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Artist
reflects his unlimited passion for the idea

Mohamed Abouelnaga’s experience

ofexperimentation and constant research,
which dominated his visions and convictions in
reaching aesthetic variables and unconventional
figurative practices. The role of the material
became clear in his artistic creations, which
overcame traditional methods of depiction to
reveal a new form that supports his philosophy of
experimentation and synthesis. This dimension
in Abouelnaga’s personality is represented in
many of his artworks. He doesn't imitate the
properties of things with brush and paint; he
uses the thing itself.

Therefore, the pursuer of this experience
throughout the artist's career may find radical

changes in his convictions about the form of

art, his vision of it, and its aesthetic values, as
he leaned towards creating new media that
soar with his ideas and celebrate his modern
concept of art, depending on the material and
what stemmed from it. Consequently, the artist
became in control of the material, investing
in its capabilities. All of these visions are
expressive methods that some may sometimes
see as controversial, but he aims to convey
intellectual, aesthetic, and symbolic meanings
and connotations, the idea of convergence,
and the technical and stylistic blending through
the interaction and overlap of the elements of
the artwork with its content, material, and form
so that they all merge as aesthetic sensory
perceptions capable at the end of building a
visual and emotional dialogue with the recipient.

Prof. Waleed Kanoush
Head of Fine Arts Sector
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lost places, inviting viewers to contemplate the
profound impact of destruction. He encourages
reflection on themes of erasure, preservation,
and transformation, as well as our responsibility
to honor the memories of places that have
shaped our lives. This resonates with Gaston
Bachelard's words in **The Poetics of Space”
(1958): “Space calls for action, and before action,
it is imagination that acts.” This sentiment aligns
with Aboelnaga’s approach in this project, where
the remnants of destroyed places are not just
physical objects but are imbued with layers of
imagination and memory. Through these objects,
Aboelnaga creates a contemplative environment
that allows for interaction with themes of loss,
remembrance, and the influence of physical
environments on our identities.
Through projects like this, Abou ElI Naga
positions himself not just as an artist but as a
witness to history—bearing witness to both
personal and social change. His work conveys
a personal depth while resonating with global
issues, drawing from his Egyptian heritage to
craft a powerful dialogue between the local and
the global. His work highlights how memory—
both personal and collective—can serve as a
foundation for navigating the complexities of
modern existence.

In an era of rapidly changing urban landscapes,
Aboelnaga’s art serves as a powerful testament
to the enduring influence of memory and the
human capacity for both physical and emotional
reconstruction. Mohamed Aboelnaga’s
Narratives offers a compelling visual journey
through the intertwined realms of memory,
identity, culture, and the pressing challenges
of our time. His bold choice of mediums and
materials, along with his astonishing ability to
manipulate surfaces, brings forth evocative and
daring artistic creations. Aboelnaga’s innovative
approach, coupled with a profound engagement
with socio-political themes, reflects a constantly
evolving artistic practice. He invites viewers

to explore the intricate interplay between
personal and collective histories, navigating
themes of displacement, resilience, and cultural
transformation. His work positions contemporary
artists as both witnesses and interpreters of

these shifting narratives, offering deep insights

into the human experience.

HANGING TAPESTRY - 4ial) Cililea
MIXED MEDIA ON FABRIC
250X105cm - 2013
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lived experiences of those on society’s margins.
By 2023-2024, Abou El
expanded to explore cultural identity and gender,

Naga's practice

especially in his series Women from Africa. The
female form emerged as a central symbol in his
works, representing not only femininity but also
power, resilience, and cultural narrative. His
use of handmade paper and traditional color
textiles to depict women honors their central
role as custodians of memory and heritage in
African and Arab communities, intertwining
personal and collective identities. Aboelnaga’s
sensitive portrayals of women shift them from
passive subjects to vibrant symbols of cultural
resilience. These works celebrate the female
form not only for its aesthetic value but also as
a living testament to endurance, vitality, and the
continuity of culture and memory in the face of
adversity. Through these projects, Abou El Naga
articulates a vision of art as both a sensory
and intellectual pursuit, where materiality and
meaning converge in an exploration of time’s
passage.

The Changing Landscape of Cairo
streets
Abou El Naga’'s ability to engage with socio-
political issues is Central to his practice. His art
is not merely an exploration of memory; it is a
testament to social transformation. Throughout
his career, he has remained committed to
documenting the struggles and aspirations of
marginalized communities, particularly during
moments of profound political upheaval, such as
the Egyptian revolution.
His project The Four Trees in Tahrir Square
serves as a powerful example of his engagement
with political themes. Created during the 2011
revolution, this work captures the resilience and
hope of those who gathered in Tahrir Square,
transforming the geographical spot into a symbol
of collective strength and endurance. Just as
spiritual icons like Sayyidah Zaynab, Sayid el

Badawi, and Sayidna Al-Hussein have historically
acted as mediators for divine assistance, the
four trees in Tahrir became sacred sites for
revolutionaries. They adorned these trees with
paper inscriptions and photographs, articulating
their demands and grievances in a ritualistic
homage reminiscent of the ancient Egyptians’
reverence for nature. Through projects like this,
Aboelnaga positions himself not just as an artist
but as a witness to history—bearing witness to
both personal and social change.
Displacement and the Evolution of
Identity

In his more recent works, Abou El Naga continues
to examine themes of memory, displacement,
and fluid identity. His interdisciplinary approach—
spanning sculpture, installation, photography,
and digital media—reflects his belief that
memory serves as an anchor for the self in an
ever-changing world. Projects like Cairo Streets
(2012. 2013 present) not only explore urban
transformations but also delve into the ongoing
dialogue surrounding the displacement and
rebuilding of communities. This project expands
into a broader narrative titled “A Heartless City”,
a borrowed title from the renowned Egyptian
poet *Ahmed Abdel Moaty Hegazy.

One of the central aspects of the A Heartless
City project is Abou El Naga's process of
collecting remnants and debris from demolished
buildings, which act as time capsules reflecting
the lives of those who once inhabited these
spaces. These remnants—representing popular
neighborhoods—carry memories that speak
to the erasure of identity and history through
destruction and removal. Each piece tells a story,
bridging the gap between past and present,
serving as a revealing tool for the emotional and
historical dimensions of these sites.

By integrating these remnants with photographs,
and testimonies,

documents, personal

Aboelnaga reconstructs the narrative of these



for materials manifests as a fundamental aspect
of his practice: art as a means to anchor the self
amid the rapidity of modernity.

Memory as a Living Archive

As his artistic practice matured, memory emerged
as a central theme for Abou El Naga, particularly
through his engagement with photography. He
began to merge it with handmade paper to craft
intricate collages that delve into the nature of
memory and representation. In the 1990s and
early 2000s, he integrated blurred, layered
photographic images into his works, creating a
visual language that erases the lines between
past and present, evoking the ephemeral nature
of memory. His works, such as The Lion (2008)
and The Warrior (2013), exemplify this synthesis
of mediums, where the layering of photographic
imagery on paper evokes a compelling temporal
and spatial duality—the past and present
intertwining in a visual dialogue. Rather than
merely serving as a documentation tool,

photography becomes a means of expressing

human experiences and narratives. The
visual complexity of these works reflects a
philosophical inquiry into the relationship

between reality and representation, challenging
the viewer to consider the fleetingness of the
moment and the persistence of memory. As
*Gabriel Garcia Maéarquez eloquently stated,
“What matters in life is not what happens to you
but what you remember and how you remember
it.” This sentiment resonates deeply with Abou
El Naga’s practice, where memory—embodied
in the layers of materials and images—bhecomes
a living, dynamic archive that preserves both
personal and collective histories. Through these
projects, Abou El Naga articulates a vision of

art as both a sensory and intellectual pursuit,
where materiality and meaning converge in an
exploration of time’s passage.

Abouelnaga’s work moves through the intricate
details and images of his own personal history;
the artist is equally invested in exploring memory
as a collective medium rather than a route to
purely personal narratives. *William Kentridge,
a notable influence on Abouelnaga, similarly
navigates the interplay between memory and
narrative in his own work. Kentridge’s animations
and drawings often reflect on personal and
collective histories, employing a process of
erasure and reworking that parallels Abou El
Naga’s exploration of layered memory through
materiality. Both artists share a commitment to
examining the socio-political dimensions of their
respective contexts, inviting viewers to engage
with the complexities of memory and identity in
transformative ways.

Throughout his career, Abou El Naga has
remained deeply committed to addressing social
and political issues through his art. This approach
is evident in projects like “Sheyale El-Teben”
(Hay Carriers), where hay, a humble material,
became a metaphor expressing the burdens
carried by marginalized communities. Inspired
by the image of men shouldering heavy loads
of straw, Abou El Naga employed this powerful
metaphor to explore themes of endurance,
struggle, and survival. In this work, the materials
themselves—worn prayer mats or historical
maps—serve as vessels of memory and history,
embodying the weight of the past while gesturing
toward the resilience of those who carry it. This
project encapsulates Abou El Naga's ability to
infuse his art with both personal and collective
narratives, grounding his visual language in the
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Introduction
By Sahar Behairy
Art Curator

Mohamed Abou El Naga is a renowned Egyptian
artist celebrated for his innovative exploration
of materials and his deep engagement with
social, political, and socio-economic themes.
Approaching the work of Egyptian artist
Abouelnaga means encountering a polymorphic
and constantly evolving practice; the artist
delights in surprising both himself and his
viewers by exploring new pictorial paths. His
artistic journey, spanning several decades,
reflects remarkable diversity and evolution, often
characterized by a unique blend of traditional

and contemporary techniques.

Narratives

The “Narratives” of Mohamed Abou El Naga
present an exploration of a multidisciplinary
practice that defies categorization, blending
craftsmanship with a contemporary sensibility
rooted in personal, cultural, and social histories.
Through his integration of painting, photography,
sculpture, and installation, his work often
comments on universal human themes such as
identity, memory, resilience, and transformation.
As | explore Aboelnaga’s works, | recognize a
profound connection between his exploration of
memory and my own experience navigating the
complexities of cultural identity across different
countries | have lived in. His art transcends
mere form, creating a dialogue that spans time
and space, examining the intricate relationships
and the

evolving nature of human experience. Abou

between heritage, displacement,
El Naga’'s work reveals a free associative and
intuitive process of constructive, exploratory
engagement.

The Early Years

At the heart of Abou El Naga’s artistic practice

is a profound respect for materials and their
historical significance, particularly handmade
paper. A pivotal moment in his career came in
1995 when he was awarded a prestigious grant
to study traditional Japanese papermaking
(washi) and participate in an artistic exchange.
As the first artist from the Middle East to receive
this grant, Aboelnaga experienced a significant
shift in his art. For him, paper transcends its role
as a mere surface for expression; it becomes
a medium to explore themes of memory, time,
and the passage of history. His integration of
natural fibers and dyes elevates each piece to a
sculptural experience, where the act of creation
embraces the process itself.

Through this tactile and intimate connection with
materials, Abou El Naga accesses a deeper,
almost primal relationship between art and
nature. His early works reflect a genuine interest
in discovery, revealing buried truths about
existence, identity, and the temporal fragility of
human life. This exploration of material extended
into his participation in the Venice Biennale for
Architecture in 2002, where he collaborated
with prominent Egyptian architects, including Ali
Gabr, Omar Abdel Qawi, and Karim Kiseiba. This
prestigious event not only garnered international
recognition for his art but also confirmed the
maturation of his artistic experience. Grounded
in his evolving expertise with handmade paper,
his contributions reflected a growing interest in
the relationship between art, architecture, and
space. By integrating architectural concepts into
his practice, he blurred the boundaries between
the physicality of structures and the fluidity of
artistic expression, creating a dialogue between
formandfunction, permanence and ephemerality.
Through these endeavors, Aboelnaga’s respect



(*) Sahar Behairy

a lecturer, certified art economist, and curator
based between Cairo and Milan, was born in
Egyptin 1970 and has been extensively traveling
since 1992. She holds a Master’s Degree in
Contemporary Art Markets from the prestigious
Milan Nuova Accademia di Belle Art (NABA) and
specializes in the art economy, with a particular
focus on African and Middle Eastern ecosystems
and art markets.

For 26 years, Sahar has dedicated her efforts
to leading charity and philanthropic projects in
education, health, women's empowerment, and
childcare across seven countries.

Sahar Behairy chaired the panel "Africa
and Middle-East: Cultural
Development in the Arts and Culture" at the
ROME Museum Exhibition in both 2021 and
2022 editions. Between 2020 and 2024, she
curated numerous group and solo exhibitions in

Innovation and

prominent galleries in Cairo, Alexandria (Egypt),
Cape Town (South Africa), Milan (ltaly), and
London (UK). Behairy contributed significantly
to prominent projects like the official country
participation of Grenada, "The Bridge," curated
by Omar Donia, at the 57th Venice Biennale
(2017), among others.

Sahar is the Co-founder of (Art74 Visual
Narratives), she also serves as the head of
the selection committee for the ReA Art Fair in
Milan and is a founding member of the Egyptian-
International Cairo Curatorial Collective (CCC)."
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HAY CARRIERS
How can it be a scene from life loaded with such a
semi-legendary fantasy?
It also seems that this is not a question as much as
it is a presentation of the concept of life and man
and that complex relationship between them.. This
forces the question of himself when we sort out the
simple scenes of man’s daily life in his place, where
we discover within this sorting what can be called
the fantasy of life, and that fantasy is what forms
reality again within a different vision. In the sense
that we see reality not only through its consumption
of man, but also through what seems believable or
unbelievable in his dalily practices. Here we see the
vision of the artist Abou elnaga, who inquires about
reality through a shocking visual idea. The one that
was achieved when he himself collided with the
scene of the hay bearers, the scene that he saw
and interacted with when visiting one of the small
and poor islands in the Nile River in Cairo. Hay car-
riers are a daily sight to toil for men who feed on
them (brow sweat), but the irony here is that the size
of the lumps is opposed. The small-bodied worker
carries a mass almost twice his size. According to
the light weight of the material, the responsibility of
unloading the cargo forces the increase in the size
of the mobile, and between this and that, the visual
guestion begins with Abou elnaga to put us in front
of a human dilemma that approaches in its meaning
the myth of Sisyphus, on whom the gods imposed
to carry the heavy rock of great size to the top of
the mountain to fall again, and it returns to work
every day so that this human tragedy remains the
one that shapes man'’s relationship with living life as
an endless destiny. The visual energy that we see
at the same time as that of Abou elnaga, does not
only pose an existential question.. It burdens us all
the time with that tragic burden of fate. The mass
conflict here in the pictorial flat space visually push-
es us to merge the mass with the voids it contains.
Once the void is an engraving of an old carpet, and
again it is a pictorial layout of one of the old maps
as well, where each void carries an aesthetic value
that highlights the basic mass within those different
and multiple lives, so that the “haystack” becomes a
symbolic image of all of us, reflecting the composite
histories of that toil and its permanence, that cap-
tured in every effort and daily struggle.
17 i

Curatorial Note
In “HAY CARRIERS,” Mohamed Aboelnhaga tran-

ABO scends the boundaries of social or political com-

mentary, offering a profound meditation on the human
condition. The laborers carrying immense burdens are
not simply representative of physical survival; they are
emblematic of the existential weight each individual bears
in life. Here, labor evolves beyond its material function,
becoming a metaphor for the fundamental human ex-
perience of endurance. The burdens these laborers car-
ry-more than just straw-symbolize the unseen yet over-
whelming responsibilities, fears, and histories that shape
human existence. Just as the workers’ bodies bend un-
der the physical load, we too bend under the demands,
expectations, and roles imposed by life and society. This
powerful imagery speaks to a universal human experi-
ence where struggle is not an anomaly but an inherent
part of existence. Mohamed Abouelnaga employs a mul-
tidisciplinary approach in “Sheyale El-Teben,”Hay carriers
blending photography, collage, and large-scale figures of
laborers carrying massive bundles of hay. These mon-
umental representations, often towering over the view-
er, magnify the weight of the burden both physically and
metaphorically. The collages combine historical imagery
and contemporary settings, placing the figures within a
landscape that bridges past and present struggles. The
layered textures and mixed media serve as a visual met-
aphor for the complex layers of human endurance and
societal expectation. Through this technique, Abouelna-
ga transforms the workers into timeless icons, reflecting
both the fragility and resilience inherent in human labor.”
Aboelnaga’s use of prayer rugs and decorative fabrics
elevates this toil, framing it as a sanctified aspect of ex-
istence. These materials evoke a sense of reverence,
suggesting that labor—whether physical or emotional—
possesses a sacred quality. The choice of old maps as a
backdrop reinforces the historical and cultural dimensions
of human suffering, mapping not just geographic territo-
ries but also the limits of human endurance over time.
Through “Sheyale El-Teben,” Aboelnaga invites viewers
to contemplate the philosophical implications of bearing
burdens, proposing that to carry, endure, and struggle is
to live. As Friedrich Nietzsche reminds us, “He who has a
why to live can bear almost any how,” underscoring that
our capacity to shoulder these burdens—hboth literal and
figurative—shapes not only our shared humanity but also
our understanding of purpose and existence. Ultimately,
Aboelnaga’s work extends beyond its immediate context,
engaging with timeless, universal questions about how
we confront life’s inevitable challenges. The laborers of
Geziret El-Dahab become powerful metaphors for the
tension between frailty and resilience, the weight of histo-
ry, and the possibility of transcendence.
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transformations that are taking place in the
lives of its inhabitants and transients, where its
walls are transformed from neutral to effective
and participatory, turning from being willful
to being active in the visual formation of the
escalating scene of the voice of the revolution.

Curatorial Note

The streets of Cairo, particularly during the 2011
revolution, became not just physical spaces but
metaphysical realms where ideas, emotions,
and struggles were inscribed. In this context,
the city's walls transformed into canvases,
bearing the weight of collective dreams, hopes,
and frustrations. Graffiti, slogans, and symbols
reflected a profound confrontation with authority,
tradition, and identity.

On a deeper level, the street art and electoral
symbols served as visual metaphors for larger
existential questions: What does it mean to
belong to a society undergoing radical change?
How do individuals claim ownership of public

spaces, and how do these spaces reflect their
voices? The conceptual tension in “Cairo Streets”
lies in the interplay between permanence and
transience—between the fleeting act of spray-
painting a wall and the lasting impact of that
image on societal consciousness.

This visual dialogue between the individual and
the collective is a meditation on identity and
revolution. Graffiti, often viewed as temporary
or subversive, in this context becomes a tool
for rewriting history. The walls of Cairo become
mirrors of a nation’s soul, capturing the spirit of
resistance and the search for justice.

The artwork also delves into the duality of
order and chaos. Amidst political upheaval,
the streets, often associated with chaos,
became organized by a new kind of order—
an order governed by the people’s collective
will. These visual expressions demonstrate
that even in moments of disorder, there is an
inherent structure to the human experience and
a natural inclination toward meaning-making,

even through the act of defiance.



Cairo Streets
2012

When the popular conscience moves looking to
regain its presence in its place and in its space,
which has been excluded and marginalized from
it, this movement creates its reality parallel to the
available or spoken language, so to speak, and
here simple symbols constitute deep indications
expressing this conscience, symbols in which
the moment of collective effervescence resolves,
and a new visual language is formed in which
hope, dream, and rejection of that exclusion and
its painful history are embodied.

The project (Cairo Streets 2011) by the
artist Muhammad Abu Al-Naja is a step in
documenting such a movement that began in
those streets in the January 2011 revolution,
turning it into an arena in which the political
and social realities of the Egyptian people
have blended for decades, as walls and
walls have turned into expressive spaces on
which symbols, drawings, advertisements,
and sayings intensify, creating a new visual
language that embodies protest, hope, and
political identity. For the first time in Egypt’s

history, electoral icons such as “the Clock,” “the

Eagle,” “the Ladder,” and the “Plane” became
part of daily conversations. These symbols
were not mere images, but they expressed
the political essence of the factions they
represented. These symbols may seem like a
strange language to some who are unfamiliar
with the context of the movement, but to the
Egyptians, they were a powerful expression
of rebellion and a yearning for change. The
murals and street art produced during this
period embodied the pulse of the people and
their will to be free from oppression. Although
these works were not officially documented at
the time, they will remain visual testimonies to
the presence of the revolution, and perhaps
one day, these artistic expressions will find
the right place to display them, to remain a
reminder of the spirit of the revolution and the
solidarity of the street in a collective dream for
change. In this project, Abu Al-Naja invites us,
through his visual visions, to revisit the street
as the conscience of the city, which carries inits
details, density, and crowd all that momentum
that settles in the popular conscience. In
that capacity, the street is a witness to the
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The four Trees

As a rally around a sacred symbol and in a parallel
expression of hope, dream, and determination,
the Egyptian revolutionaries from various villages
and cities in Tahrir Square surrounded the ancient
sycamore trees with their written papers and
pictures of their families. These carried sayings
and forms that spoke of confirming the presence,
steadfastness, and change of the obsolete
systems, as if they left those notes in the care of
the tree—entrusting their hopes to the enduring
presence of the ancient sycamore that remains
steadfast despite the passage of time.

The sycamore tree symbolizes nature’s resilience
in the face of the exhaustion brought on by the
tumultuous energy of the moment. These leaflets
represented their demands and complaints, forming
dense circles around the trees, akin to pilgrims
surrounding a sacred symbol. Moham<d Abou
El Naga eloquently captured this visual moment,
highlighting the deep connection between ancient
Egyptian history and the tree as a refuge and
symbol of life, continuity, and stability—reflecting
the authenticity and purity of the moment.

This visual state intensifies the multiple interactions
between people and their attachment to this
steadfast symbol of nature. It evokes a sense of
movementand circular continuity, where the mass of
the tree transforms into something more significant.
Despite its long-standing presence, the added
fragility of the leaflets gives profound conceptual
depth to the meaning of transformations, time, and
the human relationship to both.

Curatorial Note

The “Four Trees in Tahrir Square” project serves as
a poignant exploration of the intersection between
spirituality, nature, and collective resistance within
the context of the Egyptian revolution. Mohamed
Abouelnaga draws upon a rich historical and
cultural tapestry, linking the ancient practices of
reverence for nature to contemporary expressions
of political dissent.

The sacredtrees, once emblematic of life and shelter
in ancient Egyptian culture, transform into living
monuments of hope and protest. As revolutionaries
adorned these trees with paper inscriptions and
photographs, they utilized this natural space to
articulate their demands for freedom and social
justice. The act of encircling the trees mirrors the
pilgrimage traditions seen in religious practices,
highlighting a profound connection between the
search for spiritual guidance and the pursuit of
political agency.

This project also emphasizes the significance
of communal gathering as a form of resistance.
In times of upheaval, physical spaces like Tahrir
Square become arenas for collective action, where
individuals unite in their shared aspirations and
grievances. The majestic circles formed around
the trees symbolize solidarity and the collective
power of the people, echoing ancient practices of
communal worship and the timeless human desire
to connect with both the divine and the earth.
Moreover, Abouelnaga invites reflection on the role
of nature as a sanctuary amid chaos. For millennia,
Egyptians have sought refuge in the natural world
during times of distress. The sycamore tree,
revered in ancient mythology, becomes a powerful
symbol of resilience and nurturing, reinforcing the
idea that the struggle for freedom is deeply rooted
in the cultural consciousness of the nation.

In this way, the project transcends the boundaries
of mere artistic expression, engaging with broader
themes of identity, heritage, and the socio-political
landscape. It embodies a living archive of the
revolution, illustrating how the past and present
converge in the quest for freedom. The “Four Trees”
ultimately stand as a testament to the enduring
spirit of the Egyptian people—a fusion of ancient
reverence and contemporary resilience. The artist
captures this timeless connection, ensuring the
work remains a lasting symbol of both resistance
and hope.
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elements separated from the demolished
structures. Here, the visual composition serves
as a memory of the details encapsulated within

the presented mass in the exhibition hall.

Curatorial Note

This project invites viewers to explore the
intricate relationship between place, memory,
and identity through the lens of demolition.
The aim is not solely to display the physical
remnants of these spaces but to illuminate the
intangible—memories and emotions tied to
environments that once shaped our collective
consciousness. Each work serves as both a
tribute and lament for lost places, capturing
fleeting glimpses of historical moments as they
fade away. The exhibition features a diverse
range of materials, including found objects such
as toys, remnants of furniture, and fabrics, which
serve as powerful symbols within the visual
language of the exhibition. These elements
transform into carriers of memory, inviting the
audience to reflect on their own experiences and
connections to these spaces.

The artistic techniques employed by the featured
artists enhance this exploration through their
use of mixed media and innovative approaches.
Many artists combine photography, sculpture,
and installation to create immersive experiences
that This
technique resonates with the works of Anselm

provoke emotional responses.
Kiefer, whose incorporation of materials like ash,

straw, and lead reflects on themes of memory,

loss, and the passage of time. Kiefer’s ability to
imbue found materials with profound historical
significance acts as a visual commentary on
the complexities of memory, paralleling the
overarching themes of this exhibition.

The exhibition raises critical questions about
preservation and transformation: What do we
retain when a place is demolished, and what
is lost forever? By presenting these narratives
of erasure, the exhibition seeks to provoke
dialogue on the importance of safeguarding
cultural heritage and the implications of its loss
for future generations.

As viewers navigate the display, their focus
naturally shifts from the aesthetic qualities of
the works to the deeper emotional layers arising
from the loss of places linked to personal and
collective histories. Questions of preservation
emerge: How can we keep alive the memory of a
place that no longer exists? What responsibility
do we bear in honoring the past while progressing
into the future?

Ultimately, this exhibition creates a contemplative
space for engaging with themes of loss and
remembrance, asking: How can we reconcile
the fleeting nature of the world with our enduring
need to remember? Through this exploration,
we invite you to reflect on the visual language
embedded within these remnants and consider
how they inform our understanding of identity
and place in an ever-changing landscape.
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Memory Fragments: Demolition and

Reconstruction

Cairo 2023-24

“Yesterday is but a memory of today, and
tomorrow is just a dream of today.”
— Kahlil Gibran, The Prophet (1923)

“The moving finger writes; and having writ,
moves on; nor all your piety nor wit shall lure it
back to cancel half a line, nor all your tears wash

out a word of it.”
— Omar Khayyam, The Rubaiyat of Omar
Khayyam (12th century)

Places hold a significant presence in our minds,
imbued with meanings shaped by our experiences
within them. These meanings encompass
feelings of comfort and peace, or, conversely,
contempt and anguish. As places accumulate
ecological layers through the memories of visitors,
residents, and transients, they take on identities
that resonate deeply with those who engage
with them. When we inhabit a place, it becomes
intertwined with our own history, constructing our
narrative and sense of belonging. Consequently,
the forcible loss of a place results in the erasure
of memory and identity.

Muhammad Abu Al-Naja’s project centers on this
intricate relationship between places and their
meanings, where the significance of demolition
transcends mere physical destruction. The act
of erasing spaces from our lives can obliterate
aspects of identity and collective memory.
When the environments that shape our daily
experiences and personal histories vanish, we
lose a fragment of our shared heritage.

The artist’'s works are composed of remnants

collected from historically and culturally
significant sites that have faced demolition for
various reasons. These materials, once integral
to vibrant neighborhoods, now serve as poignant
reminders of the personal and collective
memories tied to these places. Each piece tells
a story of transformation, reflecting the changes
that have impacted these environments. By
interweaving these remnants with photographs,
documents, and personal testimonies from
former residents, the project recreates the

narratives that have been lost.

Through old and new maps, the exhibition
reveals the evolution of these spaces over time,
prompting reflection on the tension between
transformation, authenticity, and heritage
preservation. It emphasizes the concept of loss,
both on individual and communal levels. Each act
of demolition signifies the erasure of collective
memory, where walls and ruins become silent
witnesses to lives that once flourished.

The materials used in the artworks evoke
the sounds and stories of these lost places,
whispering tales of existence before their
erasure. The exhibition, featuring a collection
of photographs and art installations, becomes a
platform for contemplating the complex interplay
between place and identity. Each of the five works
presented reconstructs the loss of details in a
visual format, balancing mass and composition

within the void, symbolizing the revival of
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scratching and altering the negatives—evoking
the passage of time while exposing the lasting
scars of history. This transformation challenges
traditional depictions of war and serves as a
critique of colonial memory and the lingering
impact of imperialism.

The images of British soldiers, shown in moments
of family intimacy but dressed in uniforms
symbolizing occupation, reflect the duality of the
warrior. On one hand, they appear as protectors
and providers for their families; on the other,
they are agents of violence, enforcing control
over foreign lands. This duality raises essential
questions: Can a soldier ever truly belong to the
land he occupies? How do the contradictions
between the personal and political shape a
warrior’s identity?

Abouelnaga also addresses the struggles
soldiers face when returning home, where their
experiences in controversial wars are often
misunderstood. He questions whether sacrifice
retains its nobility when performed for misguided
causes and explores how the ideals of bravery
can be manipulated for oppression. Soldiers,
often seen as symbols of courage, become
trapped in cycles of violence driven by political

ambitions, stripped of personal agency and
moral autonomy.

The Warrior incorporates cultural elements such
as prayer rugs and calligraphy, grounding the
narrative in heritage and identity. These symbols
evoke deep connections to land and history,
reinforcing the idea that cultural roots persist,
even amidst war and turmoil. By layering these
elements, Abouelnaga sheds light on broader
imperialist narratives and the lasting human toll
of colonization.

Through this exploration, Abouelnaga presents
the warrior as a complex figure, embodying
humanity’s struggle for agency and belonging
in a divided world. By merging past colonial
histories with present-day conflicts, the project
invites viewers to reconsider the narratives we
accept about war and identity. It challenges us
to reflect not only on the loss of life but also
on the dehumanization and manipulation that
accompany warfare. Ultimately, The Warrior
reveals the tragic irony: in the pursuit of honor
and glory, the true cost is often the erosion of
humanity itself.



The Warrior
2013

The Warrior Project draws upon the imagery
of British occupation soldiers in Egypt from
1882 to 1952. These soldiers, along with their
generals and families, lived in a country they
occupied—killing and being killed—often for
political ambitions and greed, far removed from
the ideals of freedom or justice they were led to
believe in. During this period, the British army
headquarters in Cairo's Garden City became
home to a photography studio, Bella, where
soldiers posed with their families, capturing
a more humane aspect of their lives amid the
violence of occupation. The discovery of a
collection of glass negatives from this studio,
showing soldiers with their wives and children,
provided the spark for this project. This idea
resurfaced in light of the bloody conflicts in Iraq,
Afghanistan, Palestine, and other regions where
warriors face terrifying contradictions between
their beliefs and the realities of the battlefield.

A young soldier, driven by belief in a greater
cause—whether religious, political, or in defense
of his homeland—marches to battle, often at the
cost of his life. Throughout history, countless
warriors have fought in global wars, from Iraq to
Vietham and Syria, where millions of young lives
were tragically lost. When wars conclude, peace

treaties are signed, and apologies may follow,
but the human cost remains irreparable.

Testimonies from soldiers who fought in Vietnam,
Irag, and India reveal a painful truth: many were
misled by false slogans, manipulated into wars
that served hidden agendas. Millions of soldiers
and civilians perished, their lives sacrificed
not for freedom or justice, but for causes only
uncovered as lies after the bloodshed.

Curatorial Not

Mohamed Abou Elnaga’s The Warrior invites
an in-depth exploration of modern warfare and
sacrifice. Drawing from personal and historical
reflection, Abou Elnaga investigates the identity
of the warrior. Using a fusion of archival images
and cultural references, he creates a narrative
that transcends time and place.

Acentral feature of this project is an extraordinary
collection of 19th-century glass negatives,
depicting British soldiers during the colonial era
in Egypt. These historical images, often including
soldiers' families, form a poignant backdrop for
a critical dialogue on the effects of occupation.

Abou Elnaga manipulates these images—
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complexities that arise from their unique cultural
contexts. This artistic endeavor by Mohamed
Abo ElI-Naga emphasizes the dynamic interplay
between tradition and modernity, showcasing
how African women navigate these dualities in
their daily lives amidst socio-political challenges
and socio-geo dynamics.

At the core of this project lies the tension
between visibility and invisibility. Through his
artistic storytelling, Abo EI-Naga investigates
how societal expectations, framed by both socio-
political norms and traditional values, shape
the self-perception of African women, often
compelling them to reconcile their identities in
a landscape marked by cultural contradictions.
The work invites viewers to engage in a dialogue
about the internal struggles born from societal
norms and the external pressures, particularly
socio-political ones, that impact self-expression.
The significance of the body in African
cultures serves as a central motif within this
visual itinerary. The body becomes a canvas
that narrates cultural stories, reflecting both
personal and collective histories shaped by
socio-political influences. By foregrounding the
diverse interpretations of bodily representation
across different cultures, Abo El-Naga fosters
conversations about beauty, pride, and the
complexities of identity formation within varying
socio-political  contexts.

Furthermore, the project interrogates the sym-
bolism of dress and color as vital expressions of
identity. Through vibrant hues and intricate pat-
terns, the artist illustrates how clothing acts as a
powerful medium of communication, conveying
cultural affiliation and social status within both lo-
cal and broader socio-geo frameworks. This vi-
sual narrative transcends geographical boundar-
ies, resonating with audiences on a global scale.

Abo El-Naga'’s artistic approach further explores
the intersections of sexuality and culture. By
adopting a natural and organic perspective on
the body and its expressions, he challenges
prevailing socio-political notions of modesty and
virtue that are prevalent in many cultures. This
perspective promotes a deeper understanding
of how African societies celebrate femininity,
fertility, and beauty through various forms of
artistic expression, including dance and ritual,
within a socio-political context.

In merging modernity with tradition, Abo El-
Naga employs a range of techniques, including
photo transfer, photography, and drawing, to
create layered, textured images that evoke
deep emotional resonance. His restrained color
palette enhances the viewer’'s connection to
the subject matter, inviting contemplation of the
profound socio-political challenges faced by
African women. The simplicity and austerity of
his color palette serve as an invitation for viewers
to delve into the deep-seated challenges faced
by African women—issues that extend beyond
the social realm to touch the very essence of
human identity.

Ultimately, this project acts as a catalyst for
themes of

discourse surrounding identity,

memory, and self-discovery. It transcends
the specific experiences of African women,
reaching into the broader human narrative and
underscoring the universality of these themes
while highlighting the socio-political and socio-
geo forces at play. Through this lens, the
“Women in Africa” project not only sheds light
on the unique stories of African women but also
cultivates a deeper appreciation for the rich
tapestry of human experience and the socio-

political realities that shape it.
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A woman from Africa
(2023/2024)

Throughout history, women in Africa have played
a pivotal role in shaping societies and preserving
traditions, often interwoven with struggles related
to identity and belonging. In the central and
southern regions of the continent, women find
themselves at a crossroads between two worlds:
one rooted in ancient customs and traditions,
and the other shaped by the demands of
modernity. This dual existence creates complex
tensions, placing many African women in a
state of displacement—whether geographically,
spiritually, or in terms of identity. As they navigate
between their indigenous cultures and the values
of their new lives in the diaspora, they face a
tremendous challenge in reconciling tradition
and modernity. This ongoing fragmentation often
leads to feelings of isolation and disconnection
from their original communities.

Mohamed Abo El-
Naga dives deep into the internal and external

In this unique project,

contradictions experienced by African women.
His work showcases the delicate balance
between visibility and invisibility, the sacred
and the profane, and the totemic and the taboo.
Through these contradictions, he reveals the
struggle between societal expectations and
creative expression, providing profound insights
into the roles imposed on women and their
ongoing quest for self-realization.

In many African societies, the body is seen as
more than just a means of personal expression;
it is a mirror reflecting cultural identity. For tribes
such as the Zulu and Maasai, nudity or semi-
nudity expresses a connection to nature and
physical freedom, reflecting purity and pride in
heritage while celebrating concepts of beauty
and strength. In contrast, in other cultures
influenced by Christianity and Islam, the body is
viewed through the lens of modesty and chastity,

where covering is seen as a means of preserving
dignity and respect.

Globally, the meanings of colors and clothing
vary greatly; in Western cultures, neutral colors
like black and white are associated with formality
and seriousness, while traditional dress in many
regions reflects modesty and social status. In
African culture, clothing serves as a powerful
tool for expressing identity and social status,
where bright colors and intricate patterns carry
deep symbolic meanings. For example, red
symbolizes courage, while blue conveys peace
and tranquility. Traditional clothing plays a crucial
role in non-verbal communication, expressing
tribal affiliation or marking special occasions. In
African communities, the body and sexuality are
viewed from a natural perspective, where these
societies celebrate fertility and beauty through
dance and rituals. This celebration contrasts with
other cultures where the body is often associated
with temptation and sin, especially in religious
contexts that emphasize chastity and piety.

In this project, Abou EI-Naga skillfully merges
modernity with tradition, focusing on the intricate
details of facial and bodily expressions to highlight
the experiences of African women. Through this
visual exploration, Abou EI-Naga opens a rich
dialogue between the past and the present,
between tradition and modernity. By integrating
narratives of struggle and empowerment, this
project stands as a testament to the resilient spirit
of African women navigating the complexities of
cultural heritage and the challenges posed by
modern times.

Curatorial Note:

The “Women in Africa” project presents a
profound narrative that explores the intricate
identities of African women, illuminating the
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Senegal

2007  Workshop and Exhibition — Stuttgart

2007  “What Happens Now” Exhibition - Cairo Art
Palace — Cairo, Egypt

2008 Recycled Art Exhibition — Holland

2008  Workshop at the International Symposium
for Contemporary Art — Verbena, ltaly

2008 “El Medina” Exhibition - Ebdaa Gallery
2009  Exhibition - Art Center SilkeBorgBad, De
2011  “Building Bridges” — Art Center, Mexico
2012  Egyptian Art - Gallery Art Space, Dubai
2013  Group Exhibition - Mojo Art Gallery, Dubai
2013  Dual Exhibition - Markheya Art Gallery
2014  “Happening Now” - Nabd Gallery-Jordan
2014  Arte & Arte MiniAr Textil - Como, Italy
2014  Singapore Art Fair

2014  Exhibition and Workshop - Gaboor, India
2015 Mini-Art International Exhibition, Visual

Arts - Katara, Doha, Qatar

2016  Sharjah Calligraphy Biennial

2016  ADC Contemporary Art Gallery, LA, USA
2017  Mojo Gallery - Dubai Art fair

2018 ‘Drawings Salon’- Arts Palace, Cairo
2021 Easel &Camera, Gouna, Egypt

2022  DaiArt Gallery, Cairo, Egypt

2023  Azad Art Gallery, Cairo, Egypt

Private and Museum Collections

Museum of Modern Art — Cairo, Egypt

Cairo Opera House — Cairo, Egypt

National Museum — Amman , Jordan

Paper Academy — Kyoto, Japan- Arab Fund -
Kuwait City, Kuwait

Islamic Collection - LACMA, Los Angeles, USA
Collection of HH Sultan bin Muhammad Al-Qasimi
- Sharjah, UAE.

Collection of Shuman Foundation - Amman,
Jordan- Collection of Tarek Al-Jayyeda - Doha,
Qatar-- Hindiyeh Museum - Amman, Jordan
In addition to many renowned Art Collectors across
the Arab Region

Awards/Grants/Fellowship

1992/3 2nd and 3rd Prize for painting at the Annual
Salon of young artists

1993 Workshop with Mexican Artist Jorge
Salcidoon

1994  Fellowship from UNESCO-ASCHBERG
Program

1994  1st prize for Art Critic’'s research “ The

Place of the art of Tahia Halim”

1995 Fellowship from the Egyptian Ministry of

Culture — A 3 year research project on the
role of untraditional materials on creativity

— derived from art made from local

Egyptian plants

Fellowship from the Japan Foundation

Art Residency at the studio of famed

Kyko Ibe

1996
1996
Japanese artist

1998 Meditterenean Sea Prize at the Cairo
Biennale
1999  Workshop at the studio of Bernard Aligan ,

Paris, France

2001 Biennale Prize at the 21st International
Alexandria  Biennale

2001  State prize for painting for under 40.

2005 Workshop at the Faculty of Fine Arts —
Jordan  University

2013  Winner of Best Video Art “Cairo 11" at the

Danube Video Art Festival — Austria

Publications
2001 “Burning 451F" — Exhibition of Artists’
Books” — Al Mahrousa Publishing House — Cairo

Curatorial Practice

A. Bibliotheca Alexandria

2002 General Commissioner for the project:
“Imagining the Book I”

2004  General Commissioner for the project:
“Form Through Light”

2005 General Commissioner for the project:
“Imagining the Book II”

2007  General Commissioner for the project: “Al
Hakeba” (The Suitcase)

B. Egypt

2009 General Commissioner of the 25th
Alexandria Biennale

C. Qatar

2010-16Curator at the Qatar Visual Art Center
where he selected and organized group
exhibitions.

2017 General Commissioner for the project
“Form Through Light”

D. United Arab Emirates

2012-13Curator of the 3rd Sharjah International
Biennale for Children’'s Art.

2013- now Curator of Mojo Art Gallery, Dubai
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Mohamed Abouelnaga
Born in 1960 in Tanta, Egypt

Education

1983  BA (with Honors) in Fine Arts — Faculty of
Fine Arts, Alexandria Egypt

1992  Masters in Fine Arts — Faculty of Fine Arts,
Alexandria Egypt

1997  PHD in “Philosophy of Art” - Alex Univ..

Teaching

2000- Present  Professor at the  Specific
Education  Faculty, Cairo  University
1998-2000 Professor at the High Institute of
Applied Arts, Cairo

1996-1998 Professor at the Arab Academy
for Science and Technology, Alexandria
1998-2002 Professor at the Arab Academy
for Sciences and Technology, Cairo

Taught various workshops across Egypt, the Arab
countries and Europe

Select Solo Exhibitions

1992  Atelier Cairo, Egypt

1993 Alexandria Atelier, Egypt

1994  Ekhnaton Art Center, Zamalek

1996 Kyoto, Japan

1997  Mashrabiya Gallery, Cairo, Egypt
1997  Spanish Cultural Center, Alexandria,
1998  French Cultural Center, Alexandria,
1998 ltalian Cultural Center, Alexandria,
1999 Ekhnaton Art Center, Zamalek, Egypt
1999 Borusan Kultur Ve Sanat Association,
Istanbul,  Turkey

2000 Townhouse Gallery, Cairo, Egypt
2000  French Cultural Center, Alexandria,
2000  Art Academy, Rome, Italy

2002 International Venice Biennale

2003  National Museum, Amman, Jordan
2003  Karim Francis Gallery Cairo, Egypt
2004  Dar El Funoon, Kuwait City, Kuwait
2006  Dar EL Anda Exhibition. Oman
2006  Exhibition in Switzerland

2009 Goethe Institute, Alexandria, Egypt
2011  AB Gallery, Switzerland

—— 2011 ADC Contemporary Art Gallery,
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2011 Joint Exhibition with Japanese Attist Ibe

'\"} Kyoke, Darb 17, Cairo, Egypt
J:\={#] 2011 Dar El Funoon, Kuwait City, Kuwait

2011
2011
Gallery,
2011
2012
2012
2013
2013
London
2013
Danube
2014
2014
2014
2014
2015
2015
2015
2017
2017
2018
2019

Markheya Gallery, Qatar
"The Lion” at ADC Contemporary Art
Los Angeles, USA
Abu Dhabi Art Fair (with AB Gallery),
Abu Dhabi Art Fair (with Salwa Zidan
Qalandiya International Gallery, Ramallah
ADC Contemporary Art Gallery, LA, USA
“Souad Hosni” Exhibition at Duke Gallery,
, UK
“Cairo 11" (Video Art — 1st Prize) at the
Video Art Festival, Austria
“Islamic Art Exhibition”, UAE
“Cairo Streets at Sana Gallery Singapore
“Orientalism — Jacaranda” Jordon
Faces From My Homeland », Art Lounge,
“Breached Memory” Mojo Gallery,
Dubai Art Fair and Al- Serkal
“The Warrior” at Darat Al Funun, Jordan
“The Circles” Dar al-Funoon, Kuwait
Exhibition at Gallery Dai, Cairo,
“The Hay Holder” at Town House
“Us and Circles” at Khan EI Maghraby

2021 “The Secret Keeper” at Demi Gallery, Cairo

2021
Gallery,
2022
2023

Exhibition with Katalin Verebics, Parisi
Budapest, Hungary

“Mohamed 80s-90s” at Access

Participated with Art D’Egypte at

exhibiton at the Cairo Citadel

2023
2023

Sketches Exhibition at Ofok Gallery, Egypt
“Bedayat” at Palace of the Arts, Cairo.

Select Group Exhibitions

1997

Exhibition at the Taegu Textile Design

Federation (TTDF) Korea

1999
Amman,
1999
Spain
2001
2001
Spain,
2001
Center,
2003

Collective Egyptian Contemporary Art —
Jordan
Collective Egyptian Contemporary Art —

First Argentina Biennale — Argentina
Collective Egyptian Contemporary Art —
Portugal and Bosnhia

“Other Altars of Sacrifices” - Al Gezirah Art
Cairo, Egypt

Contemporary Egyptian Art” curated by

Mansoura Hassan, World Bank — Washington, DC

2003
2003
2005

Papa Gallery — Connecticut, USA
23rd Lithuania Trienalle-Book Art-Lithuania
Guest of Honor at the Festival del Popoli

Mediterranie — Sicily, Italy

2006

Festival Mondial des Artes Negres - Dakar,
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