äÉ©jƒæJ  ≈∏Y  …ôgÉ¶dG

 á«FÉëjEG á©jQP Oô› ¢ù«d ¬fCG Éªc ;á«FGOC’G (πn«◊G) äÉ°VGô©à°SÉH

 ió©àj ƒg É‰EGh ,ábÓÿG ájô°üÑdG áaó o°üdG äÉfÉμeEG É¡H »Yóà°ùJ

 ä’ƒ–  ™e  ΩQÉ©dG  »FGOC’G  É¡∏©a  ¬«a  ≈gÉªàj  m≥aCG  ¤EG  ,¬∏c  ∂dP

 »æ≤àdG ¿GÎbG Ò°ü«a ,(á«°VQC’G ∫É©aC’G) πt∏ëàdGh ƒªædGh ≥∏ÿG

 -  »°VQC’G  ≥r∏ nÿG –  (á«cGQOEG  -¢ùØædG)  É¡àÑ«côJ  ä’ƒ≤e  ¤hoCÉH

.≠eGódG äÉÑKE’ÉH kÉYƒØ°ûe kGôeCG

 É¡dÉªYCG ‘ øWÉÑdÉH ôgÉ¶dG ¿GÎbG øY åjó◊G Ò°üj Éæg øe

 kÉ°ù s°SDƒe  »æ≤àdG  (AGOC’G  ôgÉX)  ¿Éc  ÉŸ  ¬fEG  å«M  ;Éæjód  kGQ s nÈ oe

 áÑ«cÎd  áæ°VÉ◊G  á«fGóLƒdGh  ájôμØdG  (ä’ƒ≤ŸG  øWÉH)  ≈∏Y

 /»ægòdGh »æ≤àdG »Hƒ∏°SC’G ÚH –  É¡∏ªéÃ ábÓ©dG ¿EÉa ,z‹RÉf{

 »FÉæμdGh …õeôdG ± oOGÎdG á«Yô°T »°ùàμJ ¿CG  åÑ∏J ’ - …Qƒ©°ûdG

 »àdG  (IQƒ°üdG  ôgÉX)  ÚH  ;symbolic & allegoric
 øWÉH)h  ,ájôjƒ°üàdG  “‹RÉf”  äÉë£°ùe  ≈∏Y  kÉjô°üH  É¡≤fÉ©f

 º«ª°U  ‘  RÉ¨dC’ÉH  kÉª©Øeh  RÉ¨dE’ÉH  kÉë°ûàe  ™Ñ≤j  …òdG  (≈æ©ŸG

 »àdG …ƒæ©ŸG øWÉÑdGh …ô°üÑdG ôgÉ¶dG ÚH ábÓ©dG ∂∏J ,É¡dÉªYCG

 π©a  Ò°ü«d  ,áHôéàdG  ¢SÉμ©fG  øe  ádÉM  ≈≤∏àŸG  iód  »Yóà°ùJ

 ‹ÉŒQ’Gh  …ƒØ©dG  ∫É°SÎ°S’G  øe  ¢ûeÉ¡H  kGôWDƒe  ¬jód  »≤∏àdG

 káë∏°ùàe “‹RÉf” ¬Jó«°T ¿CGh ≥Ñ°S Ée ≥«dÉ¨e ¢†a ∫hÉë«d ,ô peÉ¨ŸG

 m≥∏àe  πc  ¢Uƒ∏N  ¿ƒμj  ºK  øeh  ,IOhófiÓdG  áaó o°üdG  äÉfÉμeEÉH

 ,ƒg ¬àHôŒ ≥ªY ióÃ kÉeƒμfi É¡dÉªYCG  ‘ ¬©dÉ£j Ée ≈æ©e ¤EG

 ≈∏Y  ¬JQó≤Hh  ,(»≤∏àdG  ∫ÉŒQG)  ‘  ¿É©eE’G  øe  ¬¶M  QGó≤Ãh

 ¿ƒμJ ÓaCG  ;iôoJ  .áØ°TÉμŸG áeó°Uh ±É°ûàc’G áaó o°üd ΩÓ°ùà°S’G

 áfÉæØdG √òg ∫ÉªYCG ‘ øWÉH ƒg Éeh ôgÉX ƒg Ée ÚH á«dó÷G ∂∏J

!!??(ájƒæãdG) äÉaOGôe øe ôNBG kÉaOGôe

 ÜQÉŒ  Qƒ¡X  øY  ádhDƒ°ùŸG  πeGƒ©dG  ºgCG  øe  Gòg  ¿CG  ó≤àYCG

 ¢ù◊G  øe  ô°SB’G  ºNõdG  ∂dòH  Iõæàμe  »gh  ;áÑbÉ©àŸG  “‹RÉf”

 ƒg å«M øe ,»°VQC’G ≥∏ÿG äÉ«∏Œ ‘ QòéàŸG ,»©ª÷G ‘É≤ãdG

 ,ïjQÉàdG uôc ≈∏©a .¤hC’G áLQódÉH á°SGó≤dÉH kÉë°ûàe kÉ«æWÉH k≈æ©e

 øY  É¡JGQƒ°üàH  áμ°ùªàe  Üƒ©°ûdG  âs∏X  ,kÉ©«ªL  äÉaÉ≤ãdG  ÈYh

 kÉÑjôb ’EG äGQƒ°üàdG √ò¡H á∏°üdG ™£≤æJ ⁄h ;á°Só≤ŸG ΩC’G–¢VQC’G

 ,∫hC’G ΩÉ≤ŸG ‘ ,Éæd í°üØJ »¡a .á«æ≤àdG áaÉ≤ãdG ìÉ«àLG ™e kGóL

 Éæ oª¡a .õeôdGh IQƒ£°SC’G á¨d ÒZ á¨d ájCÉH áÑéàfi π¶J má≤«≤M øY

 ájô°ûÑdG  Iô°SC’G  Éª¡àcQOCG  Éªc  ¿ƒμdG  ‘  ¬àdõæeh  ¿É°ùfE’G  ™bƒŸ

 (øWÉÑdG) ≈æ©ŸG ‘ ¢Uƒ¨dG ΩÉ≤e .ójóŸG É¡îjQÉJ uôc ≈∏Y iÈμdG

 ¬jó©oH ‘ πeÉ°ûdG (åfDƒŸG) CGóÑŸG ¤EG É¡H õeôdGh ,¢VQC’G ¢ùjó≤àd

.»LƒdƒeRƒμdGh »Lƒdƒ£fC’G

 IQƒ°üdG (ôgÉX) ‘ (áæWÉÑdG) ÊÉ©ŸG RÉæàc’ ¤hC’G áfÉª°†dG ¿EG

 É¡dÉªYCG ‘ ájƒæãdG äÉ«∏Œ øe ôNBG mπŒ »g »àdGh – “‹RÉf” iód

 ËOCG ¥ƒa …ƒØ©dGh ‘ nó o°üdGh ‹ÉŒQ’G É¡≤aóJ ¿CG ‘ πãªàJ É‰EG –

 øe  »¡a  ,πeCÉJh  mOGóYEG  ∫ƒW  ó©H  ’EG  »JCÉj  ’  ;…ôjƒ°üàdG  í£°ùŸG

 á«FóÑŸG ºgQÉμaCG  ≈∏Y ¿ƒØμ©j øjòdG ÚYóÑŸG øe ∞æ°üdG ∂ÄdhCG

 ,kGôjƒ£Jh  kÉfÉ£Ñà°SGh  kÉLÉ°†fEG  É¡fƒ© pÑ°û o«a  ,ájQƒ©°ûdG  ºgôFÉªNh

 ,á≤«≤◊G  AÉ°†a  ¤EG  πs«îàoŸG  êGôNEGh  ò«ØæàdG  ‘  GƒYô°T  Ée  GPEÉa

 πt«îàdG  øe mï°SGQ  mó«Wh  ≈∏Y kÉ°ù s°SDƒe  ΩQÉ©dG  »FGOC’G  º¡≤aóJ  ¿Éc

 »Yh’  á¶≤«H  kÉeƒμfi  …ƒØ©dG  »æ≤àdG  º¡dÉ°SÎ°SG  ¿Éch  ,≥ nÑ°ùoŸG
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 ?»°VQC’G  AÉªædG  äÉeõ«fÉμ«Ÿ  lAÉYóà°SG  √QhóH  Gòg  ¢ù«dhCG  ,ó«°TQ

 (øWÉH)  ‘  áÄÑàfl  ¤hC’G  ÉgQGƒWCG  ‘  äÉÑædG  á qæ pLCG  ódGƒàJ  ÚM

 .?(ÉgôgÉX) ¥ƒa ¿É«©∏d …ƒà°ùJh É¡à«aÉY ‘ƒà°ùJ ¿CG πÑb ,¢VQC’G

 É‰EG  É¡dÉªYC’  “‹RÉf”  áZÉ«°U ¿CG  ∞«c Éæd  ∞°ûμàj  º¡ØdG  Gò¡Hh

 “»Fõ÷ÉH  AóÑdG  á«Ñ«côJ”  ÚH  áLRÉe  áZÉ«°U  É¡à≤«≤M  ‘  »g

 óªà©j …òdG Analysis “»∏«∏ëàdG è¡ædG“h ,Synthesis
 Ú°†«≤f Úé¡æe ÚH ì phGôoJ »¡a ;Aõ÷G ¤EG πμdG øe √ÉŒ’G ≈∏Y

 »æJ’ »¡a – á«æØdG É¡à«°üî°T ájƒæãd ôNBG ló«cCÉJ – Éª¡æ«H ê phGõoJh

 ‘h , kÓeÉc πμ°ûdG É¡æe ¿ƒμàj ≈àM IQƒ°ü∏d áfƒμŸG äÉ«Fõ÷G º°†J

 ôWDƒŸG »∏μdG øjƒμàdG ºMQ øe äÉbÉ≤à°T’G ó«dƒJ ‹GƒoJ ¬æ«Y âbƒdG

 ,ºîa »MÉààaG “¢TQÉe” ¤EG ¿ƒμJ Ée ÜôbCG ∂dP ‘ »¡a ;πª©∏d

 ó°ûàëj  ´É≤jEÉH  QƒØ°†e  ,IôaÉæàŸG  äÉØdBÉàdÉH  ôNGR  ¿ÉæW  ÚfQ  …P

.Counterpoint á∏HÉ≤àŸG á«ª¨ædG •ƒ£ÿÉH ¬é«°ùf

 “‹RÉf”  í«£J  ób  ;…ô°üÑdG  ó«dƒàdG  Gòg ‘ É¡°SÉª¨fG  ∫ÓNh

 ’  äÉªq∏°ùe  ádõæÃ  É¡fCG  É kfÉ«MCG  qø n¶oj  »àdG  óYGƒ≤dG  ¢†©ÑH

 “á«fƒ∏dG  ájóMGƒdG”  IóYÉ≤d  Égô°ùc  ∂dP  øeh  ,É¡°†≤f  øμÁ

 »°ù«°SCÉàdG  »àëàdG  ôjƒ°üà∏d  áeRÓŸG  ,monochrome
 á«æ«ÑdGh  á«∏Ø°ùdG  äÉ≤Ñ£dG  ¿CG  PEG  ;Underpainting
 ,…ô°üÑdG  ≥aódG  ‘  É¡°UƒZ  AÉæKCG  É¡ª pcGôoJ  »àdG  (ájÒ°†ëàdG)

 ¢ùjQÉ°†àdG Iôμa – á«°ùª∏ŸGh á«fƒ∏dG äÉfÉμeE’G øe IQƒa ≈∏Y …ƒ£æJ

 ,ΩƒYõe mÊƒd mó«MƒJ ídÉ°üd É¡H á«ë°†àdG Ö©°üJ »àdG - á«°VQC’G

 ÚH á°SÉ°ù◊G á«∏°üØŸG ábÓ©dG õjõ©àH ôNBG ÖfÉL øe πØμàJ »àdGh

 á«fƒ∏dG á¨Ñ°üdG (ôgÉX) ¿GÎbG ôjÈJ πØμj mƒëf ≈∏Y ,√õeQh ¿ƒ∏dG

 ¿GÎb’ á«fÉμeEG – ºK øe – ¿ƒμàa ,»FÉëjE’Gh ‹’ódG (É¡æWÉH)h

 mÊƒc  m¢ùM  çÉ©ÑfG  øª°†j  Ée  áªK  Ò°üjh  ,»≤jõ«aÉà«ŸÉH  ‘ô©ŸG

.Qƒ°üÑŸG (»°VQC’G) ôgÉ¶dG ºMQ øe ,ÊÉMhQ /ΩÉY

 ,¥QÉØdG “‹RÉf” ™HÉW ≈∏Y Éæ©bh ób ¿ƒμf – §≤a Éægh – Éæg   

 øY ∫hDƒ°ùŸG ,Leitmotiv ∫GódG É¡æ◊ ≈∏Y πH ;Iõ«ªŸG É¡à nª p°Sh

.ïjôØàdGh ,™jôØàdGh ,¥É≤à°T’G ≥jôW øe ÉgGDhQ ódGƒJ

:zÊƒØ p°SÒH{ ÒgGRCG ...Ö°üÿG ¤EG ±ÉéYE’G øe

 IôjóL máHôéàH øgGôdG É¡°Vô©e ‘ zQƒcóe ‹RÉf{ Éæ«∏Y êôîJ

 øe  PEG  .¬JGP  âbƒdG  ‘  á°ùÑà∏e  á∏Ä°SCG  ÒéØàH  IôjóLh  ,πeCÉàdÉH

 ∫ƒM  Qƒ“  ,á∏é©àe  ΩÉ¡Øà°SG  äÉeÓY  mójóL  øe  QÉã oJ  ¿CG  πªàëŸG

 äÉ≤ÑW – IÒKC’G É¡àª«K (Ò«¨J) ¤EG mójóL øe z‹RÉf{ Aƒ÷ ÖÑ°S

 ∂∏àH äÉÑædG ¿É°üZCGh ,´QõdGh ,QÉgRC’G áª«K É¡dGóÑà°SGh – ¢VQC’G

 káeÓY  É¡Ñ°ùàMGh  ,É¡«dEG  (¿CÉªWG)  ób  ¢†©ÑdG  ¿Éc  »àdG  áª«ãdG

 ≥ëà°ùJ – má«°†b ¤EG Oƒ≤j Ée ƒgh ,!!É¡àÑMÉ°U Égôé¡J ’CG ¢V nÎØoj

 á«°†b  »gh –  á«dÉ◊G  Éæà°SGQO  ¥É«°S  øY  êôîj  kÓ°üØe  É k°TÉ≤f

 ájó«∏≤àHh  ,´GóHE’G  §«ªæàH  ≥∏©àJ  »àdG  ;Stylisation  áÑ∏°SC’G

 ‘ ™«°ûJ »àdG ájó«∏≤àdG ∂∏J ,AGƒ°ùdG ≈∏Y óbÉædGh »≤∏àŸG iód ™ tbƒàdG

 ≈∏Y ™≤J ¿CG É kehO É¡éYõoj »àdGh ,Éª¡«∏c Ú≤jôØdG øe ¢†jôY ´É£b

 .¬MôW ≈∏Y ¿ÉæØdG øe äOƒ©J Éª«a kÉjQòL ¬Ñ°ù– Ò«¨J

 ∫É°SÎ°S’G ¿É«ÑàH πØμàj Ée ¿ÉYô°S áHôéàdG AÉ°ü≤à°SG ¿CG ÒZ

 ™LGQ) - á«fÉãdG Iôª∏dh  ,“‹RÉf” ¿EG πH ,ÚàHôéàdG ÚH »≤£æŸG

 áÑ«cÎdG ájƒæK :Iô≤a øª°V ÊÉ°ùfE’G ¬LƒdG ‘ É¡àHôŒ ≈∏Y Éæ≤«∏©J

 ‘  πªëj  ,¬JÉjGóH  òæe  ,É¡Yhô°ûe  ¿CG  âÑãJ –  (Ö°üÿG  ájƒãfCGh

 (ôgÉX) ójóŒ ‹GƒJ ¿CG ¬àÑMÉ°üd í«àJ »àdG ¬à«aÉY πeGƒY ¬JÉ«W

 ôμØdG (øWÉH) äÉÑK ≈∏Y É k°ù«°SCÉJ ,á≤MÓàŸG É¡HQÉŒ ‘ IQƒ°üdG

 ≈∏Y äÉÑædG Éªa .´hô°ûŸG Gòg øjƒμJ π°UCG ‘ ájGóÑdG òæe ï°SGôdG

 ?ábÓÿG á«°VQC’G iƒ≤dG äÉ«∏Œ øe ôNBG É s«∏Œ øμj ⁄ ¿EG ¬à≤«≤M

 øμj ⁄ ¿EGh ;iƒ≤dG ∂∏J AÉ¡H n¥Gô°TEG øμj ⁄ ¿EG √ôgƒL ‘ ôgõdG Éeh

 IOÉŸG  iƒà°ùe  ¤EG  (¤ƒ«¡dG)  πØ¨dG  IOÉŸG  iƒà°ùe  øe  É¡H  k’É≤àfG

 ?É¡àfƒæ«c ∫ÉªL á«aƒà°ùŸG (IQ sƒ°üoŸG)

 ’  ä’ÉªàMÉH  ¢ü pgôoj  lÜGô°S  Üô£°†jh  ,≈æ©ŸG  è∏àîj  Éæ ogÉg

 (øWÉH) ΩÉZófÉH Éf oó p©J »àdG ;á«dÉ◊G “‹RÉf” áHôŒ ‘ É¡d OhóM

 »c kÉ°†jƒØJ É¡ëæe ¤EG »≤∏àŸG á«YGO ,IQƒ°üdG (ôgÉX) ‘ ≈æ©ŸG

 ¢Uƒ¨dG  øe mòÄfBG  øμªà«d  ,¬JÒ°üH  ÉjGôe  øY CGó°üdG  §°ûc  ¤ƒàJ

 ‘  •ƒ≤°ùdG  IQƒ£N  ¤EG  √ÉjEG  á¡Ñæe  ,∑ nQóoj  ’  Ée  ∑GQOEG  Üƒ°U

 ,…OÉ«àY’G ∑GQOE’G »YGhO ¬«∏“ …òdG ,…ôgÉ¶dG » q≤∏àdG ïa QÉ°SEG
 ,1917 ,¢TÉªb ≈∏Y âjR ,AÉŸG ≥HÉfR áYƒª› øe ,¬«fƒe Oƒ∏c -6 ºbQ πμ°T

.¢ùjQÉH ,  Musée Marmottan z¿ÉJƒeQÉe{ ∞ëàÃ áXƒØfi
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 kGOCGhh  ≈æ©ŸG  ìhôd  ká“ÉN  ¿ƒμJ  , májôjô≤J  májÉ¡f  ¤EG  ÜhDƒj  ’  ≈àM

 …ó«∏≤J  ∫É¨°ûfG  ¢†fi  á«dÉ◊G  É¡àHôŒ  â°ù«d  PEG  .√ôgƒ÷

 ∫É≤àfG  É¡∏°UCG  ‘  »g  πH  ;≈Øch  (á«JÉÑædG  äÉ«dÉª÷G)  ´ƒ°VƒÃ

 πªμà°ùJ  ,…ô°üÑdG  ≥ t≤ëàdG  øe  ôNBG  ≥aCG  ¤EG  á≤HÉ°ùdG  É¡HQÉéàH

 ájƒ«◊  É¡àjDhQ  Rõ©J  »àdG  äÉfÉμeE’G  øe  ójóL  ≥°ùf  ±É°ûàcG  ¬«a

 »°ùàμJh  ,Üó÷G  äGƒe  É¡°ùØf  øY  ƒ°†æJ  ÚM  ,IQÉÑ÷G  ¢VQC’G

 IO’h Iõé©Ã É¡fÉ«c áKƒfCG ‘ƒà°ùJh ,AÉªædG ¥Gô°TEGh Ö°üÿG AÉ¡H

 ô°†ëà°ùJh  .QÉgRC’Gh  ,ºYGÈdGh  ,¿É°üZC’Gh  ,¿É≤«°ùdGh  ,Qhò÷G

 ÚH  ÖbÉ©àŸG  ‹hóæÑdG  É¡ëLQCÉJh  áKƒfC’G  ∂∏J  (ájƒæK)  mójóL  øe

 ,ÉgOhQhh  ,z‹RÉf{  QÉgRCG  ™dÉ£f  Éæg  øe  .QGô°†N’Gh  ô të°üàdG

 É¡fEG ;πeCÉàdG ÖLƒà°ùJ ábQÉØÃ É¡©«ªL á∏ªfi »gh É¡JÉJÉÑf ¥GQhCGh

 IôμØ∏d  ¥GQhC’Gh  OhQƒdGh  QÉgRC’G  √òg  áª°UÉfl  ‘  πãªàJ  ábQÉØe

 ÉgQÉÑàYÉH  ;QÉgRCÓd  á«ë£°ùdG  äÉ÷É©ŸG  ‘ IOƒ¡©ŸG  (á«æ«jõàdG)

 …òdG  ó«∏≤àdG  ∂dP ,ájô°üÑdG  á«aôNõdG  ÜÓàL’ áfƒª°†e á∏«°Sh

 ™HÉ°ùdG  Úfô≤dG  ∫ÓN  Újóædƒ¡dG  QƒgõdG  ôjƒ°üJ  ÜÉ£bCG  √É°SQCG

 ∫ÉªYCG  ‘  »LPƒªædG  ¬dÉãe  ≈∏Y  ™≤f  …òdGh  ,ô°ûY  øeÉãdGh  ô°ûY

.(1749 -1682) Jan van Huysum zΩƒ°ùjƒg ¿Éa ¿Éj{

 á°†ëŸG á«dÉª÷G á©dÉ£ŸG OhóM óæY ∞bƒàJ ’ Éæg “‹RÉf“`a

 Ée Qó≤H ,¢VQC’G ºMQ øe »JÉÑædG ≥t∏îàdG ∂dòd …ôgÉ¶dG iCGôª∏d

 øe ¢VQC’G ä’ƒ≤e ‘ åëÑ∏d kGójóL kAÉ°†a ¬Ø°UƒH ¬H ádƒ¨°ûe »g

 øe –  äOÉc hCG –  kÉãëH É¡àaƒà°SG  ób âfÉc ¿CG  ó©H ,OÓ«ŸG ájhGR

 ÒZ ,IOÉŸG Iô°ûb ‘ IÉ«◊G Ö«HO á¶◊ ≈∏Y ≥HÉ°ùdG OƒªÿG ájhGR

 I qô°ùŸG) á«°†b É¡JÉHÉ°ùM øe ìô£J ’ – iôNCG ájhGR øe – É¡fCG

 ∫ÉªYCG  øe  Òãc  ‘  äó°ûM  óbh  ÉgÉ≤∏f  PEG  ; kÉeÉ“  (ájô°üÑdG

 ™ pÑ°û oJ »àdG ,á«æjƒμàdGh á«fƒ∏dG äÉØ«dƒàdG øe IôeR á«dÉ◊G É¡àHôŒ

 âbƒdG  ‘ –  ¥ oô£Jh  ,ájô°üÑdG  á©àŸG  ∞∏N  åëÑdG  ¢ùLÉg  Éæjód

 ¤EG Éæjód »≤∏àdG IôcGP π« o– ,á«æ◊ í«JÉØe á©°†H ≈∏Y –  ¬°ùØf

 ≥HÉfR”  ìGhQCG  á«aÉØ°T  mójóL  øe  ¢†¡æà°ùJ  ,á«Yô°T  mäÉ«©Lôe

É°ùfôa ,¢TÉªb ≈∏Y âjR ,äÓ«N ,¿hójQ ¿ƒ∏jOhCG -7 ºbQ πμ°T.
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 Claude  “¬«fƒe  Oƒ∏c”  iód  Water Lilies  “AÉŸG

 äGòHh –  É¡fCG  Éªc  .(6  ºbQ  πμ°T)  (1926 -1840) Monet
 á«JÉÑædG É¡JÉZÉ«°U ∫ÓN øe å©àÑJ – Qƒ°†◊Gh ∞«ãμàdG øe Qó≤dG

 , mÆhGôe  mƒëf  ≈∏Y  ∫ÉªYC’G  π nª o›  ‘  ™«°ûj  ,É k°†eÉZ  É k«ÑFGôZ  É k°ùM

 Odilon  “¿hójQ  ¿ƒ∏jOhCG”  iód  ¤EG  ¬d  π«ãe  ≈∏Y ™≤f  ’  ÉÃQ

 iƒ≤H á°ùLÉ¡dG √QƒgR äÉYƒª› ‘ ,(1916 -1840) Redon
 ¿ƒJCG ‘ “‹RÉf” ÉæH êõJ ¿PEG Gòμg .(7 ºbQ πμ°T) á°†eÉZ á«∏«d

 äÉÁƒ¡Jh õaƒàŸG ¢S ró◊G r» n°ûeÉg ÚH É¡«a íLQCÉàf , má°ùÑà∏e máHôŒ

 »°ûàîj ’ »àdG ,á≤«à©dG á≤£æŸG ∂∏J É¡©e Oh r nÔd ;»FóÑdG »YhÓdG

 √OƒLƒH  ìó°üj  ¿CG  á©«Ñ£dG  AÉ°ûMCG  ‘  IÉ«◊G  ≠°ùf  o¿Éjô°S  É¡«a

 É¡à≤«≤M  ¿ÓYEG  ≈∏Y  AGÎL’G  øY  OGó°VC’G  ≈fGƒàJ  ’h  ,kGOôZõe

 ;¬°†«≤f ÚY ’EG ƒg Ée É¡æe πc ¿CG á≤«≤M øY ìÉ°üaE’Gh ,á«fGô°ùdG

 É¡à«°üî°T ájƒæK ¿CG  âÑãJ Gòμgh .IQhÒ°üdG áªμM É¡à°†àbG áq∏ p©d

 ó©H  ,IÉ«◊G  iƒ≤d  máÑ°üN  má«FÉ¡H  mádÉM  QÉ°†ëà°SÉH  IôjóL  á«æØdG

 ÒZ á«°TGƒ°ûdG ádÉ◊G ∂∏àH - É¡HQÉŒ ≥HÉ°S ‘ – kÓÑb Éæà©dÉW ¿CG

.¿ÉeõdG AóH ‘ ¢VQCÓd áæ u«©àŸG ÒZ hCG IõjÉªàŸG

 äÉ«∏Œ  Éæ©e  ¢Vô©à°ùJ  –  á«dÉ◊G  É¡àHôŒ  ‘  -  z‹RÉf{  ¿EG

 É k©Ñ°û oeh  G kôgOõe  É k≤°ùfh  ,IÉ«ë∏d  É k©Ñæe  É¡Ø°UƒH  áÑ°üÿG  ¢VQC’G

 ‘ É¡J’ƒ≤e Q tòŒ ó«cCÉJ  ó«©J GòH »gh ,á«fƒμdG  iƒ≤dG  ¥É°ùfCG  øe

 øe  –  √ôgÉX  ‘  ≈àM  –  ¿ƒμdG  Éªa  ;áÁó≤dG  á«©ª÷G  áaÉ≤ãdG

 .á°Só≤ŸG  äÉbÉ£dGh  iƒ≤∏d  πFÉg  ´Oƒà°ùe  ’EG  ÚeóbC’G  Qƒ¶æe

 epiphania xπŒ RôHCG »g - ¬æ«Y Qƒ¶æŸG Gòg øe - ¢VQC’Gh

 ,IQÉé◊Gh  ,áHÎdÉa  :á°Só≤ŸG  äGQƒ¡¶dG  øe  ¥É°ùfCG  á∏ª÷

 á«©«Ñ£dG ógÉ°ûŸG ôFÉ°Sh ,(äÉÑædG)h ,∫Ó¶dGh ,AÉŸGh ,QÉé°TC’Gh

 .∂ n¡àæoJ ’h tó o– ’ á∏eÉ°T á«M á«fƒc IóMh É¡æ«H Éª«a ∞udDƒJ ⁄É©∏d

 ∑ÉÑà°T’Gh πYÉØàdG Gòg ¤EG Ò°ûj ,ájõeôdG ¬àd’O ‘ ,(ÜGÎdG)h

 tπμJ  ’h  Ö°†æJ  ’  OƒLƒ∏d  lÚY  ¢VQC’Éa  .√òg  IÉ«◊G  ôgÉ¶e  ÚH

 Qƒ°U πc É¡Øæc ‘ tº°†Jh  ,äGOƒLƒŸG  πμH  óëàJ  ,kÉ°SÉéÑfGh  kÉ°†«a

 ≈æ©ŸG  ¿EG  .ájô°ûÑdG  äÉæFÉμdG  ‘  É¡JGP  øY  í°üØJ  »àdG  IÉ«◊G

 G kQƒ°U  òîàJ  »àdG  πμc  IÉ«◊G  øe  CGõéàj  ’  AõL  ¢VQCÓd  »MhôdG

 ,É kgÉ«eh , mäÉHÉZh ,k’ÉÑL :áaÉc É¡JÉ«u∏Œh ¢VQC’G iƒb ÈY áæ u«©àe

 .(É kfÉ°ùfEG)h ,É kfGƒ«Mh ,(É kJÉÑf)h

 m…ƒ«M  »°VQCG  m»Yƒd  kÉZhõH  á«dÉ◊G  z‹RÉf{  áHôŒ  ‘  ó¡°ûf

 ≥∏ÿG  π©a  ΩÉ“E’  ,IQƒ°üdG  ⁄ÉY  øe  √ô°S  óªà°ùj  ,(äÉÑædG)

 äÉ≤ÑW)  Chaos/ Abyss  **¢TGƒ°ûdG  /AÉª©dG  ⁄ÉY  ‘

 É¡dÉªYCG  áZÉ«°üd  É kYƒ°Vƒe  É¡JòîJG  ÉŸÉW  »àdG  ;(áHóéŸG  ¢VQC’G

 »ŸÉY É¡«a ¢üî°ûj ájƒæK áØ°ù∏a É¡∏NGóH ø£ÑJ ájDhQ »gh ,á≤HÉ°ùdG

 ÒWÉ°SCG  Éª¡Jô°†ëà°SG  ÉŸÉW  ,¢†«≤f  ‘ô£c  ÜÉ°üNE’Gh  Üó÷G

 .áÁó≤dG  cosmogony  (¿ƒμdG  Aƒ°ûf)  “É«fƒLƒeRƒμdG”

 ¬æμd É kª¡Ñe ¢VQC’G QhO ¿ƒμj IOÉ°†àŸG ájƒæãdG ¥É°ùfC’G √òg πãe ‘h

 hCG  ,ÒÑ©àdG í°U ¿EG  ,“¤hC’G ICÉ°ûædG ≈∏Y”  óLƒJ ¢VQC’Éa ;õ u«ªàe

 Å°TÉædG (»JÉÑædG) øFÉμdG ¿EÉa ºK øeh .in potentia “I sƒ≤dÉH”

 É¡æμd ,ó©H πμ°ûàJ ⁄ »àdG ,¢VQCÓd á°Só≤ŸG iƒ≤dG ≈∏Y Iƒ≤dÉH …ƒ£æj

 øe lÜô°V É¡fEG  :π≤a âÄ°T  ¿EG  hCG  ;ájƒ«◊G äÉæμªŸG  áaÉμH  ø s£ÑàJ

 á≤«≤M” hCG øWÉÑdG ¢SÉ°SC’G - áLhOõŸG É¡à©«Ñ£H – »g »àdG ájƒæãdG

 ,(1240  -1164)  “»HôY  øHG”  ìÓ£°UG  uóM  ≈∏Y  ,“≥FÉ≤◊G

 .√Gƒbh  ,√Qƒ°Uh  ,OƒLƒdG  ôgGƒX  áaÉc  ó©H  Éª«a  É¡æY  ´ sôØàJ  »àdG

 á«HÉ°üNE’G  Qƒ°üdG  √òg  πc  èjôîJ  ‘  “‹RÉf”  ó¡àŒ  ÚMh

 øe  ¬éjôîJ  π«Ñ°S  ‘  äó¡àLG  ¿CGh  ≥Ñ°S  Ée  πHÉ≤e  ‘  ,¢VQCÓd

 ìÉ°üaE’G  ‘  ó¡àŒ  É‰EÉa  ,á≤HÉ°S  ÜQÉŒ  ‘  É¡d  mIôØ≤e  Qƒ°U

 »g  ÉÃ  ,…ƒãfC’G  ÊƒμdG  ÜÉ°üNE’Gh  ,…ƒæãdG  »∏éàdG  Ωƒ¡Øe  øY

 coincidencia “OGó°VC’G ÚH ™ª÷G” øY áYƒæàe äGÒÑ©J

 É¡H äô¡X ¿CGh ≥Ñ°S »àdG Qƒ°üdG Ö∏≤J »¡a .oppositorum
 ,≥MÉe QÉeód á«dRCG ká«ë°V »g É‰CÉch áØdÉ°ùdG É¡HQÉŒ ‘ ¢VQC’G

 .ô té–  hCG  ,∫GõdR  hCG  ,¿ÉaƒW  hCG  ,º«¶Y  ≥jôM  hCG  QGhCG  á°ùjôa  hCG

 ¬fEG PEG ; kÉbÓWEG Ö°†æJ ’ ¢VQC’G áHƒ°üN ¿CG âÑãJ “‹RÉf“`H GPEGh

 ,äÉÑædG  ´GƒfCG  ≥ãÑæJ  ôë°üàŸG  ËOC’Gh  á© s£≤ŸG  ∫É°UhC’G  ÉjÉ≤H  øe

 ‘ áq«¨ r°† oe IÉ«M ¢û«©J âfÉc ¿CG  ó©H ,AÉ«MC’G á«≤H Qƒ¡¶H Iô°ûÑe

 πMGôe ∞∏àfl RÉ«àLÉH IOƒYƒe âë°VCG óbh É¡H GPEÉa ,¢VQC’G ºMQ

.∫Éªàc’G ó°ûæJ ´ÉæjEG IQhÒ°S ‘ ƒªædG

 ¢û£©dG  ∫ÉM øe π≤àæJ  á«dÉ◊G  “‹RÉf”  áHôŒ ‘ ¢VQC’G  ¿EG

 ôgõŸG  ÉgôgÉX  øY  º∏¶ŸG  É¡æWÉH  ï∏°ùæjh  ,AGƒJQ’G  ∫ÉM  ¤EG

 ™«HôdG  áHQ  Persephone  ***“ÊƒØ p°SÒH”  É¡fCÉch  ,¥ô°ûŸG

 AÉæ°ù◊G ájQƒ◊G ∂∏J ,á«≤jôZE’G ÒWÉ°SC’G ‘ á∏«ª÷G Ö°üÿGh

 ÉgógÉ°T »àdGh ,Ceres “¢ùjÒc” ¢VQC’G á¡dE’ áæHG âfÉc »àdG

 ,É¡≤°û©a  äÉHÉ¨dÉH  É¡MGôe  ∫ÓN  »∏Ø°ùdG  ⁄É©dG  ¬dEG  “ƒJƒ∏H”

 â© pé oØa  .º∏¶ŸG  äGƒŸG  ⁄É©d  áμ∏eh  ¬d  É°ShôY  ¿ƒμàd  É¡Ø£àNGh

 äQô≤a ,ihóL ¿hO É¡àæHG øY ÉãëH äÉHÉ¨dG ‘ âeÉgh “¢ùjÒc”

 πNóJ  ∑Ó¡dG  ≈∏Y  ¢SÉædG  ∂°ThCG  ÚMh  ,⁄É©dG  øY  É¡JGÒN  ™æe

 ¬°ShôY  »°†≤J  ¿CÉH  íª°ù«d  “ƒJƒ∏H”  iód  Gƒ£°Sƒà«d  ÖŸhC’G  á¡dBG

 Gòμgh.AÉªædGh Ö°üÿG Qƒ¡°T »g ,É¡eCG ™e ¢VQC’G ≈∏Y ô¡°TCG áà°S

 ‘ ±ÉéYE’Gh Ö°üÿG IQhód õ«eÎ∏d kGQƒfi “ÊƒØ p°SÒH” äQÉ°U

 áæ°ùdG øe â«ŸG º∏¶ŸG ∞°üædG ÚH ábÓ©dG ájõeQ ≥«Kƒàdh ,á©«Ñ£dG

 ,(Nigredo Stage zOGƒ°ùdG •ƒ°T á∏Môe{ /AÉà°ûdG π°üa)

 ÊƒμdG ÜÉ°üNE’G ≈∏Y ¢ù°SDƒŸG ;(∞«°üdG) »◊G A»°†ŸG º°SƒŸGh

 ¬JGP  âbƒdG  ‘h  .(Magnum Opus  “ÒÑμdG  πª©dG”)

 É¡àHôŒ ‘ Ö°üÿG QÉ°†ëà°SG ¥É«°S ‘ ;“‹RÉf“`d  kÉjOÉg kÓ«dO

 ÉgÉfó¡Y »àdG  ¢VQC’G  Qƒ°U  ‘ ¿ƒμ°ùdGh  ∫ÉfiE’G  πHÉ≤e  ,áægGôdG
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 hierogamy/ ¢Só≤e lêGhR ¬fEG  .áØdÉ°ùdG  á«æØdG  É¡∏MGôe ‘

 Éªc – ¢VQC’Gh AÉª°ùdG ÚH ™≤j ⁄ ¬fCG ó«H ;hieros gamos
 ÜÉ°üNE’G π©ah ¢VQC’G IOÉe ÚH É‰EGh – áÁó≤dG ÒWÉ°SC’G ¢üæJ

 øY k’hDƒ°ùeh ,øjƒμàdG Ïe ‘ É k«°SÉ°SCG  kÓ©a Ò°ü«d ,É¡«a ô≤à°ùŸG

 ƒg hCG ;»Lƒdƒ«ÑdGh ÊƒμdG Úªs∏°ùdG ≈∏Y - äÉÑædG – IÉ«◊G IO’h

 (1428 -1365) “ÊÉ°TÉ≤dG ¥GRôdG óÑY” ‘ƒ°üdG ¬«∏Y ≥∏£j Ée

 .(3)“…QGQòdG ™«ªL ‘ …QÉ°ùdG ìÉμædG” í∏£°üe

 ,AóÑdG  ‘  ¢VQCÓd  ¥ÓÿG  QhódG  ÉgÒgGRCÉH  z‹RÉf{  »Yóà°ùJ

 ⁄ ,parthenogenesis  …Qò oY óodGƒJ  øY èàf …òdG ∂dP

 âdƒJ  »àdG  ,¢VQC’G/ôμÑdG  áÑ°üÿG  ΩCÓd  iƒ°S  ¬«a  QhO  áªK  øμj

 »¡a .ÉgQƒ°Uh É¡JÉÑfh É¡LÉàæH ôéØààd ÉgGƒ≤H ÉgGƒb ìÉ≤d É¡°ùØæH

 ,IôgõŸG  Iô°Vƒ°†îŸG  ¢VQCÓd  “‹RÉf”  É¡©aôJ  ájô°üH  IOƒ°ûfCG

 :Gê ¢VQCÓd πÑb øe √ó«°ûf Homer z¢ShÒeƒg{ ™aQ Éª∏ãe

 I só÷G ,AÉ«°TC’G πc sΩCG ,áæeBG É¡°TôY ≈∏Y ájƒà°ùŸG ,¢VQC’G »qæ nZoCG{

 íæe  ¿É£∏°S  p∂d  ,äGOƒLƒŸG  tπc  É¡àHôJ  øe  äÉà≤J  »àdG  á∏«∏÷G

 .(4)zº¡æe ÉgOGOÎ°SGh ô°ûÑ∏d IÉ«◊G

 ≥Ñ°S Éeh ,Éæg z‹RÉf{ ¬eó≤J Ée ÚH áfQÉ≤ŸG π pª©of ÚM ÉæfCG ó«H

 Éæjód  ï°Sôj  Ée  ¿ÉYô°S  ;¬JGP  ¥É«°ùdG  ‘ iôNCG  áfÉæa  ¬àeób  ¿CGh

 ,∫GõàNGh ,QÉ°üàNG øe z‹RÉf{ ¬°S qôμoJ Ée ióÃ mójóL øe Ú≤«dG

 Iôμa  ó«cCÉJ  ≈∏Y  áæ«© oe  ájô°üH  ô°UÉæ©d  CÉé∏J  ’  »g  PEG  ,∞«ãμJh

 –  AÉ«MC’G  ºK  øeh  –  QƒgõdGh  äÉÑædG  É¡JO’hh  ,¢VQC’G  áeƒeCG

 ≈∏Y  É¡JQóbh  ,É¡JGP  äÉÑædG  IQƒ°U  ájƒ«M  ≈∏Y  OÉªàY’ÉH  ká«Øàμe

 ≈∏Y  ∂dPh  ,ô°TÉÑe  ÒZ  m¢ùeÉg  ƒëf  ≈∏Y  ÚeÉ°†ŸG  √ò¡H  AÉëjE’G

 Frida Kahlo zƒ∏gÉc Gójôa{ ÜQÉŒ ¢†©H ‘ √ó‚ Ée ¢ùμY

 ∫ÓX ¢†©H AÓéà°SÉH â∏¨°ûfG ¿CGh ≥Ñ°S »àdG ;(1954 – 1907)

 :ä’ƒ≤Ÿ õjõ©J øe É¡dÉªYCG ¬«∏Y äƒ£fG ÉªY kÓ°†a ,É¡°ùØf IôμØdG

 ∂∏J ,(äƒŸGh Ö°üÿG á«FÉæK)h ,(ICGôŸG á«fƒc)h ,(¢VQC’G áKƒfCG)

 á°SGQódG √òg ‘ ¬«dEG Ögòf ™e ™WÉ≤àJ – iôf Éªc – »àdG ä’ƒ≤ŸG

 áfQÉ≤ŸG øe π©éj …òdG ôeC’G ,z‹RÉf{ áHôŒ õ«“ ¢üFÉ°üN øe

 êhGõJ  zƒ∏gÉcz`a  .á«bÉ«°S  IQhô°V  Éæg  ÚàfÉæØdG  ∫ÉªYCG  ¢†©H  ÚH

 ÚH –  äÉÑædG  IQƒ°üH  É¡«a  â∏¨°ûfG  »àdG  -  É¡dÉªYCG  øe  OóY  ‘

–¢VQC’G  á«°Sób  Iôμah  ,áÑ«°üÿG  ÉgGƒbh  ájô°ûÑdG  ΩC’G  »Jôμa

 fons et origo  π°UC’Gh  á«°VQC’G  ÉgQÉÑàYÉH  ,áª«¶©dG  ΩC’G

 IQƒ°U ‘ ≥bóf ÚMh .AÉ«MC’Gh ≥FÓî∏d »æ«æ÷G çÉ©ÑfÓd ≥◊G

 á«dÉØàMG §°Sh É¡àjò¨Jh zƒ∏gÉc{ ¿É°†àMG ¤ƒàJ »àdG AGOƒ°ùdG ΩC’G

 Ée  ¿ÉYô°S  ,(8  ºbQ  πμ°T)  »JÉÑædG  Ö°üÿG  øe  Iô°Vƒ°†fl

 áaÉ≤ãdG  √QÈJ  ΩÉ¡∏à°SG  ¬à≤«≤M  ‘  ¢ü«î°ûàdG  Gòg  ¿CG  ∞°ûàμf

 âfÉc{ , kÓãe QhOGƒcE’G »Øa ;É¡∏X ‘ zƒ∏gÉc{ äCÉ°ûf »àdG á«∏°UC’G

 QhóJ »àdG áÁó≤dG ÒWÉ°SC’G øe äÉjÉμM øjhôj äÉYQGõŸG Iƒ°ùædG

 É¡oJQób ø q p£ÑJ »àdG á°VhôdG áHôJ ¬dEG ,Nungui z…ƒ‚ƒf{ ∫ƒM

 Jivaros  zhQÉØ«÷G{  ™ªà›  AÉ°ùf  âfÉc  ó≤dh  .áHƒ°üN  qnπc

 z…ƒ‚ƒf{  øY  ÉeCG  .áYGQõdG  º°Sƒe  ‘  z…ƒ‚ƒfz`d  Úæ¨j  QhÉéŸG

 ójó©dG õq p«“ »àdG äÉØ°üdG – AGOƒ°S ,áæjóH ,áeÉ≤dG IÒ°üb »¡a

 äÉfÎ≤ŸG  äGhGOƒ°ùdG  äGó«°ùdG  hCG  (äÉª∏¶ŸG  iQGò©dG)  øe

 É¡∏©éH áHÎdG í£°S ¥GÎNG ≈∏Y π«°UÉëŸG πª– »gh – áHÎdÉH

 .(51)zƒªæJ

 zƒ∏gÉc{  áfÉ©à°SG  πHÉ≤j  Ée  z‹RÉf{  iód  ó‚  ’  πHÉ≤ŸG  ‘

 á«©LôŸG äGP á«°ü«î°ûàdG ájô°üÑdG äÓªμŸG ∂∏J πãÃ áëjô°üdG

 π©a  øe òîàJ –  É¡JOÉ©c –  z‹RÉf{  ¿C’  Gòg ,Iô°TÉÑŸG  á«aÉ≤ãdG

 ôgÉX  ‘  áæ£Ñà°ùŸG  IôμØ∏d  π«°UƒJ  á∏«°Sh  ¬JGP  …ô°üÑdG  AÉ°ûfE’G

 º«ª◊G  É¡eÉëàdGh  ΩQÉ©dG  »FGOC’G  É¡≤aóJ  ôKC’  ácQÉJ  ,IQƒ°üdG

 Ée  ƒgh  ,ádÉ°SôdÉHh  Ωƒ¡ØŸÉH  RÉ©jE’G  áª¡e  …ôjƒ°üàdG  í£°ùŸÉH

 iód  »∏jhCÉàdG  πeCÉàdG  π©a  ΩÉeCG  ¬YÉ°ùJG  ≈∏Y  ≥aC’G  íàØH  πØμàj

 √òg ‘ õæàμJ »àdG ,»≤∏àdG IôeÉ¨e ≥jƒ°ûJ AÉcPEG øª°†j ÉÃ ,»≤∏àŸG

 ,Év«dÉM áfÉæØdG ¬Mô£J Ée ÚH á∏°üdG áeÉbEG ä’hÉfi AGÌH ádÉ◊G

 .iôNC’G É¡HQÉŒ ≥HÉ°S ‘ ¬àMôW ¿CGh ≥Ñ°S Éeh

 ÉæfEÉa  ;Ωƒ¡ØŸG  Gòg  ≥ah  á«dÉ◊G  z‹RÉf{  ∫ÉªYCG  πeCÉàf  ÚMh

 ájƒYôdG  Ió«°ü≤dG  ìhQ  øe  É¡«a  ™«°ûj  Ée  ≥fÉ©f  ¿CG  åÑ∏f  ’

 Pastorale  ájƒYôdG  ≈≤«°SƒŸG  áª¨fh  ,Pastourelle

 , ∂«°ùμŸG ,¢TÉªb ≈∏Y âjR ,ÊƒμdG Ö◊G ¥ÉæY ,ƒ∏gÉc Gójôa -8 ºbQ πμ°T

.á°UÉN áYƒª› ,1949
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 ,Bucolica  á«dƒcƒH mIQÉμH ≈∏Y …ƒ£æJ ∫ÉªYCG  É¡fEG  .****kÉ©e

 Ω.¥  70)  Vergilius  z¢Sƒ«∏«Lôa{  á«ª°ùJ  Éæg  Ò©à°SCG  ÉfCGh

 É¡«a  Oƒ°ùJ  »àdG  ,áªé°ùæŸG  ájƒYôdG  óFÉ°ü≤dG  ∂∏àd  (Ω.¥  19 –

 É«HƒJƒj  ¬Ø°UƒH  Arcadia  zÉjOÉcQCG{  ⁄ÉY  ïª°ûjh  ,áæ«fCÉª£dG

 äÉÄØdG ΩCÉ°S - √òg É¡dÉªYCG ∫ÓN øe – ó«©à°ùJ z‹RÉf{ ¿EG .á«ØjQ

 ÉgQƒ©°Th ,Égó≤©Jh É¡ØjRh ¿óŸG IÉ«M Öî°U øe áØ≤ãŸG á«æ«∏¡dG

 .IôgÉ£dG ájô£ØdG IÉ«◊Gh ,á©«Ñ£dG IAGôH ¤EG Úæ◊ÉH

 É k©WÉ°S k’Éãe ôaƒJ PEG ;Iójôa Iõ«Ã ‹É◊G ¢Vô©ŸG ∫ÉªYCG õ«ªàJh

 QÉ«àNG ¤EG óª©J ÚM »gh ,á∏«°UCG áf q pƒ∏ªc z‹RÉf{ ábÉ«d ióe ≈∏Y

 ∞«XƒJ  øe  ≈°ûîJ  ’  É¡fEÉa  ,á«FÉæ¨dGh  áØdBÉàŸG  á«fƒ∏dG  É¡JÉYƒ›

 ’ »gh  ,á∏«ãe  ÜQÉŒ ‘ ÉgGôf  Éª∏b  »àdG  á«fƒ∏dG  äÉLQódG  ¢†©H

 É¡©e πeÉ©àj ób ,ádƒ£H ™°VGƒe ‘ ¿GƒdC’G ¢†©H RGôHEG øY ºé–

 É¡∏eÉ©J  ∂dP  ≈∏Y  ∫Éãe  ô¡XCG  ¿ƒμj  ÉÃQh  .•ôØe  QòëH  ¿hôNBG

 ¬aÉ«WCGh  ,Violet  »é°ùØæÑdG  äÉLQO ™e ¿BG  ‘ ÚμŸGh  ≥«°TôdG

 ,Crimson  …õeô≤dGh ,Fochsia  É«°TƒØdG :øe ¬JÉ≤à°ûeh

 á«£©e ,Cochineal ÊÉ≤dG õeô≤dGh ,Purple ÊGƒLQC’Gh

 á«fƒμ°S ÉgOƒ°ùJ ,kÉfÉ«MCG IójÉfi äÉ«Ø∏N ≈∏Y IQGó°U õcGôe ÉgÉjEG

 áeGô°U  É¡MÉªL  íÑμJ  hCG  ,á«HGôJ  äÉ≤à°ûe  É¡∏∏îàJ  hCG  ,…OÉeôdG

 ¥QRC’G  äÉ≤à°ûe  ¢†©Ñd  ÉgQÉ°†ëà°SG  kÉ°†jCG  ∂dP  øeh  .Oƒ°SC’G

 º∏°S ≈∏Y á«ª¨ædG É¡JÉØdBÉJ ™e ,Emerald ÚjOôeõdG ô°†NC’Gh

 kÉ©jƒæJh ,Saturation Êƒ∏dG ¬©Ñ°ûJ ™e kÉWƒÑgh kGOƒ©°U ,¥QRC’G

 ô°üÑdG  á∏JÉfl  ¤EG  iOCG  Ée  ƒgh  ,Hue  ábQÉØdG  É¡JÉLQO  ≈∏Y

 ¬«Yóà°ùf  Éæjód  kÉfhõfl  ∫RÉ¨j  mƒëf  ≈∏Y  ,∫ÉªYC’G  √òg  ¢†©H  ‘

 Éæg  øe  .áÁôμdG  QÉéMC’G  äÉLQO  ¢†©Hh  É kfÉ«MCG  É¡æ«H  áfQÉ≤ª∏d

 äÉLQO  z‹RÉf{  iód  áé°VÉædGh  áëàØàŸG  ¢VQC’G  QÉgRCG  ¢ùμ©J

 ó‚ Ée ƒgh ,transmutation qoÒ°üàdG øe IójóY áØ∏àfl

 ¢SÉŸG ∞°üj ÉeóæY ,…óæ¡dG ¿OÉ©ŸG º∏Y ¢Uƒ°üf ¢†©H ‘ ¬d kÓ«ãe

 Éªæ«H  ,pakka  zÉ qnμ nH{  (É ké°VÉf)  ¬Ø°UƒH  -  ∫ÉãŸG  π«Ñ°S  ≈∏Y  -

 ’  …òdG  OôeõdG  ÉeCG  ;kaccha  zÉ°ûrà nc{  (kÉéa)  ∫Gõj  Ée  Qƒ∏ÑdG

 ¿OÉ©ŸG ¿EÉa Gòc .(á¨°† oe) ’EG ƒg Éªa …ôé◊G ¬ªMôH kÉØ∏¨e ∫Gõj

.è°†ædG  qnπc  oó©H  (áé°VÉf)  â°ù«d  ΩÉÿG  äGõ∏ØdGh  á°ù«°ùÿG

 É¡JCGôL iƒ°S  ;áfƒ∏dG  á£ÿG √òg ‘  “‹RÉf”  ICGôL ÊGój  ’h

 AÉØàMÓd ¢SÉ°SC’ÉH á°SôμŸG ,∫ÉªYC’G √òg øª°V Oƒ°SC’G ∞«XƒJ ‘

 ≥£æe ™e ¤hC’G á∏gƒ∏d Ωó£°üj Ée ƒgh ,è«¡ÑdG …ôgõdG íàØàdÉH

 Oƒ°SCÓd á«còdG É¡JÉØ«dƒJ ∫ÓN øe âÑãJ Ée ¿ÉYô°S É¡fCG ÒZ ;IôμØdG

 Oƒ°S’G  Qƒ°†M  ¿CG  ,≥jÈdG  áMOÉ°U  ¿GƒdCG  øe  √ôcP  ≥Ñ°S  Ée  ™e

 ,É¡MƒªLh  ¿GƒdC’G  ∂∏J  ¥õf  øe  ∞«Øîà∏d  Ió«MƒdG  áfÉª°†dG  ƒg

 ≈∏Y É¡≤fhQ  á«∏Œ ≈∏Y QOÉ≤dG  ó«MƒdG  QÉWE’G  ƒg âbƒdG  äGP ‘h

 ’  ób  móM  ≈∏Z  ,á«dÉØàM’G  É¡àé¡H  ó«©°üJ  ≈∏Yh  ,¿ƒμj  Ée  ≈¡HCG

 Jean Nicolas “ƒÑeGQ QƒJQCG” IÈf iƒ°S ¬æY ÒÑ©àdÉH πØμàJ

 k’ÉØfôc ßØ∏j ÚM ;(1854 –1891) Arthur Rimbaud
 : kÓFÉb Le Bateau Ivre z¿Gƒ°ûædG ÖcôŸG{ ¬Jó«°üb ‘ kÉ«fƒd

 ¿ƒ«©H oQÉgRC’G §∏àîJ øjCG ,áÑ«éY mêhôÃ ,Gƒª∏YÉa , oâeó£°UG ...{

.“...ábQõdG É¡£dÉîJ  , nAGô°†N  m∫ƒ«N  ...ô°ûÑdG Oƒ∏L  ‘  Oƒ¡ØdG

 á¨∏dÉHh  IQƒ£°SC’ÉH  π°Sƒàf  ¿CG  ÉææμÁ  ,§≤a  Gòμgh  ,Gòμg

 πFÉªÿG  äÉcÉÑà°TG  QƒÑY  øe  øμªàf  ≈àM  ,IRƒeôŸG  ájô©°ûdG

 CGóàÑŸG  øe ÊÉ©ŸG  äÉ≤ÑW É¡«a  Éæ∏JÉîJ  »àdG  ,áμHÉ°ûàŸG  áÑ«°üÿG

 áÑMÉ°U QGƒ°ûe ájGóH øe º¡ØdG ádhÉfi ’EG ∂∏‰ Óa ,≈¡àæŸG ≈àM

 ≈àM ,õeôdG ∫Ó¶H kÉë°ûàe É¡LÉàf π¶j ¿CG ’EG âHCG »àdG ,áHôéàdG

 ,á°ùÑà∏ŸG  á¶Ø∏dG  ∂∏J  ;Foliage  É¡àHôŒ  ¿Gƒæ©d  ÉgQÉ«àNG  ‘

 »¡a ,IóMGh á«HôY á¶Ød ‘ ™WÉb ƒëf ≈∏Y áªLÎdG É¡jODƒJ ’ »àdG

 ∞dDƒe l± oôN oR) iôNCG á¡L øeh ,(äÉÑædGh ôé°ûdG ¥GQhCG) á¡L øe

 “Qƒcóe ‹RÉf” ô°üJ Gòμg .!!??iôNCG Iôe ájƒæãdG ...(¢Tƒ≤f øe

.áHôéàdG ≈¡àæe ¤EG ¿Gƒæ©dG áÑàY øe É¡àÑ«côJ ájƒæK QÉ°†ëà°SG ≈∏Y

»éæe ô°SÉj .O
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:ä’ÉME’Gh äÉ≤«∏©àdGh ¢ûeGƒ¡dG

 :¬fEG π«b – Éæe πc πNGóH áãfDƒeh Iôcòe ô°UÉæY ≈∏Y iƒàëf …Oó¨dG ÉfAÉæH ÖÑ°ùH ¬fCG ,AÉ°†YC’G ∞FÉXh AÉª∏Y ÚÑàj ¿CG πÑb – ≈£°SƒdG Qƒ°ü©dG ‘ * 

 ô¨°UCG Öcôe É k°SÉ°SCG ƒg …ƒ°ùædG ÖfÉ÷G Gòg ,zÉª«fC’G{ º°SG ¬«∏Y â≤∏WCG …òdGh ,ôcP πc ‘ åfDƒŸG ô°üæ©dG ƒg Gòg .¬°ùØf ‘ É¡∏ªëj ICGôeG πLQ πc πNGóH

 AÉæÑdG ‘ áãfDƒŸG ´RGƒædG πμd ¢ü«î°ûJ »g Éª«fC’Gh .¬°ùØf ¢üî°ûdG øY ≈àM øjôNB’G øY Év«ØN ≈≤Ñj …òdGh AÉ°ùædÉH á°UÉN ,§«ëŸG §°SƒdÉH äÉbÓ©dG øe

 ¿EÉa IóYÉ≤ch ..Qƒ©°T ’ÉH ¬àbÓY G kôNCG ¢ù«dh G kÒNCGh á©«Ñ£dÉH Qƒ©°ûdG ,¢ùØædG ÖM ,¢Só◊G ,ájDƒÑæàdG ôYÉ°ûŸG ,á°†eÉ¨dG ôYÉ°ûŸG πãe ,¢üî°û∏d »°ùØædG

 á«°SÉ°ùMh á≤K ΩóYh ¿ÉeCG ΩóYh ,•ÉÑMEG ôYÉ°ûeh á°Tƒ°ûe IQƒ°üH Éª«fC’G äAÉL É kÑ∏°S âfÉc ¿EÉa .¬eCÉH ¬àbÓY ≥jôW øY OóëàJ ¢üî°T πμH Éª«fC’G á©«ÑW

 ôYÉ°ûŸG √òg πãe ..¿õ◊G ƒëf É¡∏eÉμH IÉ«◊G ´õæJh ,çOGƒ◊G øeh øgƒdG øeh ¢VGôeC’G øe ±ƒÿG ,Oƒª÷G ÖÑ°ùj ôYÉ°ûŸG øe ´ƒædG Gòg ...áWôØe

:™LGQ ,áμ∏¡ŸG ≈ãfC’ÉH Éª«fC’G √òg πãe ¿ƒª°ùj ¿ƒ«°ùfôØdGh .äƒª∏d ¿É£«°T ¤EG ádÉ◊G √òg ‘ Éª«fC’G ∫ƒëàJ å«M ,QÉëàfÓd ≈àM ™aóJ ób ájhGOƒ°ùdG
 Carl Jung, Man and his symbols, Bantam Doubleday Dell Publishing Group, Inc, New York, 1968, 
p.p31, 177,178

 »YƒdG øe É kbÓ£fG É¡∏μ°T π«îJ øμÁ ’ hCG ó©H áÄ«g òîàJ ÉŸ »àdG ä’Éë∏d õeôj ,πμ°T ’h ¬d QGôb ’ …òdG :Abyss : ¤ƒ«¡dG / áé∏dG / AÉª©dG **

 ⁄ÉY ‘ OôØdG ¿ÉHhP ≈gh ¤hC’G ádƒØ£dG IÒM »g ,¬àjÉ¡fh ⁄É©dG ∫BÉe kÉ°†jCG ≈gh ΩÓ¶dÉH Îà°ùJ »àdGh √QhòLh ⁄É©dG ∫ƒ°UC’ õeôJ ∂dòH ≈gh .¤hC’G

 Qó≤H – áÑëŸG áeƒeC’G Iôμa ™e OÉ–Ód õeôj AÉª©dG ¿CG C. G. Jung  “„ƒj” iôjh .ájQƒ£°SCG IóMh ‘ ≥∏£ŸG ™e OôØdG OÉ–’ õeôJ É k°†jCGh .äƒŸG

 .»YhÓdG iƒb ™e OÉ–Ódh – áYõØeh Iôeóe »g Ée

 . ≥∏£ŸG ΩÓ°ùà°S’Gh á«Ñ∏°ù∏d G kõeQ íÑ°üj Ée G kÒãc »°ùØædG π«∏ëàdG ‘ ...¥ƒ∏fl …CG OƒLh πÑb ⁄É©dG ádÉ◊ õeQ :Chaos 

 øeh ,‹RC’G AÉŸG Gòg ‘ áæcÉ°S á«FóH ≈ãfC’ Üƒgôe ¿É«c OƒLh ≈∏Yh ,áª∏¶e á«FóH √É«e ºMQ øe ¿ƒμdG ICÉ°ûf ≈∏Y øjƒμàdG ÒWÉ°SCG º¶©e ™ªŒh ....

 ä’’O Ió©H á«FóÑdG √É«ŸG â∏ª– óbh .ÉãÑY ø¡JÉ£∏°ùH ®ÉØàMÓd QƒcòdG á¡dB’G ó°V ,iÈμdG ∑QÉ©ŸG ø°†N »JÓdG äÉ¡dE’G äô¡à°TG çÉfE’G ∂ÄdhCG ÚH

 πØ¨dG äÉbÉ£dG IôμØd ôNB’G ¢†©ÑdG π«ëj Éª«a ,á«ªMôdG IÉ«◊G IôμØd π«ëj É¡°†©Hh ,»©ª÷G »YhÓdG IôμØd π«ëj É¡°†©H áØ∏àfl ìhô°ûd É≤ah ,ájõeQ

 ¢ùæ÷G ,QhÉ°ûjôa ∫ƒHh 1980 ,¥Gô©dG ,ΩÓYE’Gh áaÉ≤ãdG IQGRh ,äÉ°SGQO á∏°ù∏°S ,¢ûeÉé∏L áªë∏e ,ôbÉH ¬W :øe kÓc ™LGQ .ΩÉÿG IÉ«◊G IQòH ‘ áæeÉμdG

  .1988 ,ähÒH ,…óæμdG QGO ,ìhóMO ≥FÉa áªLôJ ,Ëó≤dG ⁄É©dG ‘

 ¿É≤∏©àJ  Úà«HôY  Úà¶Ødh  º°S’G  Gòg  ÚH  »¶Ø∏dG  ¬HÉ°ûàdG  ád’O  Éæg  Gƒ¶M’)  Kore  zQƒc{  º°SG  ¿ƒ«æ«°ù«ŸG  ≥jôZE’G É¡«∏Y  ≥∏£j  ***

 øWÉH  πãe  ábÉ£dGh  QÉædÉH  èLCÉàŸG  ¿ƒJC’G  Ö∏b  »æ©J  »àdG  “Òc“h  ,(ájôb)  ádƒgCÉe  á«YGQR  ¢VQCG  á©£b  ≈æ©Ã  “IQƒc”  :Éªg  ;¢VQC’ÉH

 /“Î«ÁO” áæHG  âfÉc  É¡fCG  ÒWÉ°SC’G  ¢üæJh  .Proserpina/ Proserpine  zÉæ«Hô°ShôH{  ¿ÉehôdG  É¡«ª°ùj  Éªæ«H  ,(¢VQC’G

 ∫hÉæàJh  .Jupiter/ Zeus  …Î°ûŸG  /¢SƒjR  ÉgƒHCGh  ,π«°UÉëŸGh  áYGQõdG  áHQ  ;Demeter/ Ceres  “¢ùjÒc”  /“¢ùjÒ°S”

.äƒŸG  ¬dEG  Hades/ Pluto  “ƒJƒ∏H”  /“¢S pOÉg”  É¡Ø£àNG  »àdG  ,“ÊƒØ p°SÒH”  É¡àæHG  øY  “Î«ÁO”  åëH  á°üb  ÒWÉ°SC’G

 øY  ¢VQC’G  â≤°ûfG  ,AGô°†ÿG  êhôŸG óMCG  ‘  QÉgRC’G  ∞£≤J  “ÊƒØ p°SÒH”  âfÉc  Éªæ«Hh  ,ΩÉjC’G  øe  Ωƒj  »Øa    

 âfõMh  ,Iô°ù◊ÉH  “Î«ÁO”  âÑ«°UCG  .¬d  É kLhR  íÑ°üàd ⁄É©dG  â–  ¬àμ∏‡  ¤EG  É¡∏ªMh  Égô°SCG  …òdG  “¢S pOÉg”

.ihóL  ¿hO  É¡æY  ÉkãëH  √É°übCG  ¤EG  √É°übCG  øe  ⁄É©dG  âHÉLh  ,“ÊƒØ p°SÒH” É¡àæHG  ó≤Ød  ÉgOGDƒa  É¡«∏Y  ∂n∏ ne  É kfõM

 ôeCG  Éægh  .É¡àæHG  ó≤Ød  G kQCÉK ƒªædÉH  π«°UÉëª∏d  íª°ùJ  ’CG  ≈∏Y  âeõY  Gòd  ,É¡àæHG  ±É£àNG  ‘  âW qnôa  É¡fC’  á¡dB’G  ≈∏Y “Î«ÁO”  âÑ°†Z    

 â–  ÉgOƒLh  AÉæKCG  â∏cCG  ób  âfÉc  “ÊƒØ p°SÒH”  ¿CG  ’EG  .É¡Ñ°üNh ÉgDhÉ‰  ¢VQCÓd  Oƒ©j  ≈àM  “ÊƒØ«°SôH”  ó«©oj  ¿CG  “¢S pOÉg”  “¢SƒjR”

.¬dÉ£HEG  øμ oÁ  ’ “¢S pOÉg”  ™e  êGhR  ‘  â∏NO  ó≤a  á¡cÉØdG  √òg  QÉªK  É¡dhÉæàHh  .êGhõdG  ¤EG  õeôJ  »àdG  ¿ÉeôdG QÉªK  øe  »∏Ø°ùdG  ⁄É©dG

 å∏ãdGh ,É¡eCG  ™e ΩÉ©dG  »ã∏K  π◊G Gòg ≈°†à≤Ã  “ÊƒØ p°SÒH”  »°†≤J “¢S pOÉg“h  “Î«ÁO”  ÚH É k£°Sh qkÓM  “¢SƒjR”  ó≤Y ,¥RCÉŸG  Gòg øe êhôî∏dh

 ¿õM ¢ùμ©J ∂dòH »gh ,∞«°üdG π°üa »gh “¢S pOÉg” ™e “ÊƒØ p°SÒH” É¡«°†≤J »àdG IóŸG ‘ á∏MÉb áaÉL Ò°üJ ¢VQC’G ¿EÉa Gòd  .“¢S pOÉg” ™e »bÉÑdG

 ‘ π«°UÉëŸG áYGQõH ¿ƒYQGõŸG Ωƒ≤j Gòd ;ôgOõJh ƒªæJ π«°UÉëŸG ¿EÉa É¡eCG ™e “ÊƒØ p°SÒH” ¿ƒμJ ÉeóæY ,AÉà°ûdG ‘h .iôL ÉÃ É¡dƒÑb ΩóYh “Î«ÁO”

 .OQÉÑdG ÖWôdG AÉà°ûdG º°Sƒe

 ÜOC’Gh »∏«μ°ûàdG øØdGh ≈≤«°SƒŸG ‘ IÉYôdG IÉ«◊ »æØdG ¢Vô©dG øe πμ°T ≈∏Y ™°SGƒdG ¬eƒ¡ØÃ Les Pastorales äÉjƒYôdG í∏£°üe ∫ój ****

 »æØdG πª©dG ‘ á∏YÉØdG äÉ«°üî°ûdG øe IÉ≤à°ùe á«ª°ùJ π°UC’G ‘ ƒgh .á«Mô°ùŸGh ÌædGh ô©°ûdG πª°ûj ÜOC’G øe ´ƒf ≈∏Y ≥«°†dG ¬eƒ¡ØÃ ∫ójh ,ìô°ùŸGh

 QGƒM πμ°T ‘ hCG ,á«YGQ hCG ḿ GQ ¿É°ùd ≈∏Y ∞jôdG Gò¡H »æ¨àdG »JCÉjh .á«dÉãe IÉ«M ¬«a ¢SÉædG ¢û«©j ,π«îàe ‹Éãe ∞jôH kÉ«fÉμe §ÑJôj …òdG (á«YGQ ,»YGQ)

 ÉeóæY ÉeCG ,á«°SÉ«°ùdGh ájOÉ°üàb’Gh á«YÉªàL’G äÓμ°ûŸG øe ∫ÉN »ÑgP mô°üY ó«é“ ±ó¡H ¿ƒμj ,»°VÉŸG ≈∏Y »æ¨àdG § n≤°ù oj ÉeóæYh .IGQÉÑªc ,»FÉæK

 .ΩhRCÉŸG ô°VÉ◊G øe êhôî∏d …hÉHƒW ´hô°ûe ≥∏N ƒg ±ó¡dÉa ,πÑ≤à°ùŸG ≈∏Y § n≤°ù oj
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Éliade, Mythes, rêves et mystères, pp. 192, 196.
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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.
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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.



51

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.



59

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.
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Mixed media on canvas, 70x70cm, 2010.
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Mixed media on canvas, 70x70cm, 2010.
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Mixed media on canvas, 80x100cm, 2009.
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Mixed media on canvas, 80x100cm, 2009.
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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.



97

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.
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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 handmade paper, 40x53cm.
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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 central role 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), 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 

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

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 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

28



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 
for new 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, spiritually and religiously, as 
an inseparable part of Life manifested 
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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. I 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 
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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. In the 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-mâché, 
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 
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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).

I 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 estrangement in 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 

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 

Figure 3- Illustration of (Yin-Yang) Chinese
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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, 
testify that since the outbreak of the dawn 
of the oldest civilization, 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).  On the 
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, I 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
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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. 

I 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 
qualities 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”  
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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. It was 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. 

Madkour’s rendering, which was 

Figure 1 - Nazli Madkour, mixed media on canvas,1989.
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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, I 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 I 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—after the first quarter of the 
1990s—by 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 
her website). She was worried 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 
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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 
art is 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, I am not by any means 

trying to diminish the influence of 
local landscapes on Madkour’s artistic 
vision. Nor am I 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. I 
am also not trying to underestimate the 
importance of her technical abilities. 
Like many of my predecessors, I 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. I 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.  

Apparently determined to substantiate 
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 artistic initiative 
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 reading and illusory 
composition

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 
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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 different from 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, 

“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).
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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 art to embark on a conscious reconstruction 
of the topography of our intimate being.

Nazli Madkour
April 2011
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Nazli Madkour



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

7



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-
edgement of her extensive participation in major interna-
tional art events to 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 her inner self inspired 
by landscapes and roses. She reveals her psyche, the 
main featuers of which are open-mindedness and en-
lightenment. Madkour depends on the colour, its interde-
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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