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Ofok Gallery presents a panoramic scene of Prof. Ahmed Abdelkareem'’s
artworks, evoking the artist’'s experience throughout his career, which can
be described as striving to weave dreams and hope with feelings and life.
He creates a sweet, smooth, pictorial artistic reality that guides us to the
nature of our hearts and our pure feelings. Abdelkareem'’s style is distin-
guished by his ability to form the cultural and environmental dimension,
semantically and visually, by visual harmony with nature, and playing on
the themes of folk heritage and ancient Egyptian civilization. The subjects
vary in nature, in the form of birds, trees, and humans. The hoopoe is
the artist’s favorite icon. He is the lover and the owner of secrets. He is
taking advantage of the hoopoe’s woven stories until they become one
of the legacies linked to beliefs and folk culture. The visual and spiritual

distillation in Abdelkareem’s artworks melts his emotions, convictions, and
feelings with him. Before his paintings, you feel as if they are a scene from
a mural in a temple. He is very passionate about his Egyptian civilization
and fond of nature and its pure aesthetic revelation. He brings all of this to-
gether in the presence of his creative abilities and experiences of practice
and experimentation to create a visual world that has the elements and
causes of mental and emotional excitement for the recipient. He creates a
state of awareness, understanding, and originality that his artworks enjoy;
his romantic personality and aesthetic imagination have been reflected in
his artworks. Let us enjoy this journey with his unique Aten world and its
peculiarity.
Prof. Waleed Kanoush

Head of Fine Arts Sector
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of the ancient Egyptian language and the most widespread at its time; all
ancient Egyptian teachings and literature were written in its forms and let-
ters on papyri to write the history of the oldest and most civilized nations
of the ancient world in terms of using papers. This script documented the
teachings of the sages, the advice of the ancestors, the stories of the
ancients, and the daily life of the Egyptians. The attempts to interpret and
read it are still difficult for specialists. Abdelkareem did not use the hieratic
script in a proper linguistic manner, as he never wanted to write or use
parts of a specific ancient text or use the correct hieratic script in his visual
text; however, he wanted the visual state created by the hieratic script in
the eye and soul of the viewer. The thin and thick inks create contrast from
one letter to another and from one part to another, generating liveliness
and movement in the scene of the text. Abdelkareem wanted to write his
text in the ancient hieratic script and portray his stories, using its symbols
and the forms of its elements. He even created modern symbols and forms
related to contemporary reality, including the heart, which symbolizes the
word love or the concept of love, among other symbols expressing his
themes. Undoubtedly, the lively sepia shades, which resemble the ancient
red ink changed across time into hot brown shades, gave Abdelkareem
that space of freedom and the sense of adopting his approach in a differ-
ent time dimension in terms of color and interaction with his contemporary
story in terms of time. The sepia shades and their impact on the eye en-
abled him to bring together all the original vocabulary in his viewpoint, and
the decorations, whether Pharaonic or Islamic, gave him the freedom to

execute the design dimension and modify the decorative solutions to suit
his approach.

The environment of executing the approach and the product, Dahshur, has
played a major role in his approaches in recent years, and its influence has
been reflected in his product. Moreover, its historical dimension makes him
always feel the size of his rich cultural and civilizational heritage, which is
evident in his scenes and the details of their elements and vocabulary
of an ancient historical dimension. Such an environment completed his
concept of originality and feeling of its importance and the legitimacy of its
approach and style.

Abdelkareem paid attention to thought, concept, and viewpoint in his ap-
proach at the expense of complicated techniques and decorations, which
he may have considered to be unimportant and not to devote enormous
time and effort to creating in his scene. He was satisfied with those mes-
sages hidden within the folds of his work through which he urges the view-
er to search for and try to read them to enter the world of the history
of his origin and heritage through one of its elements. Nevertheless, his
approach has strongly Egyptian projections reflecting their creator’s pride
in his originality through the vocabulary he relies on and employs in his
creative product as tools for making the most significant possible impact.
Abdelkareem delivers his viewpoint and attempts, using such vocabulary
and tools that | see as potentially holding new messages to comment on
and testify to his time by building upon the vocabulary of originality.

Yasser Gad
Exhibition Commissaire

Director of Ofok Gallery
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Ahmed Abdelkareem and Building upon the Vocabulary of Originality

The approach of many artists and creators often comes with their cre-
ative product that is based on the vocabulary drawn by each artist accord-
ing to his reference, belief, ambition, or details influencing him, among
other stimuli for creativity and imagination, inputs, and attempts to leave
an imprint in the history of art and human heritage. The vocabulary of
thought, which the creator builds upon, often varies between an element
of deep-rooted originality and heritage, a modern element, and an element
that he seeks to find and aspires to create through employing an original
element as fuel for a spark of imagination.

Ahmed Abdelkareem’s vocabulary looks simple and easy but has a pro-
found viewpoint. It is seemingly ancient and original; however, | see his as-
piration for an unknown horizon. Abdelkareem is one of the creators who
believe that the logic of achieving modernity must go through originality
and not neglect its vocabulary.

Both the experience of the Hoopoe with its stages and the experience of
the Dahshur Alphabet, which | consider among his best and perfect works,
bear further treatments and attempts for intellectual and visual reading;
however, they are the closest to me in terms of reading and ease of un-
derstanding through his approach. They carry original vocabulary, through
which Abdelkareem tried to make his treatments in a framework related to
his perception of his surrounding world, his religious and heritage beliefs,
his extreme belonging to Egypt, and the geography of his origin and en-
vironment. For Abdelkareem, the hoopoe is the bird he always sees, has
observed long, has devoted his thought to, and found an explanation for
its originality in his belief and heritage. The hoopoe bird brought tidings to

the Prophet King Solomon about Sheba, its queen, and its people, who
were beyond his rule and kingdom. Perhaps Abdelkareem saw in the hoo-
poe what he did not see in any other bird in his surrounding environment.
Maybe he felt it knew what was hidden from him and other creatures in
his environment. Perhaps he believed that it kept a secret that no one else
knows or looked into the unseen concealed by Allah from the rest of the
Creation. Maybe he saw that someday the hoopoe would bring something
new obscured from him. | do not doubt his extensive reflection on this bird,
his behavior, his philosophy of life, and his continuous attempts to create
new treatments for the hoopoe bird through the relationships between it
and other elements to find his long quest. However, what attracted my
attention most about Abdelkareem'’s treatment for the hoopoe is the place
it occupies in his heart, which made it in the lead in most of his work if not
all of them. Its presence in his scene became assertive and established,
not complementary. Even though when used with other elements like fish,
palm trees, or riverboats, | feel it dominated the scene in awe effortlessly.
Abdelkareem made me see that his hoopoe paintings and scenes, despite
their apparent simplicity, hold a talismanic secret that no one can read but
only those having the same concerns, dreams, and visions. They do not
see only the superficial surface of the scene but delve into its depth and
explore it back and forth to search for the message that he wrote on one of
its sides and that does not address those who are dazzled by the apparent
decorations without considering the significance of the approach.

In the Dahshur Alphabet, Abdelkareem relied on a strongly Egyptian ele-
ment, the pure ancient Egyptian hieratic script. It is one of the three scripts
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In Search of Identity

As a son of the Faculty of Art Education, artist Ahmed Abdelkareem ac-
quired a wide range of experiences since his undergraduate study. There-
fore, it is not surprising to see the experimental approach occupying his
mind and dominating all his activities as a continuation of his academic
upbringing that mainly depended on dealing with mediums of various na-
tures in search of a new language and a plastic art element to add to the
previous alphabets, allowing the circle of expression to expand and diver-
sify. By following the work of this young artist since his entrance into the
art scene in 1983, the pace of discovery and search is increasing faster
and faster, as he tries to make in every exhibition an axis to revolve around
and a title to define its features, for instance, Emotional Architecture, The
White Triangle, Black Ink on White Paper, and A Dialog between Forms
and Textures. The last title seems to be the path he selected to continue
his journey, considering form and texture as the two main elements of
composition. He made them the cornerstone of all his work, attempting
to extract their essences to the last drop and keen to deal with objects
with an analytical logic based on mathematical calculations and universal
laws, as they are the natural bases of any creative work, regardless of its
language of expression and method of performance.

If experimentation primarily depends on adventure, breaking into the un-
known, and opening up new horizons in search of unconventional media,
it is for the work of art like the musical scale and the laboratory results that
should not be limited to mere experiments but should be invested in what

is beneficial. With mature awareness, Abdelkareem knows the pitfall in
which many artists relying on the form alone fall. Therefore, he resorts to
adding moral content to enhance the innovative forms without imposing it
on them. The content is not necessarily literary or descriptive but serves
as the beating heart of the painting and the scent emanating from it and
delving into the depths.

His ambition is embodied in his giant painting, where he intensifies his
great dream for Egypt to rise and proceed, with the mummy forms, the
bright horizon, and many symbols with which he expresses the theme,
stressing his ability to create and draw with the same performance at
which he highly excelled. The journey of experimentation and challenge
sometimes faces setbacks; the personal features and individual charac-
teristics go deeply into its folds, the mind takes it over, and the human
spark or the personal seed, the most incredible gift from Heaven to man
as it is the beating heart that moves all other mediums and belongings,
disappears. That is the natural result encountered by every adventurer
opting for the difficult path. Thus, an exhibition with this magnitude and
enthusiasm should have varying levels of success. It would be better if he
selects and presents the best results in a solo exhibition as a successful
product of such an ambitious experience and a distinguished mark in his
long journey announcing the birth of a serious artist climbing the ladder of
success with faith, confidence, and enviable determination.

The Great Critic Hussein Bicar
Alakhbar Newspaper -1992



40 x 60 cm - Gouache colors on paper - 1983 A 40 x 60 cm - Gouache colors on paper - 1983 A 012



60 x 200 cm - Gouache colors on paper - 1983
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40 x 40 cm - Gouache colors on paper - 1983



100 x 100 cm - Oil on canvas - 2003 A 100 x 100 cm - Oil on canvas - 2003 A 014
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A
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100 x 100 cm - Acrylic on canvas - 2007 A 100 x 100 cm - Mixed media on canvas - 2003 A 016



100 x 100 cm - Mixed media on canvas - 2003
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Artist Ahmed Abdelkareem

Ahmed Abdelkareem is a dynamic artist. As a human and an artist, he is
a diligent creator and thorough researcher. He has a panoramic vision,
spiral thinking, and multiple dimensions and techniques.

His plastic artworks feature a diverse vocabulary and a clear emphasis on
structure and design, especially in the art collections of intensive produc-
tion times, in which we see the growing vertical elements and the straight
elements with flexible ends break the plain geometric pattern.
Abdelkareem intelligently moves in his visual space with his ideas and
tools, achieving an organic integration among the elements of the struc-
ture. This dimension is a significant issue in his work. The elements of
the coherent structure move in his drawing. The graded areas of shades
extend to the depths of the infinite abstract expression. The light waves hit
the so-called fixed element, creating a harmonious visual-musical move-
ment in which linear combinations and light foci are evident. The vertical
perspectives rise; the ends of the forms magnify with decorations of a
historical depth related to the ancient Islamic arts.

The "fingers...plants" appear in several paintings. We see the transfor-
mation in nature and man, in the form of the five-fingered hands and the
form of the five-leafed plant, creating harmony between the forms and

the sound visible through a musical synthetic depth. In the middle of this
structure is the symbol horse. This collection stresses the philosophical
significance of using the symbol and the motif in a new abstract expres-
sionistic work of art. Abdelkareem introduces a new collection revolving
around a specific theme, in which the ebb and flow, ranging from the white
greys to the darker shades and from the dark black depth to the warm
colors, overlap.
The paper sailboat (the toy) and the vortex are the center of exploration
of this theme, the center of entrapment, and the elements of movement,
resistance, impetus, and release. In this collection, the movement seizes
the central form, which is reminiscent of the movement of the pendulum;
the form (the boat) is seen as an element of historical, human significance
and as a folk element spinning in search of an exit from the vortex, from
the vortex of the unknown. The black color dominates the surface in a
fatalistic way of building the idea. Abdelkareem enjoys a great deal of cre-
ative civilization. He belongs to a generation with a significant academic
role in the late twentieth century, stressing the importance of art in human
life in light of cultural and intellectual changes that led to the revelation of
new values for art.
Dr/ Ahmed Nawar
1993
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Contemporary Egyptian Papyri

Art has been and remains a reaction and reflection of the ideological
contents presented in the era; creativity is the result of unique aesthet-
ic formations. It emerged from a set of intellectual, visual, and technical
interactions; the phenomenology of the arts took on distinct features and
energies, which have a depth of connection, sensitivity of conscience, and
true expression. The artist Ahmed Abdelkareem presents in his exhibition
at Cairo Atelier the creations that revolve around living and absorbing her-
itage sources that extend through deep roots to reflect fine art figurations
of the symbol and the movement of light on the walls of temples, churches,
and mosques. These creations have cultural resonances, historical im-
prints, and an authentic pulse.

The artist achieved an eloquent technique to form the movement of the
fine art motif; he lived its dimensions and spectra and made it capable of
conveying meanings and translating feelings, through a dramatic pattern
and spiritual texture. The development, diversity, and harmony of the motif
gave it the credibility of its existence as a distinct and unique plastic alpha-

bet for the artist. Vocabulary was used from a standpoint of asymmetry
to indicate the directions of human bodies, the movement of flying birds,
and foliage trees. It reveals the universals of rhythmic values, as a state of
visual balance with uniqgue melodies and vocabulary that has a structural
logic based on abstraction, structure, and insight into what is new and
futuristic.
It is a vision that crystallized the data of heritage, where the unity of the
Egyptian culture concept associated with the time and place, combined
in the modernization system. The artist delved into his creativity by em-
ploying drawn or pasted visual textures, linear paths, and dark colors that
imposed a kind of rapid kinetic feeling so that the surface of the artwork
became an interactive whole, with which the figurative relationship was
confirmed through united media; visions follow in an enjoyable flow. It is
the legendary world of Ahmed Abdelkareem, which came to us from abys-
sal depths, giving meaning to the papyri.
Artist Abdelrahman Elnashar
1994



50 x 70 cm - Acrylic on paper - 1995 A 50 x 70 cm - Acrylic on paper - Details - 2003 A 022
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50 x 70 cm - Acrylic on paper - 1995

A

50 x 70 cm - Acrylic on paper - 2003



120 x 120 x 120 cm - Oil on canvas - 1987-2017 A 120 x 120 x 120 cm - Oil on canvas - 1987-2017 A 024



025 A 120 x 120 x 120 cm - Oil on canvas - 1987-2017
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50 x 50 cm - Mixed media on Wood - 2005

A

- Mixed media on Wood - 2005

50 x 50 cm






MDF - 2005 A

Relief sculpture on

210 x 270 cm - Gold paper on
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160 x 215 cm - Gold paper on Relief sculpture on MDF - 2005



50x50cm »
Mixed media on wood - 2005
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50 x 50 cm
Mixed media on wood - 2005



50 x 50 cm - Ready waste object - 2003

A

100 x 100 cm - Ready waste object - 2005

A
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Details



280 x 280 cm - Drawing with Graffiti pencil.
This artwork consist of 49 parts,
every part 40 x 40 cm | 2
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037 A 250 x 300 cm - Drawing with Graffiti pencil - 2021



152 x 152 cm - Acrylic on Canvas - 2013 A 038



039 A 120 x 200 cm - Mixed media on wood - 2016
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Artist Ahmed Abdelkareem (1954)
and the Heart of the Hoopoe

Hoopoe has been the favorite bird of Dr. Ahmed Abdelkareem in his art
world for many years. The hoopoe is the symbol of the legend of Prophet
Solomon, the companion of wisdom, the messenger of love, and the sig-
nifier of transcendence and pride with the royal crown. Today, in his last
exhibition at the Picasso Art Gallery (March-April), all the paintings feature
the crowned hero. Its awed silence reflects the wisdom of time and the
concealment of secrets, and its charming crest and henna-colored wings
exude an aura of magic. It is the uniter of hearts and the contributor of
fertility. With its long, curved bill, it pecks at the woman/tree full of temp-
tation and pollinates it with pollen to carry the abundant good things. The
hoopoe has become a dream, an icon, orchards, fruits, palms, and trees. It
whispers to the sea, so its waves rise high and low in the dance of fertility.

Atop the columns of the temple, it stands alone under the tree leaves as
a whiff of paradise. Abdelkareem was not meant for revolution but rather
for dreams and pleasure in nature, away from the clamor of the revolution-
aries and the turmoil. He resigned himself to live away from his homeland
for a long time and acquainted himself with solitude and self-talk. For him,
the painting was the substitute for the world. He refused the revolution be-
cause it kept him from his dream. Abdelkareemss talent manifested itself
at the Youth Salon in the early 1990s. He learned from the trappings of
youth not to drift away from sincerity and simplicity and not to eat unripe
fruits but wait until they ripen under the Egyptian sun, so his «modernity»
is smooth and simple like children’s drawings, and purely Egyptian like the
heart of the hoopoe.
Art Critic\ Ezzeldin Naguib
2008
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Canvas - 2008

Acrylic on

150 x 160 cm



043 A 150 x 160 cm - Acrylic on Canvas - 2008



80 x 80 cm ~/Acrylic on Canvas 52007 "}




152 x 152 cm - Acrylic on Canvas -
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80 x 80 cm - Acrylic on Canvas - 2007

A

152 x 152 cm - Acrylic on Canvas - 2007
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047 A 152 x 152 cm - Acrylic & Gold paper on Canvas - 2008 A 152 x 152 cm - Acrylic on Canvas - 2008



70 x 100 cm - Brown Ink on paper -2014 >

70 x 100 cm - Brown ink - 2014 A
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70 x 100 cm - Brown Ink on paper - 2014
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70 x 100 cm - Ink on paper - 2014 »
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70 x 100 cm - Ink on paper - 2014 A

70 x 100 cm - Ink on paper - 2014
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70 x 100 cm - Ink on paper - 2014
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152 x 160 cm - Oil on Canvas - 2014
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152 x 160 cm - Oil on Canvas - 2014



Sl @ Byshaal 10ay olea¥l aamy 305G Cas - Gapdlive aay o3 Ay )
o 3l Loty (ABlsll dmsy Ay (dy ol diiad L] 58 LLSCAT ALy (505
SMabs a5 1 Bellnaall 8y il lls s (3 e diana By s J) Joety A5 (Sslall
S Glad ¥l s Jualll OF J1 8)La) Lol 8Ll 2ualy (sl Ll ¢ gerall Sl
023 @Al sedall ) (2s

Sl Gl ¥l 28085 Ll . pdall die Gpmadl Olud! § aloluall aalasll clls L
Jlesl @ Ol mmasy (o dag e Byl Jol - auely3ll §ylaxdl a8las Lyl
lia oo cilelezdl (g5 Cuo sladly sl jdidy 50l (udyo39l 5 @aySI e e
Loy 2aodlie sud Byt diuaiy Glud] disas oo OgSell (g rslaudl Ludy!
ceelly pldl 3ads @) Gussal (2 of golsdl gosy 3 Olialo¥lg LI HLADY s,
A3 Aagadly

slidl 3 costay JuSaS § olizmlly camdl Lagle alig A8Me § 8T ,elly U )1 (55 3,3
Byag i ol dme 2y e G Gutusy JUias LeE s Blisld . ge,all
ei | e asly GLS & Lo G513 ppmliall 8udy po S lite Bygunll Aotdie § i

Slaxtl &1 Gale

Blasdl @ d=i g dlly Glax!l Sl ST Ghm old @S ae dasi
oo Aapdall § Miare Guelly izl BN qaddl &AL Adlally 2ige sl
O] Bydie ¢ ling (i)l

ol QL gy il (£oy 0Ll 4,81y 480a0 Aalsl) JSCay Lasf lda S
4aS § (Foll lda mang (Al SIA e § Gandlicel dadl ) oSl e
SIA o e Gage of 13850 5pmlan 2ils § 28101 @uall sda S slediul
Q10T coaiy Y o 98 By (£oe die Lyl Lo ) S Jasy &S (o 36
Jleel @ Lide oy 1da (8 sLbs oy Giuting iy O porell e agd . auadl S
Bygiall el puobind dile s M5 oo ol

Uo> 385015 ) ool U 948 Bygualleliy § ails a9 ala paic glud)l
oLl e 1A L mgty alas Alusydl ozt Jagally Bolicll g « juoliall JS
oS Brpaliy 59409 Glud ¥l sgunmedl o 0, SI e sanf oLl 8y90 5l O
Jr @ Jlaedl sguzmll Glud¥l aay @ 54 (Lals G 1y a5l L oludyl JS4
Legirally Aalusel) daS1i dgmeny dudi OLud ¥l (Bllaall GLud¥l I o=ty 5o

054



055

sl spae dibiue $9 ) pllas § ool 95 Oslidinn 08y By9all
Apilog I A8l e US55 o 93l (10 A garmag 9oxi plie g G uaua )il
Ble 4ilSy canig el oo prall daudl Sl Jhay dese> dyud WMe 39
daddl sl cady 5T dee @9 . piall Lsyd puatxs (29 o3l Lal> closdl 3
AL BRI, -~ b oLl pe Ll § Spialt el 3
5 531 SIS 4y s o o Y i ¢ uadid) Byl Loy (oo allas lewS
50 Gholay iy Latls aaadl dmi caall ey Jipe i (58 4ily polaell sl
9319 Lol L ooy 6 9ua § o Loy o ) 5l Btaodl 3999 - LS (ol
dl > o0 ad Ggeys ] iy S e B31g Jleel a3 bl sian
A Ll ol LSl 4l Ll (o 1 e caa J) 3liey Jleel a1 Q9 8Ll
clliy WSl ually A8lall clley dlest 3ile all Cma (ol @S e das
LAl 3 Lidaad &1y . Auadlly Axllacdl Cglal (e lia many (aadlall das
e 2o (0 iy L SR 1) sl @llall o) (B gmiel] s e
Jezly oyl ausl lle JI Baistly 39l a8loll B9 glat slasi I alzelly

Janell e Alan /o]
2y Sl Al -Alamtl O giadl A o guaidl L]
Loy Ggidld 4 ppaad! &y s 81 (puiyg

Olsll (e dlagzey Lo 8uST gl (5Ll g (§ calis) (lagd o dall oyiind (he
Loid Leghindy 5,b Olodl Ll dlayzmag 83l 0leTl 8 "cglas” aia e 655198350
ENEN Py RPN {VIECH B PN DA PP TS S0t SON FOE T HPESPEES (PN T 2N
s ol Jlasl @ 2l juobindl (a9 iy aass fa (§ dizg9 52 (SHLAD 8515
i La g < 5o¥lg Lol o8 quolaal JSCiy a1 5l Lagesd ¢ yillall uaie @0,S|
idy el upledl ayes 485 (L LdlesT 8 5y ) daa Il il e ol Slae

il Al (e fase IS5 s 49 Busls e Ul
WMe 3 13lste 4,581 Loshas 3 daudl Houbs (30 Ao gozme ol H3T Joe § Loy
T Ly @l e ity aada 5T Jee 39 puasatl] Jal cnalay g L Slo>
M plisabl Wl 3 LSy sy @) Lanadl s Glasyxy 0689 slasd! (0 Lare
Slomdl sun Eum cpaua ( Lle> @9 ke sabladl ol 1] siuel 0o
i 39 &3 Byag . ledl ] cdems LrKy iy S Amin¥l AS,> (e Lhie
Brall sda 3 Blo @uds Bslall Chgaiall ciela @y chaladl (o Acgazl 2,580
oo el il (o goall ¢ gl gmi Gigez sty JSII oSy . SThally Juseill e



him, separated only by different treatment; they sometimes appear in a
family gathering, standing on the shore waiting for the ferry, and other
times inside their house, carrying a fish. One of the important elements in
Abdelkareem’s works is the bird, especially the hoopoe, then ducks and
geese. We rarely find an artwork that is devoid of the hoopoe that is seen
in his works here, as if it were Horus, the faithful guardian, who sometimes
stands on a pedestal as if it were a memorial made of white marble, while
in another artwork, a group of hoopoe birds are arranged in parallel hori-
zontal lines in a dialogue relationship between them and two ducks at the
bottom of the design. In another artwork, a hoopoe stands on the river,
while another descends from the sky as if they were guarding that ferry,
whose passengers appeared in a state of complete reassurance, trusting
this guard watching over them. They appear in a dialogue between two
hoopoes, where the dialogue appears violent due to the movement of the
wings that seem to have turned into arcs. They appear again in horizontal
rows of a group of hoopoes, the upper rows of which were conducting a
dialogue this time with palm trees and boats; all of them are headed to
the strong light from the left side of the painting as if they are welcoming
the sunrise at the beginning of the day. In a bright rectangle, two hoo-
poe birds are exchanging a group of flowers in complete calm, confirming

this romantic relationship and an intimate family relationship. The huge
hoopoe bird appears from above, standing as if it were suspended in the
sky, protecting the mother when she embraces her little chick. In another
artwork, the hoopoe bird stands at the top of the painting in conversation
with a human. Then it emerges from the background and soars in the sky
like a cloud that shades it from the heat of the sun as if it does not want
other creatures to feel it. It is always the guardian and it is an invisible
being. On the ferry, we always find the hoopoe standing, reassuring its
passengers and making sure that everything is well. Above the ferry, the
hoopoe flies while gesturing calmly to the ducks and geese surrounding
it. It takes center stage in one of the artworks, standing on a boat as if it
were a Pharaonic god resurrected again to life; in one of the artworks, the
hoopoe is created from the earth and the Nile as if it inhabited the earth or
the earth inhabited it. Abdelkareem is an artist who loves art and loves his
work. He has a lot of energy and patience, and that is the characteristic of
lovers. This is evident from the method of treatment and technique, which
in the end gives us a very special world. The artistic world of this artist only
radiates positive energy that elevates the recipient to dimensions that rise
above the limited and narrow reality to a wider, more welcoming, and more
beautiful world.

Prof. Mostafa Abdelmoaty
Professor of Painting, Faculty of Fine Arts, Alexandria University
President of the Egyptian Academy of Arts in Rome
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Lover of Civilizational Heritage

Ahmed Abdelkareem is an artist who loves civilizational heritage, which
is evident in the Pharaonic and Islamic civilizations, the folk heritage, and
the geographical and environmental heritage represented in nature, land,
climate, and human genius. All of this constitutes the cultural and intel-
lectual background of the artist with great awareness that turns Abdelka-
reem to the metaphysical dimension in this rich heritage. This awareness
is evident in how he invokes all these heritage values in a contemporary
figuration, confirming or proving that heritage is a living being that always
gives a lot if we approach it with awareness and insight. It is a source that
never runs out at all times. Only the creative person must delve into its
depths. All of this appears to us in the artist’s artworks through his element
figurations of building the image. The human being is an important ele-
ment and is always present in the structure of the image. He is often the
focus around which all elements are centered. He is the creature who is
qualified to carry the message and is charged with delivering it. Therefore,
it is rare for a painting by Abdelkareem to be devoid of a clear or implied
human being presence, but the human being form here takes on a special
expressive dimension, as he is no longer a human with limited features,
but rather transforms into an absolute human. The human being, with his
various and diverse structures, is transformed into a message with a meta-

physical dimension as he sometimes takes on a mythical dimension in his
structure to send a figurative message. He is a human being whose lower
half is human with his realistic anatomy, while the upper half may turn into
a tree, recalling this generous tree, Isis, the giver of life, who breastfeeds
a child in the Pharaonic heritage. It is an indication that the origin of life
is man, as it refers to the fixed roots in the earth with the culture that has
been rooted in him since ancient times. It is the culture of agricultural civili-
zation, the first civilization on earth. In Abdelkareem’s artworks, the human
being becomes Osiris who spreads goodness and development, as we
see groups of this legendary human being composed of half human and
half tree, walking together as if they were a symbol of the spread of safe-
ty and reassurance throughout the valley, or becomes Isis who spreads
tenderness, love, and creative motherhood. Sometimes we see the man
and woman in a harmonious relationship filled with love and tenderness
in a composition that resembles the Pharaonic structure. Sometimes she
looks like the statue of Ramesses Il on the facade of Abu Simbel Temple,
and sometimes she stands in the foreground of the painting, intermingling
with the rest of the elements, and he melts with her into a single entity de-
spite being at the forefront of the scene. He differs only in his warm color,
which was confirmed by the cool colors and silhouette that surrounded



152 x 160 cm - Acrylic on Canvas - 2010 A 80 x 80 cm - Acrylic on Canvas - 2012 A 058



059 A 40 x40 cm - Acrylic & Gold paper on Canvas - 2020 A 40 x40 cm - Acrylic on Canvas - 2020
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| 100 x 100 cm - Mixed media - 2016
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100 x 100 cm - Mixed media - 2016 »
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<4 100 x 100 cm - Mixed media - 2016
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vision, the painter objects to the tyranny of material deliberation and deal-
ing with nature from a utilitarian, consumerist, and arrogant perspective.
This has greatly contributed to the absence of its intimate meaning and
its essential structure. Not only that, but humans, in their persistence in
perpetuating harm towards nature, have created methods for killing and
torturing creatures that go beyond the human being’s need for food to the
pleasure of practicing killing, pursuing prey, and destructing life; the paint-
er establishes in his achievement this internal unity between the inanimate
world with its objectivity and the world of living beings, including the human
being and the worlds of the spirit. He believes that the most beautiful im-
age of existence is what is represented by the creative, innovative, pas-
sive, imaginative, and rebellious human self. Therefore, fine art research
is a completely subjective process, and the result is only a small part of
the process; the desired beauty that is intended for paintings comes from
the insides of the painter. This justifies how when Abdelkareem begins to
paint, he goes through a ritual of long contemplation and silence that he
catches from time to time except for music. Then he dives into his inner vi-
sion, which makes room for some motifs inspired by his external world, but
they are located within visual contexts that become creative designs for a
life that is more poetic and more keen on abstraction from the divisions of
the tangible surroundings.

In his works, hidden authenticity that is difficult to understand often appears
between words that seem to have logical relationships between them, for
example, huge hoopoe perches on a boat; inside this boat, houses are
erected, fish and domestic birds move, and all shapes lack proportionality
compared to actual reality. In another painting, he depicts creatures, half
of which are human, and the upper half of which are trees, surrounded
by birds and fish. Dozens of examples can be cited, but we will return
to reading some of the artistic masterfulness phenomena, especially the
strangeness of the vocabulary and his perceptions of the creatures. The
artist presents visual approaches that vary in depicting them, as well as
values, whether cognitive, artistic, or aesthetic. He incorporates his mul-
tiplicity of references, sources, experiences, and intellectual visions into
the emphasis of experimentation in one language, as it allows his style to
grow, differentiate, and draw from all fields of vision.

Abdelkareem with his activity, influence, and creativity as a profession-
al and plastic artist has had an effective presence in the Egyptian and
Arab plastic movement, and there is no doubt that the artist’s imagination,
abilities, and the diversity of his performances, along with the wealth of
knowledge, are factors that constitute the lever that pushes a professional
to become unique and innovative.

Prof. Amna Alnasiri
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The Legendary and Illuminating World
in the Experience of the Egyptian Artist Ahmed Abdelkareem

Writing about the prominent professional Egyptian plastic artist Ahmed Ab-
delkareem is not an easy task, as we will be dealing with an experience
that has many manifestations and multiple sources. It is an experience
that reflects a broad knowledge of history, anthropology, the enormous
visual artistic inventory of the Egyptian Pharaonic civilization in particular,
and the Islamic artistic heritage in general. It shows an in-depth study of
the history of signs and symbols, as well as adherence to research, attain-
ment, and insight into all developments of the visual arts, and openness to
various contemporary universal fine art trends.

It suggests prevailing expressive styles that are based on immersion in the
essence of existence through seeking artistic and philosophical values in
the essence of the physical form and the external manifestations of nature.
His experience moves between metaphysical options while not forgetting
the sensory nature of things in the external and natural world to activate
the tangible life through new images that change the structures of form. In
other words, the artist undermines the fetishistic constructions of nature,
reality, and the model, to transform concrete existence into an inspiring
material, from some of its components, establishing systematic construc-
tions that give his product a magical character. The painter’s creative abil-
ity to coordinate, modify, and invent shapes is evident. In this process, he
stimulates his mental, imaginative, spiritual, and emotional references, in

performances of high levels through which he establishes his principles in
viewing existence. Hence, the structures don’t take on a purely figurative
style, but they receive a great deal of emotional intervention by the painter
based on pure drama, diving into the heart of the scene and beyond the
natural landscape.

In his compositions, Abdelkareem avoids details that seem crude or re-
dundant to the requirements of the work and replaces them with vocab-
ulary that he conjures from imagination so that in the end a new world is
formed, built within the images to resemble art. In this world, the concepts
of metaphors and connotations expand to include the physical and the
metaphysical world. The latter is the abstract aspect, which appears to
the recipients as a hint in the pictures but is not figured in visible material
entities. Rather, it remains a transparent hovering state in the paintings,
proving that behind the material vision, there is another hidden vision cre-
ated by the heart and insight. The painter conveys it to the recipient with
his insight and the indications of his spirit immersed in the majesty of exis-
tence in such readiness and a state of sublimation.

In other words, the game of substitution, selection, modification, and sym-
bolizing creates the creative character of the artist's style; the more he
manipulates shapes and strips them of their actual functions, the more
artistic values rise and the aesthetics become more established. In his
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that happens inside the painting is happening to infiltrate us like love. Even
the water in his natural scene, which is the legendary element that makes
life possible and a means for all the senses, we also find it sneaking into us
softly. Nature scenes are characterized by clarity of composition and light-
ing, which gives a tremendous effect that sometimes gives the shadows
light with distance until we almost feel that the world around us is covered
with light. His palm trees are sprinkled with sunlight so that they appear
joyful, bright, and light like a feather, saturated with the sun with shades of
color and its fragrance. Some of the paintings are covered with a special
glow, but it is not complete, even if its effect appears in another painting. In
other paintings, his motifs appear braided with white waves.

Painting Splinter Technique

The artist introduced a new technique to his artworks. He told me that he
was inspired by the effects of Ebru art, drawing on water, and the effect
of burning the glaze of pottery, through an effect he presented in this ex-
hibition with mixed acrylic colors and water. Intellectually and directly, this
technique gave him more than what he intended. The shape and form on
the surfaces of his paintings are similar to fractals as well as the earth’s
clay masses that are the results of volcanoes, and many other elements
of nature. The surfaces of his new paintings seemed like fragile surfaces
subject to repetition using the technique of coincidence in layers of homo-
geneity, reproductions, and transformations, so that his new technique be-
came a dynamic process of appearance and reduction, with a quiet pulse,
as if it were a cloud moved by the wind above a surface. It is reshaping
itself in an unnoticeable way for the viewer. His new technique fascinated
the painting surface with thick paint and with gaps of crispness and light.
The Color

For years, the brown color has distinguished the paintings of the artist Ab-
delkareem. It is the color that the great masters considered the only true
metaphysical color. It was used by Rembrandt and the artists of the Dutch
school that melted into the art of Rococo. Abdelkareem has been chasing
the brown color for years, perhaps because of its great advantage as a
symbol of spatial infinity.
In the large paintings in his exhibition, the brown color with its strokes
is breathing and the strength of his new technique is evident. His paint-
ings with their usual technique are dominated by luminous colors; | do not
mean the light color, but | mean the luminous color that imparts vitality that
moves above the surface as if another life was present. The viewer feels
this life heading towards him, loaded with hot color and the sounds of the
animals of his paintings, including horses, cows, birds, hoopoes, curlews,
water, and the rustling of trees. It overflows with a sense of determination,
and the red color is applied through the intense brilliance of the paintings.
In his paintings, the color space competes for dominance, even if it seems
unstable between the layers of darkness and the light. The glow of the gold
paper installed in some paintings is activating the surface of the painting
and the color. The artist’s total reliance on the color range seemed to cre-
ate tension between it and many forms due to the irregular edges, which
generate energy within the painting and between them. In a few paintings,
the weight of the heavy color is evident between extreme density and la-
ziness.
Abdelkareem’s painting bright colors evoke a state of melancholy, as if
they were the sparkle of the golden red sunset, associating more with na-
ture, not its representation.

Critic Fatima Ali
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Ahmed Abdelkareem’s painting grows the first impression that character-
izes the artist’s journey through his many successive exhibitions. It rep-
resents time layers similar to the rings of a tree trunk accumulated on the
surface of his paintings at the same time, as in his current exhibition at the
Nile Gallery, entitled Boats of lllumination.

Through his artistic journey, Abdelkareem created a special biology for his
paintings through their technical chronological sequence. In all corners of
his paintings, some ancient forms and elements are refigured with new
symbolism based on an old concept, as if they were new paintings waking
up inside his previous dream. It is like a dream folding into another dream,
the first elements of which are elements of the paintings of the late nine-
ties. This presence is evident even without looking at the painting, | know
that its elements exist until | have become confident that the viewer has an
eye that sees and a hand that touches a world that is not alien to it. The
growth and continuity are due to the artist’s sincerity and ability to translate
his world into an image that we clearly understand. We saw the artist's
elements, vocabulary, and animals in his paintings growing before us from
one stage to another over time.

Therefore, | believe that time is important in Abdelkareem’s paintings, and
this exhibition is a confirmation of the time of the artist's experience, which
has not stopped growing from one show to the next. Even the vastness
of the space in his last painting became part of the vision of the artwork
until shapes began to exist from one painting to another as if there was a
visual spirit roaming between the paintings, and this field is not like paths
of movement within the painting or a narrative topic that can be traced.
Most paintings only produce an impression as what is visible before us
is only hiding a part of the wall erected behind it; there are no invisible

dimensions in his paintings. His new technique revealed the skin of the
painting symbolically bearing the idea of the growth or accumulation of
signs of the passage of time. In this exhibition, the artist's primary reliance
on his geometric botanical decorations, whose growth slowed down, was
greatly reduced, so that the concept of the painting’s drama and nature
illuminations began.

Abdelkareem’s paintings represent images inspired by nature crowded
with its elements, while nature painters depict emptiness or the open air,
which does not exist here. For example, Rembrandt depicted the land-
scape as a cosmic part, Manet depicted it as if it were next to a factory or
power station, and Abdelkareem depicted it as if it were next to his house.
He does not change it or move away from them. Therefore, it seems as if
there is no time governing its internal movement; it appears as a suspend-
ed scene that does not leave it, as in the artist’s mind.

His rural paintings, with their animals, plants, and water elements, do not
imitate the revealed nature, but rather they are transformed into paintings.
They are as if they create a balance in the environment that governs the
world, as a partial structural drawing of the pulsation of the world around
us. This pulsation is due to the vitality of the relationship between the dry
and the wet texture, the sensual, dark, quiet, transparent, and the material
depiction. The plant in the paintings suggests the combined existence of
its elements, even if it is for the sake of one plant. All the paintings are
revelations of one thing, as a metaphorical reading of life, the earth, and
its animals as part of the spirit of the world, so that we can almost feel the
power of the warm earth smell. Not just the color, his paintings have a lan-
guage that goes beyond spoken words and connects humans with other
beings. In familiarity, a single spirit flows between them, as if everything
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covers his works. | meant to point out that there is a splendor of the place
and an influence that is still being explored in the meaning of manifestation
and living in the metaphysical, as it is a necessity in the making of art. It is
something that Abdelkareem is aware of with the skill and permeability of
the artist, and he continues to test it in the paths of his artistic experience.
His wanderings between southern and northern Egypt became an expres-
sion of a movement encompassed by the intimacy of knowing the hidden
meanings of things and seeking this hidden dimension.

Over the years, experience has proven to Abdelkareem that what governs
him as an artist will remain restricted by the necessity of searching for
the metaphysical, which has given his imagination a value that shouldn’t
be overlooked; the intuition of the existence of things became equal to
him because of the meanings they carry, which do not resemble others
except in the margins, and they never aspire except to reach their source
from his previous experience. Realistically, the experience carved for him

a path that led him from the hoopoe of the neighbor's daughter to a ferry
reaching him to the western mainland, then the Dahshur alphabet and the
names that follow it, taking care to express the content of his exhibitions.
In turn, we realize that the pyramid and the face of Akhenaten, as much as
they are connected to the past, have come to make the difference in the
existence of the hoopoe and the donkey, the palm tree, the horse, and the
Nile and its boats, trees, and fish. Since then, too, the vocabulary in his
imagined world has ceased to be mere motifs that give up their entities in
the coming morning. For him, they are still entities that exist within him and
before his eyes as symbols that breathe and interact. Therefore, they had
to carve their presence into his personal experience and move with him
as an alphabet that presents the conditions of its existence. The evidence,
then, is that the artist began pinning on it hopes to attract astonishment
and perception figuration, and they are accompanied by an intuition that
continues to be renewed and mutated within his painting.

Dr/ Mostafa Issa
Artist and Researcher on Contemporary Art Aesthetics
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Its Earth is Saffron
Research on the Nostology of Place and Things

In the experience of the artist Ahmed Abdelkareem, the painter inside him
is still paying attention to a space that lies between reality and imagina-
tion, which is filled with a special, non-neutral language. It is inspired by
solo and group depiction in various ways. At times, the artist's eye and
conscience are attracted to search for a hidden truth, and at other times,
he allows the imagination to make several reductions that depend on an
ambiguous dimension; according to the language of art, it falls within the
scope of modification and synthesis, and reforms vitally an image of spe-
cific reality. This artist includes the vocabulary that surrounds him accord-
ing to his law. He is mostly governed by a long contemplation of the visuals
and a wise introspection of this unknown ambiguous vision. After that, he
takes his step toward a white surface waiting to be filled with glowing pas-
sion, leaving behind signs and symbols that have become like a fine art
alphabet that can be renewed from one stage to the next. The question
remains, then, about what it means for imaginations to be born from within

a reality that creeps into the ocean of its vocabulary moment by moment,
and about what it means that this inspiring presence of the bird of Solomon
the Wise is repeated, in addition to a paper boat that may swim or anchor
on the borders of his painting, or a palm tree whose color calls for different
dimensions in the matter of interpreting its presence between nature and
art with certainty. Abdelkareem strives in his search for everything differ-
ent that may carry different tastes and wisdom that has come to create its
language from the splendor of the moment and surround it or attach it to
remnants of life experience and color. Abdelkareem'’s choices of vocabu-
lary around him become equivalent to an act immersed in the intuition of
the moment that may be repeated, as if there is an expression of nostology
that shades the distance between it, without faltering or misleading. Since
then, no single motif has escaped outside its context before it creates a
relationship within his painting. Perhaps he perceives it with his intuition,
and he searches in this ontological dimension for a form of the style that
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for two years and this affected his human life and creative production. He
wrote: “I went to the woods because | wished to live deliberately, to front
only the essential facts of life, and see if | could not learn what it had to
teach, and not, when | came to die, discover that | had not lived.” In this
context, you can monitor the development of the artist’s creative program
through his series of annual and continuous exhibitions since the 1990s,
which indicate a unique type of artist who devoted his life to lines, colors,
and knowledge. Almost a painting is not devoid of philosophy, a statement
of knowledge, and intertwined relationships that bring together history with
the present and future moment. To those concerned with understanding
and interpretation, he appeared as if he were the guardian of human her-
itage in general and of Egyptian heritage in its cultural and artistic speci-
ficity. He was serious in approaching his paintings and became part of this
heritage. He is the ancient Egyptian who is proud of his glorious civilization
extending deep into history and its genetic depth. He is the Sufi who is
immersed in the processions and boats of shining. He is in harmony with
the hoopoe and interacts with it and what it symbolizes as it is the symbol
of penetrating insight, the wondrous bird of secrets, the messenger of the
prophets, the bearer of difficult tasks, and the teacher of humanity as men-

tioned in the sacred text. He is the believer in the tree and the believer in
its height, beauty, and patience. He is the son of the earth with its secrets,
light, fire, and the story of its first human.

| am not one of those who announce the death of the artist within his cre-
ative product, whether it is a painting, a poem, or other forms of art. The
biography and history of the artist, the challenges, and experiences he
was exposed to during his life and knowledge journey, his wanderings, ob-
servations, isolation, immersion, perhaps his dreams, nightmares, human
relationships, private moments between fading, shining, and love are all
monitored by the eye of the academic researcher and intellectual. Per-
haps the ordinary person is also depicted in his exhibitions as he does not
only depict his conditions, but he raises within him the beauty, astonish-
ment, and the question that leads to a multi-polar philosophical movement,
answers, and even more questions. Art, in this sense, can help humans
reach higher levels of understanding and insight, which allows them to
live a fuller and more meaningful life. This justifies the interest of Western
countries in artistic institutions and the plastic arts in building the human
being and maintaining his balance. According to Aristotle and Heidegger, it
is a tool to help us become the best version of ourselves.

Prof. Salwa Gouda
Ain Shams University



greatest manifestation at its highest levels, which appears, as the support-
ers of the Romantic movement believed, in the late eighteenth and early
nineteenth centuries, in moments of isolation, stillness, peace, unity, and
tranquility.

The artist belongs to nature and the earth, which is an innate tenden-
cy that may lead those who follow it to the monotheism that the ancient
Egyptians reached in their intimate relationship and contemplation of the
relationships that bind humans and all creatures. It is the belonging that
Aristotle referred to in the fourth and fifth centuries BC in his theory about
art and its relationship with nature, in which he considered all art to be a
simulation of it. It is the view that bridges the existing gap between the
sensual and the spiritual feelings. The simulation that Aristotle intended
is not a negative transfer of the external visual worlds, but rather a higher
stage of reduction, formation, composition, and emotional condensation
that reveals the places and depths of aesthetics. Aristotle also pointed
out that humans love the process of simulation because it explains this
complex relationship between what is observed with the senses and what
is perceived with the mind and logic. Art imitates nature and complements
the shortcomings that hinder highlighting its beauty and majesty. Art in this
sense is the manifestation of truth according to the German philosopher
Heidegger, and truth itself is a manifestation of existence, and works of
art are the only things capable of revealing the truth. The artist speaks to

it and establishes dialectical relations with it to bring out a new creative
composition to exist and be inspired by it. It is the artist’s first muse that
opens wide the storehouses of its secrets to him; Abdelkareem’s works
bear this Aristotelianism. We do not ignore the impact of his early upbring-
ing in the Egyptian countryside, and the impact that had on his personal
and artistic characteristics. The aesthetic experiences were brewed within
him and appeared in a stream of fine art paintings that express what he
lived, understood, and realized. He does not create worlds that he has not
lived and experienced.

Therefore, he has gained the credibility of his followers. He believes that
art is a human construct and should not be seen as a repetition of nature.
He presents an imitation of the ideal, which can be found in the sciences
of aesthetics and the search for truth and moral patterns. He accompanies
innovators in all types of creative oral and written performances, including
poets, novelists, and playwrights. They lived in the same environmental
conditions, including Shakespeare, who lived in the Stratford-upon-Avon
area, which is a beautiful ancient city, where beauty was his first and only
teacher, and the “Lake Poets” in England, who lived around the lake and
were influenced by the charming natural life on its sides and formed the
Romantic movement, which is the real transformation in human thought
and the art movement. | am also reminded of the novelist Henry David
Thoreau (1816-1862) in his novel “Walden” 1854, who lived in the forests
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Artist Ahmed Abdelkareem,
the Philosophy of Nature and Simulation

The plastic arts, especially the visual ones, are among the creative arts
rooted in human consciousness. It has leadership in recording the human
cognitive journey since its first birth and was recorded by ancient civiliza-
tions such as the Pharaonic, Greek, Roman, Indian, and Chinese civiliza-
tions. It is the art that flourished during the Renaissance and Enlighten-
ment era in Europe and reached new horizons of creativity and innovation,
including its imaginative, aesthetic, and cognitive content. The study of art
from all over the world and from ancient times to the present day is not
only the method that has enabled us to understand and assimilate every
aspect of history and human experience but also it is a method to trace the
history of human ideas and their development. Therefore, works of art are
viewed as a means of understanding the world and the societies in which
they appeared. When contemplating a fine art painting, it conveys you
to the cultural and philosophical background of this era and perhaps the
political and psychological conflicts and their impact on the movement of
lines and colors. From this standpoint, it was affected and influenced this
period, expressed it, and even born the burden of monitoring and preserv-
ing it for generations to come.

Exhibitions of the visual and academic artist Dr. Ahmed Abdelkareem
(1954), winner of the State Award for Excellence 2022, presented many
philosophical and aesthetic problems and issues, including history, anthro-
pology, and the enormous visual artistic storage of natural life, before mod-

ern civilization assassinated it and cast a shadow over it through matter
and stagnation. They present also the Pharaonic Egyptian civilization, the
Islamic civilization, and the history of signs and symbols striking in per-
sonal and collective consciousness, as Gustav Carl Jung (1875 - 1961),
the founder of analytical psychology, pointed out. The artist presents a
stream of lines, colors, and themes; he gives a combination that is enjoyed
by specialists in the plastic arts, amateurs, and those with an aesthetic
instinct. We stand at the corner of the arts that call for the knowledge and
aesthetic inventory, reading and life experiences to revive what is hidden
in the corners of memory. The single painting in his exhibitions is subject to
many interpretations and readings; interpretation is that natural tendency
for understanding based on realistic facts; as for the readings, it is sub-
ject to many influences related to the reader’s cultural and educational
background, his color, expressive, social and political experiences, and
perhaps his personal and contemplative traits. Therefore, readings dif-
fer according to people and degrees of awareness. The critics often stop
at Abdelkareem’s exhibitions titles, including Sycamore, the Heart of the
Hoopoe, Its Earth Is Saffron, Boats of lllumination, the Earth, and the Tree
Climber, all of which indicate his faith and confidence in his Pharaonic and
Islamic historical heritage and the head Sufi tendency in which opposites
communicate to create one harmonious, balanced, and absolute unity, the
flow of which is not hindered by violence, conflict, or abandonment. It is the
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| installation art in dahshur desert - 1990
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Sanders Pierce (1839-1914) introduced.

As for the Arabs, especially the people of the Maghreb, they called for
translating it into “semiotics” as an attempt to define the term, and semi-
otics is a real word in consideration, because as an Arabic word as Dr.
Mu’jib Alzahrani says it is linked to a linguistic-cultural semantic field. It has
many words in Arabic; whatever its name was it belongs to structuralism,
as structuralism itself is a systematic approach to studying different sign
systems in general culture.

As long as we are in this context, it is worth noting that Abdelkareem himself
is one of those concerned with such topics. He has several theoretical ef-
forts in the field of semiotics, in addition to other research revolving around
visual symbols and the aesthetics of surface touches, which reveals the
depth of the intertwining of the two parts: the applied technical side and
the symbolic conceptual view in his creative mental structure. However, in
his works, he only intends to apply rigid theories and insert them into the
space of the artwork. He is not one of those people who are in the grip of
theory and submit to its overwhelming influence. Rather, what guarantees
freshness and spontaneous nature to his works is his liberation from the
influence of the academic saying in the heat of his artistic performance.
The point here is that his mentality is loaded with the concepts of the
aforementioned research fields. It acts as a nourishing tributary for an un-
conscious filter that it conjures as it flows over its pictorial surfaces. Thus,
the signs and their mental, symbolic, and theoretical contents set out at
a distance with his paper boats, remained firmly planted in the blocks of
his village houses on the horizon line of the painting, or exploded in color,

drawing the outer borders and shadowy spaces of his objects emerging
from the blur of his tactile transparency. The energy of the semiotic sign is
the same that enables Abdelkareem to close his conscious eye, to stare
with his inner emotional eye in all its breadth, to see in the arrangement
of the outer bark of the palm tree a paper boat, so that the vertical height
rising towards the top in the trunk of the palm tree, turns into a steady hor-
izontal flow, under which layers of bark accumulate in a wave break that
restores and responds to the flow of the Nile.

Thus, using a pictorial image, Abdelkareem succeeds in demolishing the
basis of the opposition of the horizontal to the vertical design, to surprise
us without technical concavity and without resorting to complex solutions
with what we did not expect, under the pressure of our submission to
pre-prepared concepts. This is something worthy of urging us to re-read
his works again according to a different approach, one that does not care
about the superficial, the usual, and the repetitive style. It is something that
| believe is worthy of revealing more of what has not yet been discovered
in the depths of the experience of this unique and always fresh artist Ab-
delkareem.

Dr. Yasser Mongy
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playing the role of underlining, and overlaying layers in successive de-
grees; the signing, marking, and planning come in parallel aligned wavy
linear tremors, evoking the softness of water in the silhouette of the Nile,
and emitting the genius of the ancient Egyptian solution to the concept of
water in the mural paintings. Abdelkareem is good at employing a zigzag
broken-bended entity as a visual, tactile, decorative, and figurative pres-
ence at the same time.

He guarantees the quality of diversity in unity for his surface, and he com-
municates through its semi-transparency with the continuous color layer
below it, producing harmonious variations on the tonal key of each paint-
ing. Then he often plays the role of a blurry transparency that splits in
some places through it appears grazing reassured birds, Nile boats mov-
ing slowly with their passengers, and palm tree trunks bearing female
fertility and promising a generous vision. Other times this parallel water
depiction recedes and shrinks into a precise corner of the painting to play
the role of a floral ornamental inscription on the bodies of his fish, birds,
and people. If you contemplate it closely, you will find yourself facing an
accumulation of symbols, signs, and touches, summarizing in its old note-
book the summary of inherited memories and forgotten stories, whose
echoes still permeate the piles of reeds and grasses in the swamps and
ponds of the Egyptian countryside. This is what Abdelkareem encourages
you to imagine without seeing it directly when he takes his compositions
as a cumulative structure in which the color and linear spaces alternate
across each other, or the divisions of the pictorial surface follow one an-
other structurally, in a way that makes you feel that you are observing

hoopoes, Nile ducks, boats and trees, while you are sitting on one of the
islands of driftwood in the middle of the Nile. The stalks of reeds surround
you and the clumps of grass hide you, so you have no choice but to peek
through the openings of the plants.

However, the aesthetics of Abdelkareem’s works do not just recede into
the repercussions of the visual sign according to the transformations of
ancient (semiotics/alchemy), but rather leave it and travel with it in de-
velopment towards dealing with semiotics as a semantic science and a
modern specialty that is guided by the image as much as it is guided by
writing. When the modern era came, the term semiotics acquired a new
meaning, which made it move from the context of chemists to the context
of linguists, because the scientist Ferdinand de Saussure (1857-1913)
had proposed the term Semiologie, so the Parisian semiologists used
it in their field; from here, this term remains a useful way to distinguish
their work from the global semiotics of Eastern Europe, Italy, and the Unit-
ed States. Arab linguists called this science semiotics and translated it
sometimes as symbology and sometimes as semantics, and they quoted
Charles W. Morris (1903-1979) that the science of semiotics is concerned
with the meanings of signs before they are used in a specific statement or
utterance, and semantics according to Morris leads to the study of what
De Saussure called: connections and what the later semioticians call lists
of exchange. Paul Ricoeur (1913-2005) tried to prove that semiotics is
concerned with exchange relations only. The Europeans prefer the term
“semiology” in adherence to the Saussure homenclature. The Americans
prefer the “semiotics” that the American thinker and philosopher Charles



spoken sounds: we repeat after the teacher the names of the pictures
of existing beings. At the same time, we receive the shapes of the letter
signs that make up the alphabet of speech. By luring us, Abdelkareem had
succeeded in interweaving the pictography and the ideography with the
logography and the acrophony of the stages of written, pictorial, and spo-
ken language; he turns his pictorial surface appearance into a linguistic
visual inscription that articulates the image with the tongue of the sign; he
is constantly practicing a kind of alchemical transformation of the core of
the ordinary image, aspiring to the preciousness of the cognitive treasure
of the semiotic sign. However, this, in turn, requires some clarification, as
there have been many writings that have dealt with the science of semiot-
ics from different angles, some from a traditional point of view, and others
from a modernist point of view. The Arab reader was at a loss to reconcile
the concept of semiotics in its traditional meaning, and the concept that
the term acquired at the hands of those working in semantics, or those
working in linguistics in general.

Abdelkareem’s visual vocabulary even if it is inspired by references from
the Eastern past, and based on a visual cultural heritage, it does not cease
to reveal its recipient with a transformative, chemical effervescence, in
which the drawn image and the written sign oscillate in pendulum move-

ment between the cognitive and aesthetic spaces. His free-ranging crea-
tures depicteded on his pictorial surfaces interrogate the recipient’'s sub-
conscious and prick him, sending forth from the bottom of the legacy of
meanings, which had previously been accumulated by successive civili-
zational generations on the land of his country. In this way, they evoke the
role of the symbol and the sign in a way that exudes mental aesthetics of
a special nature, centered primarily on the energy of the metonymic and
allegorical styles. At the same time, these same words continue to tickle
and caress the eye of their recipient, providing them with an ample oppor-
tunity to contemplate the pictorial skills and combinations of wording and
color solutions, which Abdelkareem is good at composing them, to present
applied models that echo the skillful experiences he has accumulated in
his extensive artistic career.

At times, he amazes you with flows of thick colored dough, flowing across
the surface space with their borders sometimes overlapping or separating
at other times, or overlapping in illusional transparencies that do not care
about mathematical logic, so that at the core of them are hoopoe lurking
on the water, or standing and perched on central masses, as if they were
a witness monitoring the emergence of existing entities at the dawn of
creation and cosmic emergence. The color paste often flows in his works,
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The Semiotics of the Sign and the Transformations of the Image of
Ahmed Abdelkareem

Ahmed Abdelkareem confronts us this time by urging us to try to fill a
defective gap. It is located within the methodological framework of the
critical approaches that have always dealt with his works, limiting them
to an arbitrary classification that confined them to the category of heri-
tage. This is a result of the deception of its visual vocabulary with Eastern
roots at times, and sometimes with the temptation of making it easy in
critical reading. In fairness, this dilemma is not limited to Abdelkareem
and those who read and analyze his works only; rather, it is a predica-
ment with ties that bind several Arab critics, who continue to take heritage
as a pre-prepared concept without in-depth analytical reference for the
works of many artists, who were taken by the task of exploiting an East-
ern visual vocabulary seasoned with a historical flavor. In this context,
pre-prepared descriptions and classifications have accumulated; this is a
folk artist simply because motifs that evoke the smell of the countryside or
the memory of the neighborhood appear in his works; this is an Egyptian
artist because ancient Egyptian ghosts or hieroglyphic variations are on
the surfaces of his paintings, and this is an Islamic artist simply because
he used allegorical decoration or relied on the calligraphy, etc, reaching
the end of molded and repetitive descriptions and classifications, which
are often identified by the shortcomings of the methodological tool. Thus,

perhaps we can imagine how many times Abdelkareem’s works have been
wronged when the pre-prepared concepts carefully dissected them with
the superficial heritage sayings, forcibly cramming them into the Egyptian,
folk, and Islamic molds, without paying attention to the visual narrative
they contained. He owes captivating appeal to a very complex internal
process, in which the alternation continuously alternates between the cog-
nitive sign and the aesthetic image, according to a delicate mechanism of
transformation from the purely visual view to the notarial and written one.
This guarantees Abdelkareem’s works the right to be rediscovered as visu-
al inscriptions and not as pictorial surfaces in the usual consumed sense.
Here we get to the heart of what Abdelkareem presents to us in his current
exhibition, and it is the same as what we have previously seen repeatedly
within the cycles of the wheel of the development of his artistic experience.
Is it possible, for example, to ignore the temptation inherent in his paintings
of hoopoes, animals, and fish, when their signifying mirror provokes us to
pronounce audibly: hoopoe, donkey, duck, fish! when reviewing his works
one by one, we reminisce again about the first memories of education in
school and kuttab (old-fashioned method of education in Muslim majority
countries), when we were exploring the beginnings of the first relationship
with readable writing, through explaining the image, across a bridge of
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in harmony with his inspiring surrounding nature in Dahshur, besides the
essence of the earlier environments, as mentioned before. That brought
him to the spiritual experience as if he, in his earthly-heavenly journeys,
took a boat to the horizons of brilliant illumination. The progression is re-
alized, from the evident use of elements of humans, animals, birds, and
boats, employing the line with his black brushstrokes sometimes and ra-
diant-white brushstrokes other times, to the complete integration between
the elements and their spaces as two correlatives that make the picture
seem as a decorative weaving, including the relative combination between
the elements and their contexts that vary between inscriptions, stars,
leaves, sea and river waves, and other surrounding spaces, with which he
raises the visual splendor of the painting.

On the other side, Abdelkareem distills light in his work "The Magnificent

Inscription 1", in which he brings together birds, fish, houses, domes, and
trees in a flood of magnificent light dominating the scene as if he wanted
to take the viewer to the thresholds of the paradise of illumination. He
then reaches the essence of light in his work "The Magnificent Inscription
2", in which he brings down all the organic to keep pulses of pure light
filtered through the enchanting mix of domes, pyramids, obelisks, plant
branches, and human faces through an essence of light that he brings to
a regular visual and spiritual rhythm through the spontaneous decorations
and magnificent inscriptions inspiring the distillation of the elements into a
transparent vessel.

Perhaps at this brilliant stage, the viewer may see that after a long, spiritu-
al, creative journey to the horizons, Abdelkareem reached the essence of
illumination with his boats.

Mohamed Kamal
Alzamakan magazine, Issue No. 16, March 2022
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In the Painting Experience of Artist Ahmed Abdelkareem:
Going to the Horizons with the Illumination Boats

The ancient Egyptian culture remains a home for human movement from
the visible to the hidden, from the prison of the body to the freedom of
the soul, and from transformations to immortality. In this framework, the
belief in life and the great resurrection dominated the development of the
concepts of the ancient Egyptian that, with the dawn of that integrated civ-
ilization, has become a source of ideological joy in most parts of the world
until now. That affected the feelings and work of the creators, primarily a
handful of plastic artists. The most notable among these artists has always
been the great artist Ahmed Abdelkareem, who graduated from the Design
Department of the Faculty of Art Education in 1981. He left Cairo and the
chaos of life to the village of Dahshur, which he knew through his profes-
sor, the eminent artist Farghali Abdelhafiz.

Dahshur is on the line of contact between the green western strip of the

Nile and the sands of the Western Desert, where the pyramids of Sneferu
and the pyramid of Amenhotep, father of Akhenaten, stand. Abdelkareem
experienced the new life and the spirituality of the place; he found his old
friend, "the hoopoe", which became one of his most important compan-
ions, besides all the creatures in the same ancient Egyptian geography.
His experience, "lllumination Boats", exhibited in the Nile Art Gallery in
Cairo, was the product of his life in diverse environments resting on the
walls of his conscience like a mosaic. In this experience, he presented
a collection of acrylic canvases, relying on the immersion of the surface
in water after coloring, or maybe before, to produce those spontaneous
textures rich in cracks and leaks parallel to the coherent structure. That
enriched the scene with that mix of intentionality and spontaneity with a
bold performance showing no fear of the white surface, building on being
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Burullus boats - in the artist’s studio - Dahshur
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100 x 100 cm - Acrylic on Canvas - 2006
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| 100 x 100 cm
Acrylic on Canvas - 2006
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150 x 200 cm - Acrylic on Canvas - 2013
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Prize in the field of decoration and advertisement, May 15th exhibition,
Supreme Council for Youth and Sports 1979, First Prize for the youth fine
arts exhibition in the field of design and advertisement 1980, 1981, First
Prize for military scientific research day in the field of arts fine art while
performing military service, First Prize in painting for the 23rd and 24th
pioneer exhibition, Society of Fine Arts Lovers 1983, 1984, Certificate of
Appreciation for a work of art executed with various materials, Society of
Fine Arts Lovers 1987, painting award for the contemporary young paint-
ers exhibition at the Faculty of Fine Arts, Minya University 1988, Second
Prize in the Cairo Opera House competition 1988, Jury Incentive Award
of the 1st Youth Salon 1989, for the art of drawing, Jury Prize of the 8th
Youth Salon, prize of the chemical society at the Faculty of Science 2001,
Plaque of the General Authority for Palaces of Culture 2010, State Award
for Excellence in the Field of Arts 2022.

International Awards:
The Gold Award for the “Colors of Saudi” fine arts exhibition competition,
Saudi Airlines, Jeddah 1990, the First Prize for designing an environmen-

tal conservation poster, King Saud University, Saudi Arabia 2001.

Private Acquisitions:

He has acquisitions at individuals, including Dr. Youssef Elraheb, Dr. Abla
Hanafi, and Dr. Sherif Khattab, Italian consul in Alexandria, French am-
bassador in Cairo, Madam Mubardy owner of Ezalo company, the great
architect Gamal Bakry, the artist Mina Sarofim, and the leading Saudi artist
Munira Mosli.

Official Acquisitions:

Supreme Council for Youth and Sports, “Colors of Saudi” fine arts exhibi-
tion Saudi Airlines, Military Research Authority, Cairo Opera House, Cairo
International Convention Center in Nasr City, Museum of Egyptian Mod-
ern Art in Cairo, Raja Hotel in Cairo, Hilton Hurghada, Egyptian American
Bank, Jeddah International Airport Projects Authority, Extra Gallery, Four
Seasons Hotel, Garden City, Cairo, Kempinski Hotel, Cairo.



lek Art Center, April 1993. He participated with the Analytical Approaches
to Defining Decorative Painting, Scientific Journal of the Faculty of Arts,
Minya University, Volume 12, January 1994. He presented the heritage
role as an experimental approach to decorative designs, Egyptian Cultural
Center hall in Paris, Saint-Michel, February 1994, the impact of technical
approaches on achieving the appreciative movement of color in decorative
designs, Jeddah Fine Arts Atelier 1996, the role of preparatory drawings in
the construction of decorative design, the Artists and Writers Group (Cai-
ro Atelier)1998, the role of intentionality and spontaneity in the design of
decorative paintings, Journal of Educational and Social Studies 1998, the
relationship of the doctrinal content to the design figurations of the sym-
bols of the murals of the tomb of Tuthmosis Ill, Journal of Educational
and Social Studies 1999, and employing contrast values to achieve a bal-
ance between fine art motifs in decorative designs, the Artists and Writers
Group (Alexandria Atelier),1999.

Research in Publication:
Modernity in Islamic art, spirituality in design, the specificity of art and the

artist in the modern era, the issue of effect of the young artist and how he
is influenced.

Workshops:

He gave a workshop on installation artworks, Palace of Arts, Youth Sa-
lon 1999, a workshop with the children of Marsa Matrouh Governorate,
Siwa Oasis, on supporting Palestinian children, the Intifada, with artists
Mohamed Abla, Abdelwahab Abdelmohsen, and Salah Elmeligy. He led a
workshop with the children of the city of Rafah about the October 6 War
with the artist Abdelwahab Abdelmohsen, 2001. He had a critical reading
of the works of the artist Omar Hamdi “Malva”, Roushan Gallery, Jeddah,
April 2002. He had a workshop in the field of engraving, Leadership Devel-
opment Center, Riyadh, Saudi Arabia, the cognitive framework of art ap-
preciation and criticism for Saudi artists 2003, and a workshop for young
artists in Siwa Oasis 2010.

National Awards:
Incentive Award for designing the food security postage stamp 1978, First



International Group Exhibitions:

Development of Egyptian-Dutch Relations, Amsterdam 1988, Contempo-
rary Youth Painters, Madrid, Spain 1988, International Annual Exhibition
of Small Drawings, Canada, Toronto 1992, Odega exhibition in Spain for
Small Engravings 1994, Exhibition of Non-Aligned Countries, Jakarta,
Indonesia 1995, Spring Salon, French Embassy, Riyadh, Saudi Arabia
1996, the 6th International Cairo Biennale, Museum of Egyptian Modern
Art in Cairo 1996, “Colors of Saudi” fine arts exhibition, Saudi Airlines,
Jeddah 1997, “Supporting the Palestinian Intifada” Gaza, Ramallah, Pal-
estine 2000, Contemporary Egyptian Art, Portugal 2001, Contemporary
Egyptian Art, Madrid, Spain 2001, Arab Artists exhibition, Meridien Hotel,
Jeddah, Saudi Arabia 2002, The 1st International Luxor Painting Forum in
Luxor 2008, The Egyptian fine arts exhibition held within the celebration
of Francophonie Week at the French Cultural Center, New Delhi, India,
March 2009, “Arabic Selections”, Jeddah Fine Arts Atelier, Saudi Arabia
2010, The 15th Sharm EI-Sheikh International Festival 2014, Cairotronica
international symposium of Electronic and New Media arts at the Palace
of Arts, Cairo Opera House 2016, the 3rd International Burullus Forum at
the Palace of Arts, Cairo Opera House, March 2017, the 8th Bibliotheca
Alexandria International Biennale for Artist's Book, September 2018, The
5th International Burullus Forum for Painting on walls and boats in Kafr
El-Sheikh, October 2018.

Missions and Scholarships:
Internal mission from 1987: 1990 to obtain a Ph.D. degree.

Art Missions:

Design of a postage stamp for food security, Editorial director of the book
series “Horizons of Fine Arts” of the Egyptian Ministry of Culture, member
of the Board of Directors of the National Society of Fine Arts, member
of the jury of the Youth Salon of the Egyptian Ministry of Culture 1998,
supervisor of cultural seminars parallel to the Youth Salon, the Egyptian
Ministry of Culture 1999, member of the international jury of the 1st Tash-
kent Biennale, Uzbekistan 2001, member of the Saudi Youth welfare jury
committees from 2000 to 2006 Riyadh, Saudi Arabia, commissaire of the
2nd African Festival in Algeria 2009.

Writings and Cultural Activities:

He presented the various treatments of the fine art motif as a source of
decorative design in Akhenaten Gallery 4A at Zamalek Art Center, April
1991. He employed the symbol as a shape and ground in decorative de-
sign in the major gallery at the Alexandria Atelier, October 1992. He con-
tributed to the work of the international artistic and cultural workshop par-
allel to the Cairo International Biennale 1992. He patrticipated at the 2nd,
3rd, 4th conference of the Faculty of Fine Arts, Minya. He presented the
Role of Texture Structure in Decorative Design, Akhenaten Gallery, Zama-



1989, exhibition at Al-Khan Hall in Hyatt Regency Dar es Salaam, Cairo
1989, The Second Youth Salon 1990, touring exhibition in Sohag, Public
Culture Hall 1991, A Cry for the Kuwaiti People, Nile Gallery, Cairo, 1991,
“Giving” to recover the effects of the earthquake at Zamalek Art Center
in cooperation with the Fine Arts Sector and the National Bank of Egypt
1992, Syndicate of Plastic Artists exhibition for financial support for those
affected by the earthquake of October 12, 1992, the National General
Exhibition in Akhenaten Gallery, Cairo 1996, Autumn Salon in Akhenaten
Gallery in the Zamalek Art Center 1998-1999, the 27th and 29th national
fine arts exhibition 2001, 2005, “Contemporary Egyptian Painting 1", Kar-
mat Ibn Hani’ Cultural Center at the Ahmed Shawky Museum, March 2009,
The 3rd Fine Art Creativity Festival, the General Exhibition Thirty-Second
Session 2009, the 10th Pottery Forum, Saad Zaghloul Cultural Center,
Bait EI-Umma Museum, April 2010, the 4th Fine Art Creativity Festival,
General Exhibition, Thirty-Third Session 2010, exhibition at the new hall of
the Portrait Gallery in one of the pyramid hotels, August 2010, (6 x 6) Sa-
lon, Ismailia Culture Palace, August 2010, “The Hoopoe and the Egyptian
Identity”, Extra Gallery in Zamalek — November 2012, “Egypt, the Mother”,
Zamalek Art Gallery, Zamalek, March 2011, the 20th one-shot artists (plant
and wall) at the Fine Arts Lovers Association, December 2011, “Our Egyp-
tian Idenity”, Ibdaa Fine Arts Gallery in Zamalek, April 2011, “The Journey
of the Holy Family to Egypt”, Saad Zaghloul Cultural Center, Bait EI-Umma
Museum, June 2012, the 35th General Exhibition of Fine Arts, May 2013,

“The Caravan”, Al-Bab-Selim Gallery, Museum of Egyptian Modern Art,
Cairo Opera House, June 2014, the 3rd White - Black Salon, the Gezira
Art Center in Zamalek, February 2015, the 37th General Exhibition of Fine
Arts 2015, the 38th General Exhibition of Fine Arts, May 2016, the 1st
and 2nd Arab Creators, Ostraka Gallery for Arts and Creativity in Cairo,
May 2016, February 2017, exhibition for the benefit of Children’s Cancer
Hospital 75375 at the Mahmoud Mukhtar Cultural Center, February 2017,
“The Light of Shape”, third session, Palace of Arts May 2017, The 39th
General Exhibition of Fine Arts, session, September 2017, “Blue River,
Red Land - Egypt, the Alphabet of Presence”, dual exhibition with the artist
Mervat Azmy, Hanager Hall, Cairo Opera House, March 2018, the 2nd Nile
Freshwater Forum in Al-Qanater Al-Khayriyah, April 2018, “Come, Have
Fun with Us”, Khan Al-Maghrabi Gallery, Zamalek, December 2019, the
24th General Exhibition of Fine Arts, August 2021, The 1st Salon of Con-
temporary Art, installation, Palace of Arts, November 2021, Silver Jubilee
exhibition of the Faculty of Fine Arts, Luxor University, the major gallery of
the Faculty of Fine Arts in Luxor, December 2021, “The Scene”, Center of
Arts (Aisha Fahmy Palace), Zamalek, March 2022, “Art Collection 6", the
Nile Gallery, Zamalek, August 2022, the 43rd General Exhibition of Fine
Arts, Palace of Arts, September 2022, “Art Collection 7”7, the Nile Gallery,
Zamalek, March 2022, “Arabic Selections 2023", Dai Art Gallery, Mohan-
diseen and Zamalek, July 2023, “Beginnings” in the galleries of the Palace
of Arts, Cairo Opera House ground, November 2023.



Arabia 1996, “Paper Boats” in the Extra Gallery in Zamalek, Cairo 1997,
“Alienation...Paper Boats” at the Cairo Atelier 1998, “Boats of the Moon 1”
at the Egyptian Cultural Center in Vienna, Austria 1999, exhibition in the
Alexandria Atelier 2000, “Transformation” , installation , at the Akhenaten
Gallery, Zamalek Art Center 2001, “Contrast of Times”, installation, Cairo
Atelier 2001, “Boats of the Moon 2", Picasso Gallery, Zamalek — Cairo
2002, “Dahshur-T”, the Egyptian Academy of Arts in Rome 2002, The 1st
Memory of Things” at the Egyptian Cultural Center, Paris 2003, exhibi-
tion at Shaza Gallery, Riyadh, Saudi Arabia 2004, “Semiotics of Visual
Arts”, Alfaisaliah Tower Hall, Riyadh, Saudi Arabia 2005, “The 2nd Mem-
ory of Things”, Picasso Gallery, Cairo 2006, “Short Stories”, Picasso Gal-
lery, Zamalek 2007, “Akhenaten and the Transformation”, Ismailia 2010,
“The Hoopoe and the Ferry”, Extra Gallery, Zamalek 2010, “The Heart
of the Hoopoe”, Picasso Gallery, Zamalek 2012, “Hoopoe of the Neigh-
bors’ Daughter”, Picasso Gallery, Zamalek January 2014, “The Dahshur
Alphabet”, Al-Bab-Selim Gallery, Museum of Egyptian Modern Art, Cairo
Opera House ground, Gezira April 2014, “Homage to Al-Wasiti”, Zama-
lek Art Gallery December 2016, exhibition at Safarkhan Gallery 2017, “Its
Earth is Saffron”, Al-Bab-Selim Gallery, Museum of Egyptian Modern Art,

Cairo Opera House ground, Gezira, March 2019, “Boats of Illlumination”,
the Nile Gallery, Zamalek, December 2019, “Sycamore”, Al-Bab-Selim
Gallery, Museum of Egyptian Modern Art, Cairo Opera House Novem-
ber 2021, “The Tree Climber” the Nile Gallery, Zamalek, November 2022,
“Earth”, Picasso Gallery, Zamalek, October 2023.

National Exhibitions:

Exhibitions of the fine arts competition of the Supreme Council for Youth
and Sports 1980 — 1983, Helwan University festival of fine arts 1977 -
1981, pioneer exhibitions Fine Arts Lovers Association 1981 - 1984, Hel-
wan University youth exhibition of fine arts in Arish 1982, exhibitions of the
teaching staff of the Faculty of Art Education, Elsalam Hall 1983 - 1984,
Cairo Atelier Salon exhibition 1983 -1984, the General Exhibition 1984 -
1997, Nile competition exhibition 1984, exhibition inspired by the Egyptian
environment 1985, spring exhibition National Society of Fine Arts 1985,
Atelier salon exhibition, one painting 1987, salon of the National Society
for Fine Arts 1988 - 1991, Salon of the public cultural association, 6th of
October City 1988, “The Garden and the Square”, National Theater gar-
den in Cairo in April - May 1988, First Youth Salon, the Nile Gallery, Cairo
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Ahmed Abdelkareem

He was born on August 13th, 1954, He earned his bachelor’s degree from
the Faculty of Art Education, Helwan University 1981, and obtained Mas-
ter’s degree in Art Education, entitled “The Rhythmic Patterns in Geomet-
ric Islamic Art”, Helwan University 1985, and Ph.D. entitled “Content Anal-
ysis of Islamic Geometric Decoration Patterns” 1990.

Memberships:

Member of the Syndicate of Plastic Artists, member of the Artists and
Writers Group (Cairo Atelier), member of the teachers syndicate in Cairo,
member of the INSEA group UNESCO, Paris, the International Society for
Education through Art, member of the association of faculties of art edu-
cation, painting group.

Jobs and Professions:

He was appointed as a teaching assistant at the Faculty of Art Educa-
tion, Department of Decorative Designs, Helwan University 1981. He ob-
tained the degree of assistant professor in the Faculty of Art Education
for a group of researches in the field of foundations of decorative design,
Helwan University 1994. He obtained a professor degree in the philoso-

phy of art education, “Foundations of Decorative Design” at the Faculty of
Art Education 2000. He was the head of the art education department at
Al-Baha Teachers' College, Saudi Arabia 1993 - 1996, Vice Dean of the
Faculty of Art Education for Community Service and Environmental Devel-
opment Affairs 2006 - 2009, member of the Supreme Council of Culture for
the architecture and fine arts committee 2020 - 2021, and member of the
committees for the promotion of assistant professor and professor in the
faculties of art education.

Private Exhibitions:

“Sentimental Architectures”, Cairo Atelier, 1983, “The White Triangle”,
Round Gallery, Syndicate of Plastic Artists, 1987, the 3rd and 4th Black
Ink on White Paper, Akhenaten Gallery, Zamalek Art Center, Cairo, Shatby
Gallery, Alexandria 1989, touring exhibition in Sohag Governorate in the
public culture hall, 1991, exhibition at Akhenaten Gallery, Cairo 1991 -
1993, “Texture Dialogue and Crumpled Paper”, Cairo Atelier 1992 and
Alexandria Atelier, exhibition at Extra Gallery, Cairo 1994, exhibition at
the Cultural Center in Paris, Saint-Michel, France 1994, exhibition at the
Cairo Atelier 1995, “Paper Boats” in the Jeddah Fine Arts Atelier in Saudi
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Ahmed Kamal Eldin G.M. of the General Administration of National and International Exhibitions

Ofok Gallery

Salha Shaaban Art Member Hala Ahmed Art Member
Asmaa Ahmed Art Member Adel Atef Art Member
Nabila Ahmed Art Member Mohaed Adel Art Member
Riham Said Admin member Nashwa Mokhtar Art Member
Shaza Qandil Public Relations Hassan Essam Art Member
Salah A.Fattah Technical Support Hayat A.Galil Admin member

Translation Department
Islam Abdul Raouf Director of Translation Department

Bassant Saad Translator Fatma Farouk Translator

Graphic Department

Ayman Helal G.M. of Art Service for Museums and Expiations

Nesreen Ahmed Supervisor of Graphic Eman Hafez Supervisor of Graphic Dept.

Maha Mahmoud Arabic Language Reviewer Hamada Fayez Supervisor of Publications
Speical Thanks Artist / Ayman Lotfy -  Artist / Hassan Dawoud - Mr/ Ismail Abdul Razik

Amro Abdul Hameed
Graphic Design and Layout
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