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This honor and retrospective exhibition of the great artist Dr. Abdelsalam Eid is a form of appreciation and giving back by the Egyptian state, represented
by the Egyptian Ministry of Culture and the Fine Arts Sector, to one of the contemporary Egyptian plastic art icons, who has contributed to enriching the
contemporary Egyptian cultural scene through his plastic art and academic achievements. It is the culmination of the career of one of Egypt’s creative
sons, who presented a distinctive visual approach contributing to the support of Egypt’s soft power, which has been and will always be Egypt's winning card
throughout history.

Prof. Neveen Elkilany
Minister of Culture
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An illustrious, diverse, and prolific art career full of extraordinary creations
and a journey rich in awards and achievements; this is the experience of
our professor, artist Abdelsalam Eid. Alexandria’s streets, squares, and
university buildings will bear testimony to his magnificent murals and dis-
tinctive intellect and style.

Witnessing this experience replete with originality, modernity, and distinc-
tiveness, Eid’s deceptively simple style and ability to use simple, uncon-
ventional materials in his works of art, including ropes, pieces of wood and
metals, and scraps of cloth and equipment, removing all their qualities and
re-employing them with profoundness and extremely distinctive vision to
harmonize in simple and stunning compositions.

Eid had moved through many stages in his art practices until he developed
the style that distinguishes him without hesitation on seeing any of his
works of art, especially those in which he excelled in combining painting,

sculpture, and architecture in artistic harmony and unity, where their roles
integrate according to established, unusual relations. That is the fruit of his
diligent search for distinctiveness, his extremely experimental state in his
practice of plastic art, and his insistence on his diverse and unique visual
language.

In Ofok Gallery, we will witness all these momentum, richness, and di-
versity in Eid’s experience, enjoying his works and discovering his ideas,
visions, concepts, and logic as a man of an extraordinary, comprehensive,
creative experience and an exemplar of a genius artist having the charac-
teristics of his ancient Egyptian ancestors.

Salute to the professor of generations and my professor as well.

Prof. Waleed Kanoush
Head of Fine Arts Sector
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However, it was early linked to his thought, point of view, and linear, color,
and technical treatments. That was evidently demonstrated in his draw-
ings and paintings featuring his expressionist-realism-inclined style, which
he adopted during his academic study and the sixties. He still highlights it
in the abstract collages characterized by a combination of boldness and
freedom of composition, producing an apparently smooth scene that is
the product of a confrontation between him and his paper medium, and
perhaps reached the point of conflict in some works. One cannot fail to no-
tice the artistic epics that occurred between him and his various media in
murals and models, yielding his iconic works characterized by the desires
of the architectural act in terms of form, stability, well-chosen media, and
their suitability to the relatively long-term durability standards. They also
exhibit edificial forms and details resembling the engraved texts, whether
high, low, or both.

Eid's approach and established, rich plastic art experience reflecting an
awareness of the act of art is one of the dual-purpose approaches. It aims
for a general purpose of the role and importance of art in terms of the

necessity of leaving the narrow space of the framework, no matter how
broad its limits and dimensions are, to transcend the barriers of the re-
stricted, elitist space that has limited interaction with the societal reality
of diverse cultures and broad dimensions. It also aims, intentionally or
unintentionally, for a specific purpose that revolves around the importance
of experimentation as an approach that grants the practicing artist a free
pass for new realms, vast spaces, and pristine lands, and will offer the
experimenting artist valuable awards varying according to the level of his
diligence and sincerity in his work, and his awareness of his media and
their properties. It is an experience that is worthy of research, examination,
and study, as well as the celebration of its achievements and the plastic art
and intellectual value it has produced.

Yasser Gad
Exhibition Commissaire

Director of Ofok Gallery




This exhibition of the great artist Dr. Abdelsalam Eid comes as an ex-
ceptional exhibition that features an aspect of his rich and diverse career
extending since the sixties, and shows altogether a strong fondness and
an evident passion for experimentation as an approach to the creative
stimulus and its visual form through technical, intellectual, and philosoph-
ical adventures. These adventures are sometimes calculated, intention-
al, and purposeful, and other times are the product of his risk-taking and
boldness, which are distinctive features of his visual approach and plas-
tic art achievement, driven by his passion for reaching new horizons and
realms equal to what is beyond the stereotypes that others may follow.
He has made an important and remarkable experience that we may call
"qualitative" in the history of the plastic art movement since the sixties. It is
one of the most significant experiences based upon heritage with mastery,
and shaped on its background a distinctive form reflected in those wild
departures transcending the typical boundaries of the work of art, wheth-
er two-dimensional or three-dimensional. The most important feature of
these departures is that they were out of the box for neither excellence

nor distinction; they expressed his passion, faith, and ambition to discover
different realms of treatments of ideas and concepts and new mechanisms
for formulation and techniques of execution to reach a visual art achieve-
ment characterized by renewal and development.

The distinguished experimentation methodology of his plastic art experi-
ence is one of the controversial methodologies that create an intellectual
and philosophical conflict reflected positively on the form and content of the
work of art. In my view, his experience is based on analyzing and breaking
up the elements of heritage, not for ending their association, unity, and in-
terconnection, but for deliberately reconstructing and employing them with
modern thought and adaptation for the time. His experience holds his phi-
losophy and message as an artist who expresses his vision and leaves his
mark on the plastic art movement of his time. On examining Eid’s career,
it is noticed that his philosophy of experimentation is an early character-
istic before his academic years; it began when he was an amateur before
his specialized and qualitative studies. For Eid, experimentation was not
linked only to the technical aspect, as the majority of experimentalists.






A 38 x23cm-0il On Board - 1958




exly maloedl ey (yall ey slises putes izgunss maySin mlosl guds Yy
Byiall suy Sl (1 sl el .oz ysy Jlss Slayially ilaias
lhazsl @land Leadladl Jles¥l fudinsg Hgsasg @uoys < Jo¥1 all dlgy dalssly
aalie Js> et Lpiell dslie 3 lylasdl oy & Dyldag ooyl 28,
28lsll & Yoms inet) aud cilS & Byetll Slgunl caally allaidly slesyl
s ¥ (@1 slgadl S cpe 030e (2 Aall JLaid 48,2 il gl U138 (gpianall
s Lol dandty 508 353 domieg ey Loy dispte lme] O LS Ll )
il e (3 I (e 10050 o Ll dibany JWg (pglidly el e o LaSEY (e
4G dBlmall Ggadony ez O Aol G5l (22005 (10 Aegazma Bolo Wy
cgvoyetell ToLadll e Cadigrs ] Aloyoll ells § 2aall dilps oS0 Aiazdl gl
& 3 Ol @l per e 33 ga9 Bslaedl Ao yodl o 2Ll il died
(A giaal) Aaplally AN @5las ) gand S oo Lrazell LT dadl il «3 8ai
Ly LSl oo bl e Lgda.cosll o161l cae J) i Slabiadl Loy
G ol 5w Gylas Gl o 4e,lall Ogzandl bl Le Sasg daasy @l
Ll ol olally s eamall sMBL L ol cluaseddly Jloliall sgum,
Saele didgab die wie ‘a)Ld! e LpudS| G Aeginedl 4uall @izl sda
O93all 4 Bl g Goylall L des Auas oy ol Lol caniage Jim e
O g Jhle S Jommty Bllie culiiad Juo oS 1964 &)yl dliazd)
Lol gt piuog B8 =T ile Jua onelslly cnaatell S oo > ilay
Lopion Ld Aasd e Sy ) coie Jomiy

sda ae lgsgles BSLal (o Ases Jaug dundi azg ST dilys iy Leaieg
hlias JalSy plete dasly puage ol 1oall § a8 gty Igalog ol il
Jaley Jarell e alaimny (sugs dgamay laghl die el hily caruy

Jo¥I all el

el 2uuSidl Agaell (8 Bpasdl (31943 ol @ e @Dl die g
e eadl e Tad Gilud ¥l ecdudly Uanyly aloaidly e lly gl dad Ay &
aile> JS s Lol 2yg o ly 1S et @llas dinased ot LiS Ui ks
LU die cad) clo ) o cc¥Bladll S Sl S oy ¥ (S
dilax B> Lrole 5800 4l s (o Lw SYI @93 e s yd & 3ouiadl
Gy Byaiuadl Szl bles Jie JalaS uly 3alls 1aaS dalgils qas,
Sl Miez sae Alazd € 8 dudaad ol 31 30 5 plll Jo> LAzt Gae
Gy agydy § aly M G il § Gd 2l Lo Ldile G 5yl Wgalall sda
S ) Gyl daging appall Jlme § Jamy gl slly clgaly @gaall 3,91
OS5 o ayally clalially Jibedlly ilowsll piiay (sluall caladl (o9 L
s suie eandll Oy siuall lda JUs Guslyd (2 Sbyemdly ol SIS
Qi%gﬁgwwm‘j sl umj.mdi@i@éﬂl oall @l>

dicll Jsabll dal e (paudll di> (oo ditasd e oy aa
4aall JBaY! guoyie Aagladdl dllpe apaz §9 sls dadlid duyaell Jss




ity Gy din eIl LS5 5,8 4851 LolSy patie o dS Al 39 Jasall il
Ay ol iy el OF patiad Lasyg 6531 2838 Yatio (B paliall 48T
Lee gy duymtdl a3 asdl pliadl 1 il oylue 3N (g ¥ pDLud! e
2Ll £ 3o ol e By iy ¥ (gl qupmtll LadSO Lallog

585 9,8l il wle § lely8 dpdizmiy JLyad) 5Ll ae pDdl e Lo yseing
& Ladlal 85 Suay @llgal 4 cumgls 2uaadd LAY oty o cOguds
SliSeall @lley Jsanallly Lagasll z3,15Ss A sl iyl SLLS sllac]
Ayl Sle 8l @3 yadd) @F ALK Lawsadl U @ olall 4y geael gddl
Slla] e Eors G Al (o dipe 7ylaTg B slayl dpeg sl

i€y «dgmtlly ol (O ool Jommy §95das diulys B8 die pMld| die @ X5
s @llally duaid dnd) § Ggdie Grmn olud] Dl § At Il ) i s golic S
syt Slolagdl oo dudall Jodia £9,-deall 1 ()89 1967 i Lrals (a1 55
g Lagd 2ol

il ga oall ol JolSIl cnaally (£l B8 due @Dladl e liall cllzol uy
i edo¥! anloals (o Lansy Buobimd JSo Laszsl 13Led W yaudy U3y uso¥l
Boguall dBlysl 3 dind diimg 3 23y ol lioliad » dlly> ami (3 Lalewd
danyliag 45¥lnsg dilialys prazmy Laduol potaall Aol B35l domidt s i
e S0y Camall S Loy Lalidlely oY1 diiylan Sibighas s oyl
AT 3909 cduglall iy (§ 4,Lall cladladl sy (urall d5,S15 5Suo iy oS
e dbd) e Olal st (Lades cdlagy ig L_,SL.A@ Ll o @l aly Y
Blezell suie Golun ) HLas¥l el (yall goei B 9o Al ol)lue aua

&

ﬁaid.q‘.é

sy o Yol Loyl digys § gobny T 5o Lo @lle 4 il 2SI B g il
fadda pb oall Sie BLAIS) ) gof 3yalially Azl cuo 4] clpsdl S
lell Jid Loy Aeap €Y1 Byl oo 5Sa oloms al (qosay ol (00T allasy
)l Goyletay cudlial (e Byamy (S 2wl wdpll oy 4L

o Matus Ol 233 LS (0 2 8IS Ayl 23l gy Jo¥1 4ty § s
2o 9l o S Lo o3 clal 3Ty Adglll «anillyn sy Los AiSTlg uazall <ly9000
lzxe| dI Jatlg (gall Joadl mlaudd dolfislg 8yguall sliy @ 439518 Jtaty (3l
Belyy (ualzy @Iladl i Asly il @3 Ylael audsg das 7yl WSge S
L e 48y yanll s dalael & duolsdl 2alll dyizsg dixliby dalle
Ol Sl 4l dpatll sy cumarg &bl diuily 45¥Y g 5a,dl dayal
el Ol il g Golll el diaias laty meaes eands sy Jusls
0aS dlesl 3 mololl Laluso 2umatld Jlileg 28lsdl 25N 8lbog (0 Ladl 7 Uy
LS Als o) Bl 4l 3 @lladl i ol Bolely @llall 11 @uuadl ) (a
Gsially JUYI aguy @lle ) peattl 28N (e Eaml 03989 .y Syoea Jods
Bplell mlawdl da s 1Y misly Jue Hods 1da IS S3l909 «Audn 8319 Al
aule o8 Aadl s Bualt) Agleay Aaliss clelol dllaiiul Wglesg 25aL ]l
pocial Solmiy bue ildgdS (e Apaall dispee § uay Brumpw Loy iliolay) Jies
(golall gt

Al olylan cloldysll aslu «gulSe @llad lhgude ol de ady o3
5529 (3o O Jhas Lasyg 28l dis Lud ¥l o Byl pag Al aslunly
5ol Ay dograd @F Ll iy Logd ditiay g Loy (S e 2Dl e
solSe e Adasdl gyl iy Aopadl Ll Al ) Lilasedy 25050l
sl aye 08 Ay Jalny caatall Giligally (Sann 5 ¥ il Gamy Le il @) ells



through which he discovered the language of color independent of the ne-
cessities of creating three-dimensional artwork and mass, which liberated
and enriched his color palette. Then he soon entered into a dialogue with
Cézanne, whose law was represented in constructing the image and his
respect for the surface of the artistic work, and he was influenced by the
great admiration for Bulkeley and represented works with clear influences
on this world. He sensed the innocence and freshness of his world. He
was attracted by the special language that gave him that uniqueness. This
led him to pay attention to the value of the symbol, its connotations, and
its special structures. He admired the pioneers of German expressionism:
Max Beckmann, Emil Nolde, and others. With them, he learned to esca-
late the drama of color until color dominates expression, and was relieved
from the burden of pursuing reality. Expressionism still has a clear echo in
his works as an art that seeks to present oneself to the world and rebuild
this world in its inner secret state, as Herbert Read says. The search for
fluency of expression led him to the world of children's drawings and prim-
itive and African arts. Parallel to all of this was the emergence of a clear
tendency to penetrate the calm neutral nature of the surface and attempt
to treat it with different performances, and an attempt to attach some of the
leftovers that represent indications of what will happen later in his artistic
experience in terms of several revelations and going beyond the concept
of normal painting.

Then Eid was fascinated by the world of Picasso, its blue women with their
sad looks, their thin bodies, and the bitterness that has haunted man since
creation. Perhaps some of them appeared in the faces of Eid, which he
painted during his later mission to Italy. Then he was drawn to Picasso’s
pink period with its marginal characters and their strange life, and he was
fascinated by Picasso’s line drawings through which he was inspired by
the spirit of ancient Etruscan and Greek art. He contemplated the journey
of a fast-running artist who was always on the move and in a state of con-
stant discovery. Whenever he discovers a continent, he is charged with

a greater passion for adventure, moving on to discover another. When
contemplating Eid’s experience now, perhaps we can sense the extent to
which his artistic path converges with this great artist in the breadth and
diversity of experience and its experimental revealing nature as this artist
does not stop at one of the ports of success.

Eid engaged with the surrealist trend and was attracted by readings in the
psychology of Freud and Colin Wilson. Then he responded to philosophi-
cal ideas that took him to distant worlds that left their echoes in his works,
including the existentialism, the absurd, and the world of possibilities of
the writings of Sartre, Albert Camus, and Coleridge, with which the artist
was seduced. Then music, then poetry, then historical readings, come to
give his awareness new dimensions and raise more questions that seek
answers.

Eid concluded his studies with a project entitled “Transformation.” All of
its elements referred to the desire to create an Egyptian who excelled in
his vision for himself and the world after the shock caused by the 1967
setback. This project included many precursors to his later artistic experi-
ence. The artist acquired early awareness and complete certainty that art
is his only way; this explains to us why he kept every scrap he drew from
his early childhood. He even called them in one of his dialogues “Love
Scraps” in his description of his search through his old papers when he
was nominated for the state appreciation award. He kept all his studies,
his quick sketches, and his study projects, and all the pamphlets, adver-
tisements for his first exhibitions, and what newspapers and books wrote
about them. He early formed his artistic memory, marked his long path,
and documented a journey that he must have known how serious it was,
and a day would come when it would be required to document it. He guid-
ed all the paths of his life towards art, that choice that is equal to life.

Dr. Amal Nasr




First Art Imaginations

Abdelsalam Eid was born in April 1943 in Alhadra neighborhood, the beat-
ing heart of Alexandria, in a people environment full of noise and crowding,
as well as human warmth. Eid grew up as a feisty child whose personality
bore signs of early defiance, determination, and freedom that he struggled
throughout his life to not lose. He moves a lot, asks a lot of questions,
and is difficult to please. The strict supervision that had been imposed on
his older brothers was lifted from him, so his life early took a free aspect
that made him spend his childhood as a free cat and not as a spoiled
child surrounded by constant warnings. He knew the meaning of being
surrounded by a large family that gave him a beautiful meaning to life at
every moment. This free childhood that he lived continues in his life until
now. He plays in the basement of the old family home with the tools of his
father, who works in the refrigeration field. He instinctively turns to shap-
ing by hand and making three-dimensional objects, statues, mazes, and
rooms from artificial cork. The tales of fairies and mermaids were not the
tendencies of this young man's imagination, but rather he was dreaming
of art that began to take shape early. When he wanted to discover himself
as an artist, it was easy for him to put his hand on his personality, his old
love, and his lost childhood play.

When he entered the school, the art teachers at all stages were always
scrambling for him, and he never forgot their names. He remembers them
clearly, teachers like Khamis, Mukhtar, Ali Algirsh, Abdelhalim, and Ahmed
Mostafa, and the female teachers, Nawal, Badriya, and Nagwa. They were
the hands that held his small hand and brought him into the first gateway
to art. He draws, paints, and reproduces international works; he learns
the ABCs of the craft of drawing and participates in painting murals in the
school entrances revolving around the concepts of union, order, work, and
the voices of the revolution that was seeking to bring about a transforma-
tion in the Egyptian reality at that time. The art room was his resort against
all the subjects that he did not tend to study, and his teachers’ admiration

for what he drew gave him great self-confidence, which was matched by
more dedication to drawing and painting, and thus the praise gave him
more brilliance in this aspect. He befriended a group of fine arts graduates,
all of whom expected him to join the Faculty of Fine Arts.

His artistic experiences at that stage did not stop at school activities. Since
the final year of preparatory school, he has been visiting Uncle Salama,
the barber in the No. 3 neighborhood, to accompany him on Fridays ev-
ery week to the waterfalls and open nature parks. They paint landscapes
side by side in oil colors which Eid buys from bookstores, and the barber
makes it with his own hands and fills empty paste tubes with it. He was a
natural artist who covered the walls of his shop with pictures of scenes and
important figures created with charcoal pencils sometimes and oil colors
other times.

These diverse artistic experiences that Eid acquired since his childhood
helped to hone his talent as if an invisible hand was paving the way for
him. When he joined the Faculty of Fine Arts in Alexandria in 1964, the
generation of the sixties was shining with a great transformation that still
meets nostalgia from all intellectuals and knowledgeable people, a gen-
eration that lived big dreams, made important transformations, bore the
burden of change, and searched for an Egyptian artistic personality.
When his studies at the faculty began, he found himself among an elite
group of professors who responded to these changes and dreamed of
major transformations in art, including Hamed Ewais, Ahmed Othman, Ka-
mel Mostafa, Seif Wanly, Ahmed Abdelwahab, Mahmoud Mousa, Mostafa
Abdelmoati, and Adel Elmasry. In faculty, a magical world opened up to
him, and he began running in its wide paths, trying to gain all the experi-
ences. It was a love of exploration and adventure that led to an early dis-
covery of art, not driven by an academic or formal system. He surpassed
the tasks of academic study early, perhaps before joining the faculty, and
the time had come for him to become acquainted with the methods and
schools of art. In his early beginnings, he sensed a clear influential spirit
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190 x 150 cm - Oil On Canvas - 1969
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m A 40 x 30 cm - Oil On Canvas - 1957




A

1968

- Oil On Wood

77 x 57 cm

. L
1 g h.h.r...z.rl........h..
L g F . =
o i L T e g {pnarfe s
..+u.|..,|| i il b, -...lil..m....uu]rv

-

B e i T 8 L
A R e
Ay _.ﬁﬂ...ms..m S 2 e FRNLE S
Bk e T

5 1! =i
e g AR T S

A

Oil On Wood - 1967

47 x 64 cm




108 x 78 cm - Oil On Canvas - 1968
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100 x 75 cm - Oil on Celotex - 1959
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60 x 33 cm - Oil On Wood - 1966
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A 63 x44 cm - Oil On Wood - 1968

66 x 51 cm - Oil On Wood - 1967 »




40 x 60 cm - Oil On Celotex A 66 x 61 cm - Oil On Wood - 1967 A
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29 x 21 cm - Oil On Wood - 1966
m 60 x 37 cm - Oil On Wood - 1966 »
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70 x 50 cm - Oil On Wood - 1968
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25 x 36 cm - Water color, Ink & Flowmaster - 1967

<4 50 x66 cm - Oil On Wood - 1965




A 28 x 38 cm - Water Colors on Paper - 1967

50 x 40 cm - Oil On Wood - 1966 »




4 150 x 120 cm - Oil On Canvas - 1969
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4 97 x 63 cm - Charcoal On Paper - 1969



art critic Roger Fry: “It seems that art penetrates to the bottom layer of
all types of emotional life, to something that lies beneath all the special
emotions in life, and it seems to derive emotional energy from the same
conditions of our existence, by revealing an emotional meaning in time
and place; perhaps art can provoke the wealth of effects that the various
emotions of life are left on the soul, without reminding us of the actual ex-
periences, so that we receive the echo of the emotion without being bound
by the specific direction it had in the experience.”

When viewing a painting, we do not perceive distinctly the visual forms in
it, but rather all of these act as stimuli to which we respond based on the
emotional, imaginative, and rational values we have, which are organized
through interaction with other values through which the work is presented.
Visible colors are not transmitted to the eye, but rather to objects. This is
why these colors are characterized by an emotional quality or emotional
style to the point that they sometimes have a magnetic force, or in other
words, an expressive ability.

Thus, Eid gives glory to simple things when they enter his magical world,
weaving upon weaving, building upon building, and accumulating images
that were subjected to dozens of attempts of drawing, scratching, adding,
and then deleting over the years. It is an instinctive enjoyment of forma-
tion, flow, discovery, and management of the world of possibilities that he
became obsessed with and seduced him a long time ago. He has woven
them all into an integrated structure with multiple foci and illuminations,
with an ability that leads the eye to travel within its entire life in an open-
ness with the recipient in which the depths of the heart are opened to him
through an emotional field that submerges all dimensions of the work, thus
creating a kind of communication with the recipient. This communication
was achieved by astonishment, the gift he presented to his viewers in a
world that has become so cruel that it does not move us at all.

60 x 50 cm - Charcoal On Paper - 1980 »




Conscience is the Entrance to the Vision

Conscience is the gateway to Eid's artistic world through which we can
interpret a wider range of the artist’s perceptions that respect the emotion-
al side of the art experience, his vision of the world and things, and the
nature of his performance, which depends on emotional intuitive dealing
in the stages of the work’s development and even the stages of its com-
pletion. His work structure rule is an emotional one that respects states of
flow, extinction, growth, stillness, excitement, dreaming, and the flow of in-
finite deep feelings. In general, the conscience approach is considered the
most important approach to understanding and interpreting art. There is
no clearer evidence of this than that the word “aesthetics” that was applied
to the science of aesthetics means aesthesis in general and conscience
aesthesis in particular. Conscience is the emotional side of experience,
and art is the language of the conscience world. The structure in a work of
art bears a close resemblance to the forms of human conscience, includ-
ing forms of growth and weakness, forms of flow and stillness, struggle
and relief, speed and cessation, excitement, stillness and suddenness,
organized activity, and dreamy grants, and the endless flow of everything
in which we feel vividness and depth.

As Kant sees, the harmony that the aesthetic experience brings about is
not only related to the image of things, but rather it is a spiritual fruit of
vision and understanding and of realizing life in its eternal and renewable
meanings. The work of art is an artistic formation in an objective form
based on complete equality between external facts and conscience, and
this is what T. S. Eliot called “the objective equivalent.” Likewise, Croce
believes that art is intuition; emotion gives intuition its coherence and uni-
ty, and that emotion, not the idea, is what gives to art the airy lightness of
symbols. That is why Croce attributes to art a lyrical character, declaring
that art is the epic and drama of passion and that the great works of art

were first intuitive effects on the one hand and emotional or sentimental
effects on the other hand; the strong emotion must create a wonderful im-
age for itself, and all arts are types of music on the condition that they live
up to the emotional origin of artistic images.

Hence, Eid’s dealing with the artistic experience was an intimate emotional
one. He did not begin the artistic work with a presupposition that hinders
his emotional flow during the performance. He rejoiced in this crazy ad-
venture in which he threw himself into the unknown, the end of which he
did not know. He was also a sentimental person by his nature. He rejoiced
to the point of soaring, laughs to the point of lying down, gets emotional
to the point of crying, and sings to the point of ecstasy. He was affected,
affected, and conveys to others his constant enthusiasm. He did not place
any restrictions or limits on the entrances and exits of his feelings, so he
retained their freshness, which was the primary source of his creative ex-
perience.

Hence, the captured objects that the artist acquired over many years were
great. His selected choices of these objects reflect an emotional connec-
tion that often has a relation to his memories and distant childhood. The
objects formed fertile and living material for many of Eid’'s works, as these
crowds of things appeared in front of him in his rich studio. They surround-
ed him all the time, and he was always in dialogue with them in his com-
ings and goings until the appropriate time came for one of them to play a
role and to be the driving spirit of a new work, and move from its life in the
studio to its life in the artistic work after a period of closeness and a shared
emotional life between it and the artist.

The artist here did not merely present regular grouped elements in mutual
relationships. Rather, each part, as well as the whole, seems to have be-
come filled with an emotional tone that derives its strength from evoking
some very deep, very mysterious memories that have a common char-
acteristic between it and the other. This reminds us of the words of the
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n A 49 x 32 cm - Charcoal On Paper - 1980 A 48 x 37 cm - Charcoal On Paper - 1980
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69 x 49 cm - Charcoal On Paper - 1969 A 69 x 49 cm - Charcoal On Paper - 1969 A !
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A 33 x23 cm - Charcoal On Paper - 1967 A 47 x 34 cm - Charcoal On Paper - 1967




27 x 36 cm - Charcoal On Paper - 1968
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37 x 28 cm - Flowmaster colours On Paper - 1971
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A 22 x 33 cm - Charcoal On Paper - 1968 A 19 x 30 cm - Charcoal On Paper - 1968
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28 x 23 cm - Flowmaster colours On Paper - 1969 A 44 x 31 cm - Ink On Paper - 1965 A E
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A 45x 28 cm - Pencil On Paper - 1968 A 24 x 35 cm - Flowmaster On Paper - 1968
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20 x 31 cm - Flowmaster On Paper - 1970 A 21 x 33 cm - Pen On Paper - 2007 A !
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A 28 x 37 cm - Water Color On Paper - 2002 A 26 x 35 cm - Ink & Water Color On Paper - 1968



24 x 34 cm - Ink On Paper - 1968 A

22 x 33 cm - Ink On Paper - 1968 »



A 29 x22cm - Pencil On Paper - 1971

| 19 x 31 cm - Ink On Paper - 1968
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graph of one of the popes sleeping in all his holiness and majesty, next to
it another photograph of an Indian poor man lying on a wicker bed, and a
picture of an Indian goddess, and opposite it is a picture of the Greek Aph-
rodite. There are many contradictory worlds and worlds in which we sail
through a wall of his memories which amazed us to share his vast world.
This work is an ideal model of the concept of unity within diversity. The
work contains several active points and does not depend on a single cen-
ter of composition. However, despite this multiplicity of centers, the work
did not fall into the problem of chaos or confusion, relying on the balance
that exists between similarity and difference, between something and its
opposite. There is a balance between contradictions which is one of the
conditions of life and art as well.

The work is full of fleeting transitions from one world to another, full of par-
allel details and paradoxes, just like the life we live. The design of the work
is not organized into an ideal, unified building inspired by the buildings of
the Renaissance, but despite the abundance of details, the artist controls
the rhythm of this momentum and manages it competently and conscious-
ly. There is no dissonance in color or light, there is a unified system that
radiates behind those contradictions and a harmonious structure similar to
the structure of a single fabric, just as the well-groomed human being is
filled with chaotic and confusing contradictions, but it is led by the ability
of the human mind that is the supreme divine gift that is unique to man.
Perhaps this is the ideal solution for a panoramic work that reminds us of
the horizontal pictorial scrolls called “Emakimono” in Japanese art, which
are pictorial narrative scrolls, each of which brings together events in a

succession of movement and scenes. This makes whoever watches them
not miss the smallest details, whether drawn or written. This horizontal
composition allowed the depiction of groups moving forward and was
used to obtain the maximum extent of representing movement and action
through the sequence of scenes. Its effect was similar to that of a film strip.
This horizontal show helps explain the interpretive and epic quality of the
scrolls that the Japanese publish for viewing as they immerse themselves
in a world of imagination composed of both imaginary and real elements.
Perhaps this horizontal composition is the form closest to the narrative
nature presented by the old harbor, as it is truly a life story for the artist.

the old harbor confirms the emotional aspect of Eid. The elements have
not lost their connection to the outside world and their ability to summon
special memories when viewing them. This ability helps create sympathy
between them and the work of art. In this regard, Joey Dewey says: “We
measure the breadth of a work of art by the extent of the diversity of ele-
ments emerging from past experiences that are absorbed into the core of
the perception of those who watch them. It gives the work of art its physical
body and suggestive ability. Since these elements often come from very
mysterious sources, they may not be recognizable through emotional rec-
ollection, and thus they create a mysterious atmosphere and distant shad-
ows in which the entire work of art floats and make it always maintain a
secret cord that connects it to the heart of the person watching it any time.”




The Old Harbor

Sentimental people are always attached to their old things as if they bring
them back to their days again and tell their old stories. They never want
to lose that beloved echo of their old life. “My OIld Harbor” is a work by Eid
that reflects his emotional nature and his attachment to his memories and
things, which embodied those memories in colors, pictures, belongings,
photography, captured objects, statues, and small objects. It is a work that
tells a lot, as it displays a wall of his memories. It is a museum of his
beloved things that he collected over the years of sailing and returning.
After those long years, Eid decided to open the boxes of amazement and
passion and erect a wall of the things that accompanied him during his
artistic journey, and immerse them in a special dramatic light, turning them
into a charming panoramic display from which we overlook the artist’s vast
world.

The artist says about this work: “I did not intend for it to be a painting or a
work of art. Rather, it was a wooden space hanging behind the table that
| worked on in my old studio. Due to the limited space, | wanted to be fa-
miliar and many things that spoke to me while | was working. Everything
I love | hang, every trip | add and delete until there was a new birth stem-
ming from the transformation of the small place into a being that spoke to
me and | spoke it.”

Thus, he began to be surrounded by the warmth of things that created
intimacy between him and the place. This wall became a special icon be-
cause it was the motherboard, and the nucleus of the journey, and the ship
to which he carried all the means of life. We see in his old harbor a wall
that accompanied him throughout the journey of his creativity, on which

he places his captured objects and small possessions associated with be-
loved memories. He hangs on it the tools that he invents to perform in his
artistic works, and small pictures and old posters as if they were a con-
densation of several worlds or different rooms of memory, each of which
holds an era of life, people, incidents, and memories. Those memories that
nourish observation give the visuals an emotional dimension, and when
they are fused again with the material of the new experience, they give the
newly created subject an emotionally expressive character.

Among things that he was associated with and loved, which he collected
during his first years of study at the Faculty of Fine Arts in Alexandria in the
mid-sixties are pottery sculptures that were created spontaneously, reflect-
ing the innate folk sense, which he acquired from Fustat on a study trip to
Fatimid Cairo, a primitively sculptured bird that he acquired from the trip of
top students to the faculty of Art in Sudan, trees that he colored and turned
into sculptures that he acquired from the Agricultural Institute in Edfina
while he was serving a period of military service, an old photograph of a
saint, stones and rocks from the camp of the outstanding students from the
city of Matrouh, a portrait sculpted by his friend, the artist Tharwat Elbahr,
of the face of their third friend, the artist Esmat Dawestashy, a small paint-
ing drawn by Dawestashy, dolls and children’s toys, daggers, bones, and
ivory combs, bones transformed into faces and sculptures, silver statues
from Addis Ababa, a stick head of a cleric resembling a scepter, a wooden
portrait he carved while he was a preparatory school student, a vertebra
from the spine of a shark, which turned into something that resembled an
alien creature in his work, a bat with the wings of a mythical bird, a photo-
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A 68 x50 cm - Oil on Board -1967
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47 x 54 cm - Oil On Wood - 1965
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29 x 40 cm - Oil on Board - 1967 A 29 x40 cm - Oil on Board - 1967
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100 x 165 cm - Oil On Wood - 1965 A !
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100 x 70 cm - Oil On Board - 1974




150 x 120 cm - Mixed Media On Wood - 2007
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m A 150 x 120 cm - Mixed Media On Wood - 2007
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50 x 40 cm - QOil On Celotex - 1965



Oil On Paper - 1969

150 x 118 cm

A



143 x 120 cm - Mixed Media - 2007 A



A 50 x50 cm - Mixed Media - 1988




A

110 x 135 cm - Mixed Media - 1989

A

88 x 120 cm - Mixed Media - 1990
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A 48 x 51 cm - Mixed Media A 50 x 51 cm - Mixed Media - 1982
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135 x 110 cm - Oil on Canvas - 1989 A 141 x 111 cm - Oil on Canvas - 1986 A
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A 53 x43 cm - Mixed Media - 1982

100 x 80 cm - Installation Object - 1982
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| 24 x 40 cm - Oil On Celotex - 1967
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A 69x49 cm - Oil On Board -1968




texture effects, and precise cells to present multi-image artistic structures.
From these pastes immersed in adhesive media, he creates his re-
lief-carved pictorial surface and emphasizes its levels by dealing with the
dark layers of color in the recessed areas and emphasizing the light in the
higher layers. He discovers the fabric, as he later discovers the material
of the ropes. He recolors it once in ancient colors, sometimes in blurry or
spectral colors, and recently in stark colors. He discovers how he can cre-
ate this sculptural image, piles up the fabric, and makes knots, twists, and
pleats from it. Likewise, the fine structure of the embroidered threads and
the tight texture of the cloth stitches allow him to see an expansive world
of possibilities, condensing them and knotting them into many pleats, fol-
lowing the fine lines of light that the light gives him or black silhouette lines.
He may spread them out so that they turn into a surface that ends in an
imaginary horizon, behind which he creates elements and vocabulary that
take the form of clouds, explosions, or scattered pieces. He may treat the
piles of fabric with touches of color that roam selected areas of the work,
between the touches of luminous white that give the edges their round-
ness and between transparent grains saturated with layers of multi-level
overlapping fabric whose advance and delay the artist controls according
to the requirements of the unit of work. The artist exploits the relationship
of the solid prominent figure in the occupied part of the painting with the
flat surface of the space remaining in it, especially when it turns into an
infinite void.

Sometimes the artist forms the fabric in the form of a high wall overlooking
a mysterious nebulous world behind it, which reflects the artist's preoccu-
pation with the invisible. Sometimes he creates with the fabric a high imag-
inary horizon that reveals distant kingdoms behind it. The fabric may turn
into a dense spontaneous structure, and then suddenly an architectural,

pyramidal, or circular shape rises as a relief solid among these complex
nets. It appears as if it is coming from beyond time, outside of the vital
figurative interaction with the fabric; the fabric may turn into petrified flakes
overlaid like the layers of the earth, bearing an archaeological character
that confirms the ability of the world of art to be a carrier of the artist’s
ideas, preoccupations, and confusion regarding the world, and regarding
life experience and attempts to interpret it.

The artist shapes the fabrics with their wrinkles and curves over the breadth
of their textures, combining them and reformulating them skillfully. They
are transformed as if they were sculptural clay from which worlds that
disappear and established are made, as well as creating ancient buildings
and rivers, a flood of seas and waves, a powerful wave that turns the world
upside down and leaves a bottom crowded with objects and sediments,
and full of remains of life and humans. There are many excavations in
which the artist races against time to try to see what manifestations and
effects of our lives we will leave behind for the future. It is the ecstasy of
reaching absolute rules and breaking the boundaries of time. Eid often
conjures the circle in which the heart of the figure is studded, and it turns
once into an enchanted crystal, through which he dreams of revealing to
us an unseen world that we yearn to see some of its imagination. The
circle may turn into an eye staring at us, a window from which we look, a
wheel, a strange totem, signs, colors, or circles with decorative units from
the arts of ancient civilizations, or a globe.

In the stage of the fabric formed with adhesives, the frame takes on a dif-
ferent presence, as it disappears under the structure of the fabric, becom-
ing integrated into the painting. It is covered by the fabric, wrapped around
it, or comes out from behind it to fold again at the heart of the painting,
or is partially covered with fabric paste so that the artist can benefit from




Outside the Framework

Since the beginning of the seventies of the twentieth century, Eid has be-
gun to release a group of significant works with important transformative
signs in his artistic history, and even in the history of contemporary Egyp-
tian fine art, where he begins to present a clear challenge to the language
of painting that is stable in its frame that quietly surrounds it with its golden
decorations that isolate it from the surrounding world with all its uncertainty
and confusion, so that it becomes a harmonious rectangle that presents
the quiet visual enjoyment that the ordinary viewer can unconditionally
rest. It does not require a great effort to receive it because it represents a
world that he knew and expected in advance.

Eid explodes this framework in a revolution that indicates rejection and
starts a new beginning. He begins to compress and reshape it so that he
even turns into a form within the work. Then he begins to frame things that
were impossible to expect to be isolated from their usual role in our ordi-
nary experience to play a new role in the world of possibilities proposed
by philosophy and the artist was very preoccupied with it. He frames one
element within the work that has all sovereignty and presence, one radiant
shape that represents the center and axis of the work in a group of works
bearing that character, for example, a huge ostrich egg, the back of a tur-
tle, a huge hedge shears, a carpet duster, or an animal horn.

We can read the presence of these elements on two levels: a symbolic
level and a figurative level. The egg may symbolize fertility, renewal of life,
and anticipation of what is to come, but the artist must also have been se-
duced by the shape of the egg for its subtle luminous color and its smooth
polished sculptural mass in its presence in a dark natural cork background
with rocky texture. The back of the turtle may symbolize a face that has not
yet revealed its features and what is behind it as if it is a secret that has
not yet been born. He was also impressed by the division of this solid body

with its own structural rules. The scissors may be a sign of protest and a
desire for change, but they also have a special sculptural figuration that
gives the space an atmosphere of tension and stimulation. Likewise, his
use of the duster may be a symbol of the era of the entry of neglected ob-
jects into the artistic painting, but the artist’s rotation of its handle declares
his ability to re-animate constants, even at the level of form. The element
is reshaped to be a sign of the ancient Greek symbol for infinity, and this
confirms the closed structure of the shapes involved in the composition of
the element.

In some of these works, the frame may strict the objects, encircling them
tightly to intensify a specific meaning or symbol, such as the painting in
which an animal horn is placed as the core of the work, emphasizing the
crudeness and brutality of the element, making it appear as if it is a pricking
tool through which he wanted to move the stagnant and constant things.
He provides a kind of sharp alert to the viewer’s quiescent eye. Forms may
emerge rebellious outside the frame. It is a new role for the frame within
the work that Eid devotes to one of his most important creative paths of an
experimental nature.

Then Eid finds what he seeks in old fabrics, hand-embroidered sheets,
folk kilim, Almalas Alsaidi (black fabric with a draped design that is tra-
ditionally used by the women of Upper Egypt), and fishing nets when he
immerses them in various types of adhesives to turn them into pastes that
are easy to form. He contemplates their variables, appearances, and ele-
ments. The textile threads, with their spontaneity and intermingling, gave
him infinite possibilities for formation and gave him an impression of the
city’s complexity and contradiction; it can also take him to the complexities
of the contemporary world and their echoes in our minds that are trying to
interpret it. The artist intervenes in directing the fabric’s lines, directions,






the protrusions or levels of its ornament in a mathematical or geometric
style that equates to the spontaneity of the fabric and its figurative emo-
tional composition. The artist edited the frame of the shape and its familiar
proportions, so we find the oval, circular, and irregular shape. He may
adopt the idea of a frame within a frame. There is no doubt that these
new forms of the depicted surface allowed for the creation of new imagin-
ings of surfaces that could not be reached through traditional accidental
cuts, hence they formed a different style for the way the composition was
placed, which allowed for the presence of spaces for the imagination to
work in proportion to the special solutions for the space suggested by the
proportion of each surface.

In other words, the frame disappears under a cover that the artist throws
on the surface of the work, which he had previously occupied with some
elements and figures. He emphasizes some of them, colors them, high-
lights them, and makes others faintly present and mysterious, and we can-
not discern their essence or specific features. The artist has a special ap-
preciation for the value of suggestion in the work he creates. He considers
it more beautiful than completed or finished things that disrupt the viewer’s
imagination and interaction with the work.

He always opens energy of light from the midst of darkness and obscurity
to another desired and distant world, especially when he depicts his rocky
caves of roughly hardened accumulated fabric, in which he opens the en-
ergy of hope, goodness, and peace that the artist wants us not to forget
amid the entanglement, ugliness, and complexity of contemporary life.
Then suddenly all of those worlds withdraw to be concentrated in frames
that are huge, fortified, and full of objects, textures, and colors, leaving the
emptiness of the painting clear except for a pure, iridescent colorful ether,

in a series of works that the artist called the “Horizon” collection, where he
removes all the city’s preoccupations, noise, crowds, and exciting accu-
mulations, shifting them all to the sides of the frame so that they emerge
from the heart of the painting only. Horizon amid all this noise we are expe-
riencing invites us to contemplate the horizon at a moment outside of time
and for each of us to draw what he desires on his horizon. It moves from
prominent volumes, posters, and complex works to the transparency of
the universe and its lights, and from the hustle and bustle of contemporary
life to the blurring and ambiguity of the horizon.

These works involve a unique thought in the history of composition, as the
frame plays the most dramatic role in the work and all the noise, confusion,
and entanglement that may fill the heart of the artistic work withdraw to it;
it is a noise that the artist manages wisely and requires it to be integrated
into a specific world. The noise, busyness, and overwhelming chaos sur-
round our world and us, but this does not prevent us from seeing within us
a bright spot of serenity and dreams. In the end, Eid succeeded, through
unfamiliar materials, to create his strange worlds, and he rejoices in con-
structing these worlds as if he was obeying an ancient dream of forming a
free time and a free place that matches his free imagination.
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m A 155x120 cm - Mixed Media - 1972
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57 x 54 cm - Mixed Media - 1977



49 x 47 cm - Mixed Media

lilr;lll J
il

- 1980

lfrfl*

A

110 x 85 cm - Mixed Media - 1982
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45 x 45 cm - Mixed Media - 1983 A 30 x 39 cm - Mixed Media - 1982 A !



A 40 x60 cm - Mixed Media - 1982

A 40 x 30 cm - Mixed Media - 1982
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62 x 62 cm - Mixed Media - 2005

A

62 x 62 cm - Mixed Media - 2005
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126 x 130 cm - Mixed Media - 1988 A
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A 63 x 55 cm - Mixed Media - 1977
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A

70 x 70 cm - Mixed Media - 2005

A

50 x 50 cm - Mixed Media - 2008
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A 50 x 50 cm - Mixed Media - 2005

A 61 x61cm - Mixed Media -2005
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51 x 49 cm - Mixed Media A 48 x 46 cm - Mixed Media A E



A 60 x50 cm - Mixed Media A 45 x 45 cm - Mixed Media - 1983
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45 x 45 cm - Mixed Media (Colorful fabric) - 1986
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Expert Spontaneousness

Eid went on his artistic journey through many paths. Here we remember
the saying of the sculptor Auguste Rodin: “Art is a feeling or an emotion,
but without manual dexterity, the emotion, no matter how strong, must
remain shackled. The artist possessed this skill that enabled him to un-
leash his artistic passion without reservation or revision, and his creativity
throughout his artistic history was characterized by freedom, fluency, and
originality, which made him at the forefront of Egypt’s avant-garde artists.”
In his works, we see the convergence between the conviction of spon-
taneity and superior skill. Spontaneity in Eid’'s creative experience is the
result of long periods of activity. Good ideas do not come too easily unless
an effort has been made before to find the right doors that the artist can
enter through. Eid embarked on the adventure of art, fulfilling its most
important conditions, the depth of intuition and superior skill. He does not
stop working, perhaps out of an inner belief that artistic intuition does not
come except when he works, shapes, and expresses. We can notice this
through the quick drawings that he makes in the periods of meetings that
accompany his work as a professor at the Faculty of Fine Arts. It is a
mini-lesson in creativity, the details of which we can fortunately follow, and
the simple materials that do not go beyond pencils, dry ink, and the re-
mains of a coffee cup. He begins with simple lines from which he takes his
starting point, then he is soon immersed in the work, and the lines, colors,
and hachures overlap to become a beautiful, balanced work from our point
of view. Here the artist soon tears it down and reassembles it in a new
form, or crumples the entire paper in his hand and re-extends it to discov-

er it once again, acquiring a new texture that brings it into a new creative
scope that the artist is dealing with again; he keeps it as one of the parts of
a collage painting that he does not know when to start. Here, the capable
performance transforms the artist from one situation to another and gives
him confidence that there are always new aesthetic discoveries.

This situation has many implications, as it means that the artist is not satis-
fied with the first results, is not satisfied with easy success, is not satisfied
with the nearly available possibilities, and considers that the most import-
ant achievement is the experience itself and the joy of research, discovery,
and experimentation. These experiences are considered constant training
in freedom and spontaneity, which preserved the artist’s vitality and flow in
the performance. He searches for the moment of surprise and is content
only to surprise even himself. He might keep a break in the painting and
insert it into its fabric, or an unintended fall of ropes during its installation
in the painting as he discovers that it integrates with his aesthetic vision.
Sometimes the painting forces him to stop, and other times it forces him to
destroy it or reject it. This comes in the form of tearing apart or breaking up
the equation of the painting and rephrasing again until the given reaches
the new equation that is characterized by humor, seriousness, and rebirth.
He is driven by the conviction that the path to artistic work is full of demoli-
tion and construction and the search for a stable area. He does not move
in one direction, as the world of possibilities is full of choices, and this is
what he has adopted over many years of experience.
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the principle of searching for the new, strange, and unexpected, without
purpose or content, he is an artist concerned with humanitarian issues
and the civilization cycle: its brilliance and decline and its sunrise and sun-
set, contemplating the wisdom of history. Hence, we find many historical
symbols and indicative and predictive signs as well. Eid’s art is not based
only on establishing balanced figurative relations. He never stopped at
the limits of the beauty of the form but rather included within his artistic
experience new aesthetic cognitive dimensions that arouse a feeling of
discovery, understanding things, contemplation, curiosity, a sense of mys-
tery, expectation, and other things that figure the contemporary aesthetic
experience.

Hence, the artist did not seek to create shocking effects to stimulate and
escalate the recipient’s reactions, nor did he create boldness in the artistic
work to create these effects, nor was he content with experimenting on
his own without thinking. Rather, he was constantly charged with all the
issues surrounding him, from cosmic and philosophical issues to the suf-
fering of the smallest person he knew and was close to. He is extremely
bold in his works and he belongs to those whom the Spanish writer Eduar-
do Gonzélez Lanuza says about them: “The authentic creative artist pos-
sesses that innate authentic boldness that is already present. He amazes
us with the results he achieved without intending it, and without trying to
resort to the trick of additional boldness that made some artists tempted
by the exciting anticipation on the part of the recipients to present all that
is new. This made the works lose all value after the first viewing through
which the viewer receives the new idea for the work, and everything ends
and the viewer no longer remembers the artistic work that has become like
a new toy that loses its glory for the child after he discovers it.”

Eid's artworks do not lose their sparkle after the first viewing but rather

continue to produce new visions as they are loaded with dense forms and
meanings that make them readable many times and in a variety of forms.
He believes that experimentation is not a means of tampering, provoking,
or causing shock and that belonging to contemporary trends with an ex-
perimental tendency does not mean presenting art devoid of values, but
rather it means presenting art that involves new values. Eid believes that
experimentation is part of the creative process, which must involve new
data and not rely on prior approaches. Adventure is part of creativity, and
he has always had a certain feeling that this adventure must succeed be-
cause of his belief that the alternatives and possibilities are infinite; if he
meets it while building the work and he has tried its ways before, he would
not practice it again. Rather, he often deliberately opposed and contradict-
ed all the motives that pushed him in one direction until he went in another
opposite direction. He taught himself not to be satisfied and to flee from his
love for certain entrances to creativity until he knocked on other entrances
that were still closed. He does not stick to a proposition he came across
before, nor does he enter a forest whose paths he knows. He always pre-
fers to put new marks in an unknown land, and this is the incomparable
joy of art.

Hence, we cannot apply a traditional approach in following up on Eid’s ex-
perience, as he does not have a graph that rises in a direction that stops or
descends when it reaches its peak. Rather, he has several parallel graph
lines that move back and forth between them, and therefore we cannot
arbitrarily classify him in directions that he has no relation to. For him, his
passion for experimentation is more important than the results, and the
painting is not his end; his goal is merely to go through that revealing ad-
venture, as it is equivalent to the feeling of the ardor and brilliance of life.




Experimentation and the Joy of Discovery

Eid's approach to the art of painting was not an approach that matched the
classical concept of painting as it is the art of distributing colors on a flat
surface, but dealing with it with an open and free-thinking vision, seeking
experimentation and discovery. He was not looking for a sample within
himself, but he kept discovering. He gave the art of mural painting the
spaciousness of contemporary painting and included all the possibilities
of liberation at the level of form, subject, and material. He removed wall
painting from its old concept, which limited it to fresco, stained glass, and
mosaic, occupying additions to unfamiliar materials that the artist, with his
technical capabilities and superior control over his tools, earned the quality
of stability and survival to be compatible with its location in the architecture
associated with it. In all of his mural and installation works, we find him
using things that deviate the mural art from its usual materials and tech-
nigues, such as mosaics and frescoes and others, and we find him using
his things and creating his unfamiliar techniques, so we see him using
things in murals, including empty bottles, electronic and electrical circuits,
three-dimensional objects, coins, parts of bas-relief sculpture, copper
strips, treated fabrics, pottery, ropes, and others. The artist has brought
together the potential of all materials to the pictorial surface, including real
and three-dimensional objects. Even in the artist's use of the elements of
painting, such as lines, textures, and colors, he does not place them on
a smooth surface as is known in painting. Instead, he shapes them in the
folds of the cloth that has been hardened by strong adhesives, and the
textures resulting from the different structures of the glued fabric, such as
mesh, lace, ropes, carpets, etc., in addition to ready-made elements with
suggestive connotations.

In addition to ready-made elements with connotations, such as nails,
wires, screws, Chinese plates, craftsmen's tools, and bamboo, ready-

made wood or wood that the artist shapes himself, in addition to sheep
horns, paper, carpets, nails, copper balls, and handmade sheets, using
multiple media to work with these multiple materials. Many works show
many familiar materials to us, but in a new expressive framework, where
they look as if we are seeing them again.

In his creative experience, he is always looking for new and exciting expe-
riences; he is ambitious, hard to please, and extremely elegant. He does
not know how to stop and believes that in the history of the picture, noth-
ing goes in vain, the first line to the last touch is matter. His experience is
characterized by rapid running, and he cannot stop his passion and does
not rely on a comfortable success beach. He runs from one discovery
to another and from one confusion to another, carrying an experimental
tendency that is almost part of his human nature. In his childhood, he was
an adventurous child, always searching and delving into experiences that
go beyond the preoccupations of children of his age. As he grew older, he
remained convinced that the work of art is the man as he is daring and ad-
venturous, and that the work of art depends on the artist’s ability to reveal;
when some artists believe in their artistic work that it is the first and last
revelation, they inadvertently omitted the artwork concept. Eid’s logic and
his approach to the painting bring us back to Picasso’s eloquent saying:
“When we start drawing painting, we often come across glamorous reve-
lations, but we have to beware of them and destroy what we have created
and recreate it many times. By destroying everything bright, the artist does
not actually destroy it, but rather develops, concentrates, and extracts its
essence; what emerges in the end is the fruit of abandoned revelations.
If we don’t do that, we become like someone who corrupts himself, and |
refuse to corrupt myself.”

Eid’'s experimentalism is responsible in the sense that he does not apply
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120 x 87 cm - Charcoal material - 2007 »




A 150 x 130 cm - Collage & charcoal material - 2007 A 150 x 150 cm - Fabric & Mixed Media- 2005
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flooded with previous readings or images, full of what is prior, ready-made
visions, and accumulated habits. A great effort must be made to get rid of
this prior vision so that thing can be seen as if it is being done for the first
time. We must read it, and see it as if we were still children, without residue
or precedents, so that we can depict it in its pure original state.”

There is no doubt that Eid’s perception of things is of this kind. He does
not see them with his usual eyes but rather sees them as if he is meeting
them for the first time. A perception is freed from the practical necessities
that limit our field of vision and confine us to the circle of practical utilitarian
concerns for those things. He engages with the material to present it at its
highest level of aesthetic liberation in a new artistic existence. He moves
it from their neglected state to a new creative state, eliminating the dis-
sonance between them and bringing them together in a new context that
carries many aesthetic and symbolic values.

Eid gave nobility to neglected things when suggestive elements shined
through his works, giving them a new life. His union with things resulted
in his most beautiful artworks. He gave things and tools a life similar to
his life and they were a suitable synonym for his ideas. Thus, he broke
up the dialectic of the self and the other, contradicting the theories that
perpetuate estrangement between the artist and things because it hinders
his freedom. He was able to express through it that pure artistic sensitiv-
ity that is free from any goal other than the pleasure of art. This sense of
distinction between the thing and the self disappears through the complex
and increasing relationships that lead to their union, especially when the
artist's creative efforts overcome contradictions, so that it becomes difficult
to separate the artist's self from the things that represent the other party
in those relationships, so things become an extension of his hand and
thought.

Eid lived the art as a journey of constant travel through things towards the
heart of the world,; it is a state that Adonis called the mysticism of art.




Memory of Things

Eid possesses that intuition that takes him to the interior of things and in-
forms him of their unique nature that cannot be expressed in words. Here
with Bergson, we agree in his precise definition of the meaning of intuition
that it is the mental empathy that takes us to the interior of a thing and
makes us unite with its unique characteristics. He surprises us with his
captures of the ordinary things of life, its trivialities, and its simple things
as they appear as new elements that we are surprised to discover. He can
remove the thing from the series of life’s events so that it becomes an artis-
tic reality with his imaginary worlds and with his hand that creates another
life and a new form of things. He has an intense hunger for discovering
life with all its secrets, vocabulary, and elements. He had many things that
he collected wherever he went until his studio became a large storage for
all things as if these things would reveal to him the secret of existence; he
discovered that he was becoming more and more confused as he went
through his experiences and the paths he took. The artist does not deal
with time in one direction, but rather he can swim back and forth through
it. The artist's sense of time is different and relative, and his motives make
him always keen not to miss the past and the days he lived, trying to en-
grave and record them.

The artist’s recording of the visions and places he lived, and his selection
of certain elements that carry their scent, enabled him to keep the pulse of
time. Hence, the artist was passionate about things, and he could not stop
this passion. He was passionate about any trace of a person on the basis
that any trace left by a person deserves to be recognized for its value and
be preserved. He uses all the things that man uses with his hands, including
the oldest tools, rare scissors, old typewriters, pottery pots, bakers' tools,
broken ceramic dishes, old machine parts, fabric, embroidered sheets, old
handmade carpets, nails, censers, old bottles, various ropes, masks, cat-

tle horns, garden pruning tools, old photographs, and other many things
appeared successively in many of his works. He chooses them with an
expert eye from every city he travels to, and from the old streets and alleys
of Alexandria, from among the piles of small and unwanted pieces and old
spare parts. They are things that people have dispensed with and have
become abandoned, especially those displayed on the sidewalks of the
Friday souk in Mina Elbasal neighborhood in Alexandria.

On his trips to the areas and people souks, he buys this waste and these
trips are considered one of the enjoyable trips that bring him much joy of
discovery. He believes that we should respect the artist’'s obsession with
things because it resulted from his awareness of their value, as the pas-
sion for visuals falls within the scope of the artistic personality. For him,
the components of the external world are not limited to the boundaries of
living nature; he included in those components the folds of pebbles and
the remains of fruits and dried seeds that carry the prophecy of life.

This brings us back to the philosophy of Henri Bergson, where mentioned
in one of his sayings: “Our vision of things is a limited vision that our at-
tachment to external reality and our preoccupation with the utilitarian side
of things shrank it and made it empty. Happy coincidences have led to the
emergence of people whose senses and feelings seem less attached to
material life. These people, when they look at something, they do not see
it for themselves but for itself, and they do not perceive merely for the sake
of the artwork, but they perceive for the perception itself, so they perceive
a greater number of things; they are born painters, sculptors, musicians,
or poets.”

The poet Adonis agrees with this meaning when he says: “Expressing
something figuratively means to present an image of it that is different from
its apparent physical image. Artistically, sensing things does not begin ex-
cept with the creation of a distance between them and their direct apparent
reality. Seeing things is not as easy as one might think. This is because it is
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of creativity, and Eid is not one of those who neglected external life or did
not pay attention to its important messages.

If art, as Roger Fry says, can evoke the effects left on the soul by the
various emotions of life, then the human face is the most complete thing
in which those effects resonate, and it is the field in which human emo-
tion manifests itself in its general character, which quickly takes us in the
stream of one human feeling and pleasure in art that does not only fall
under the pleasure of figuration relations but rather withdraws to that deep
layer of all kinds of emotional life. This is represented in a more intimate
way in the art of depicting the human face. Otherwise, the history of art
would not be full of the scent of Picasso’s blue misery women and his
weeping women, Schiele’s pale thin figures, Modigliani’s sad girls, and the
tragic faces of Frida Kahlo.

If Eid possessed the ability to pass into the spirit of the character he was
drawing, then on the other hand he also possessed performative expe-
riences in the art of drawing that represent for him the second wing that
allows him to soar with his ideas easily and spontaneously. His under-
standing of the material nature, his respect for its rules, the identification
of his imagination with it, and the merging of his inner creative sense with
its structural rule, make it abundantly giving source to him so that he can
dissolve in its depth. He takes from its spirit and it takes from his spirit, to
create together a state of artistic harmony. Hence, the various methods
used by Eid are not only related to a type of figurative technique, but on
the contrary, they clearly show the relationship between enjoying success-
ful technical implementation and searching for the internal rhythms of the
material that achieve unity in the artistic work.

Eid presented various figurations of man presence in his spiritual being,
confronting an artist whose personality carries a high degree of charisma
which in its simplest meaning means the ability to sympathize with others
and have a positive influence on them.




shapes that the artist does not insist on making completely complete so
as not to prevent the flow of imagination when viewing the work, as he
respects the value of suggestion and gives the space required to it.

Eid may combine the performance of the strong charcoal material through
broad, rough, bold touches and subdued transparent layers, with a fine
line that creates the outer line of the face. He may leave traces of touches
or confused lines that he passed on his journey to reveal the personality
from the stage of flat white surface to the stage of personality figuration
and completeness. In another face, he may figure it with neutral, low-toned
tones, and then quickly distribute a group of black spots in the form of dots
or subtle touches, turning this face into a pulsing face, focusing on the
points of life in it.

There are different entrances suggested by each face, according to the
artist’s reception of the human condition of its owner. Eid possessed a
special and superior skill in dealing with charcoal raw material and the
courage to leave the stages of research to present the history of his image
completely. He took charcoal as a material to such great horizons that it
became for him a tool through which he could add the most delicate and
complex feelings, the most dramatic and the most subdued lights.

Eid talks about his experience in drawing the human face, saying: “My
artistic experience is inseparable from the plight of human existence, so
there was a framing of the human role in that experience. The human
experience and personality always surround me with its suffering and the
tragedy of its existence and its interpretation. Even in moments of human
victory and desire for excellence, | am preoccupied with the eternal con-
fusion and ambiguity that surrounds the interpretation of issues that have
overwhelmed me since childhood until now. | think and contemplate life

and time, and my attention is completely drawn to all the expressions on
the faces of those around me. In moments of contemplating emotion and
its puzzling reflections on the faces, | find myself prompted to draw the
face, and in many works, | can reflect the features of the character | am
drawing while it is immersed in its distant world, and | feel its intense inner
suffering. | was struck by the faces of my classmates and the confusion
of searching for a way. | was also struck by the anxious faces of my col-
leagues during the period of my recruitment before the war, during which
the psychological pressure they were experiencing became evident; | was
disturbed by the hidden sadness on the face of an Italian woman who lost
her husband. | painted her at the time of my mission to Italy, and many
other faces in which | was captivated by the human plight.”

Such expressions, which appear in their highest form through the human
face, evoke deep-rooted memories in the soul. Despite our different styles
of life, we share in the fact that we have passed through the experience of
sadness, each according to his experience. It is certain that the artist, the
painter, is not looking for the beautiful, superficial face from which the trac-
es of life’s experience have been erased, because it is a face without histo-
ry and does not deserve to be stopped. It does not appeal to the artist who
searches for the drama of the face and its expressive giving. He is looking
for a face that has been immersed in life with its heaviness, its confusing
mystery, and its questions, many of which remain unanswered, looking
for a face that knows the horribleness and pain of life. This experience
re-sculpts faces and gives them that ethereal character that stimulates
the artist to draw them. Behind the manifestation of life at all its levels lies
something common among humans. No doubt neglecting the external life
from which the artist receives his impressions cuts off an important stream




The Human Face Is the Way to the Spirit

The human face is the interface of the human soul in receiving the world
and sending signals of human communication, and Eid, with his human
nature that tends toward empathy, can easily establish that spiritual con-
nection between himself and others. He receives many of their internal sig-
nals to reveal an aspect of the confusion of their souls, which represents
a common space among human beings. The artist, by his more sensitive
nature, can perceive and appreciate it, perhaps because that confusion
often represents the primary driver of all creativity and an attempt to come
up with more beautiful figuration and more understanding of the confused
reality in which we all live. Therefore, Eid’'s drawn and painted faces are
one of the artistic cities that he returns to from time to time and in which he
finds a lot of pleasure in getting close to others and in dialogue with them.
At his first academic beginnings, Eid drew the “model” placed in front of
him to study, and showed great academic skill. However, with a parallel
line, he drew the faces of his friends, colleagues, and teachers, through
which he captures crossings into their souls and portals to access their
personalities and inner sufferings. As soon as a person is silent at the time
of sitting in front of the artist to draw, an additional sadness appears on his
face, reflecting his inner suffering. Moments of silence and contemplation
are always accompanied by a noble sadness captured by the artist’s soul,
which becomes his most important input into drawing the character.

The artist represents his painted faces through multiple artistic trends that
may have been conjured by the nature of each of them. Some of them
seemed expressive, exceeding the usual proportions in favor of empha-
sizing a strong drama imposed by the character, such as his depiction of
his colleague Amin Hazeen, the artist and the poet Abdelmoneim Muta-
wei, and the artist Tharwat Elbahr, through which he reminds us of Egon

Schiele’s expressive faces. In others, he evokes the boldness and uni-
ty of the colors of the fauvism artists, but in structural analysis, enjoying
transforming the face into a resultant of adjacent color spots, such as his
depiction of the face of his teacher, the great artist Hamed Ewais, and his
friend, the artist Esmat Dawestashy. Then the tone of the performance
soon calms down when he very delicately draws his wife, Mrs. Nahed EI-
garem, in a luminous image with transparent veils made of delicate layers
of charcoal material, carrying that aura of reassurance that the noble wife
surrounded him throughout the journey of their shared life.

In his drawings, Eid calls for each character to have its performance. In
some of them, the line is fast, intermittent, and thorny, carrying the ner-
vousness and tension of that character. At other times, the line becomes
continuous and smooth, removing in its way every impurity that hinders
the purity of that soul that the drawn face presents. At other times, the lines
are rushing after one another, trying to compete with the energy that the
character reflects, and sometimes the line appears as if the artist did not
lift his hand from the paper. There is no hesitation and no way to wait; this
may lead to a cooling of the internal charge with which the artist confronts
his model; with the ability and with the most concise means of figuration,
which is the line alone, he gives the private humanity mark that this char-
acter exuded.

Sometimes Eid relies on the blurring technique, with which he summarizes
many details to reveal the most present feature of the drawn face, such
as his genius drawing of his teacher, the artist Seif Wanly, with charcoal;
he remains thin layers of charcoal, over which broad strokes are built, and
then the line soon enters and gives its tone, like a moving string. Also,
blurring sometimes adds a kind of ambiguity that gives suggestions to the
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bination and the new dimensions resulting from it, or the strange harmony
it may promote. However, he achieves all this and more using only paper.
He celebrates the life of paper, its states of appearance, various repre-
sentations, special music, and lights. These lights may be daylight, lunar
night light, faint suggestive light, intense bright light, joyful light, dim sad
light, cheerful light, mysterious light as if it came from the openings of an
ancient cave, sparkling like the reflection of the sun on the surface of the
Mediterranean Sea of Alexandria at sunset, or sharp bright daylight.

In Eid’s collages, strange shapes and three-dimensional forms extending
outside the work of art often break into the painting unexpectedly from
outside to inside, giving unfamiliar presentations or buildings with impos-
sible perspectives. Architecture noticeably has an evident presence and
a symbolic, civilizational significance of kingdoms established and col-
lapsing, sunken ships, broken masts, archeological ziggurats, buildings
and three-dimensional forms like ancient ruins, crushed columns, gates
open to infinity, boats departing with only their sails, and towers collapsing.
These reflect the erosion of contemporary civilization and the prediction
of its end, becoming an ancient monument according to the cycles of the
emergence and decline of civilizations documented throughout history in a
lesson we must not forget.

Eid brings these buildings to a blue heavenly atmosphere devoid of details
but charged with depth, transparency, and an infinite space. Sometimes,
his skies are bloody red, have an immemorial, tragic depth, are carried by
a multi-colored rainbow ray, or are sunk in expectant silence. He depicts
the empty, soulless city, the mirror of the era of endless ambition, which,
despite its overcrowding, has filled the human heart with fear and a sense
of isolation and loneliness. He often portrays space shapes landing ran-
domly and diverse spaces that open up to reveal nuclear wars and un-

known fates that we must fear.

A deep sense of tragedy and comedy, which contemporary man experi-
ences, makes Eid present surprising solutions and prophetic visions. His
collages are reminiscent of Girco's The Raft of the Medusa, Delacroix's
tragedies, De Chirico's deserted cities, and Turner's scenes blending the
earth and sky in their storms. He presents abstraction replete with drama
and romance.

Therefore, Eid does not only show his superior capabilities of performance
and techniques but considers them mediums to present serious thought.
Undoubtedly, the more the language of dialogue improves, the clearer the
idea is. The language of dialogue here is the vocabulary of modeling that
he has experienced and with which he has gone through a journey of
work, perseverance, and research, giving him that fluency in clarifying his
ideas and presenting them with an influential spirit. There is a thought
parallel to all these processes of demolition and construction, preoccupied
with issues and concerns portrayed in his language. Sometimes, he even
uses it to show warnings and prophecies, the decline of some values and
the emergence of others, downfalls, events, and storms. He uses collage
as a material that can interact with the intellectual dimensions and psycho-
logical projections that he transmits to it. Tearing the paper gives a sense
of destruction that is in harmony with the contradiction experienced by
contemporary man, whose life and values are subject to many blows that
make him a prisoner of the multiple conflicts and paradoxes of his modern
life, which bring him suffering disguised in a cover of comfort and luxury.
Eid does not present collage as an assemblage of overlapping parts and
scraps but as the life of several images generated from dozens of others.




Collage: The Duality of Construction and Demolition

Eid set a trend parallel to Mounir Canaan's collage in Egypt. However,
Eid's experience defined collage as sticking together different materials
and things. He released his vivid imagination to make them mediums for
his works of art. Some protrude slightly from the surface, and some are
three-dimensional, emphasizing the coherent and solid with its mass pro-
truding from the surface, which Eid even paves the way for its distinctive
presence, highlighting and framing it. Other added things are merged,
weaved, colored, and immersed in a new medium, which he skillfully man-
ages, taking them to a new existence.

Nevertheless, what is referred to here is the "paper" collage, only the pa-
per and the unprecedented revelations of his technical treatments. With
the spontaneous tearing of paper while working and the light falling on
the folds of the edge of the torn paper and its delicate layers, the size of
the paper is revealed, despite its delicateness, especially when he starts
coloring it. The paper begins to capture the particles of charcoal or veils of
the coloring material, showing the density and mass of paper and the way
it receives light as it receives the particles of charcoal scattered over it.
Eid treats the paper by forcefully blending the coloring material with his
hand palm until its folds capture the pulse of color. Thus, the edges of the
paper begin to capture the finest dark and most brilliant lines. He starts to
reveal the inner layers of the paper, creating gradations and sizes with-
in the fine paper that may appear transparent, pure like pearls, or rough
scratched by a strong nib, with quick, rushing lines, changing its neutral
state and turning its silence into hustle.

He returns to communicate with the paper through deletion, addition,
scratching, crumpling, and re-straightening, then the addition of shapes
from other parts of previously torn papers, revealing some of these prac-
tices and obscuring others. That makes a beautiful contrast between the

pure, white space without history and the space that holds all these prac-
tices with the breathtaking visual values it expresses.

Eid has a daring approach to dealing with and exploring the mysteries of
the surface; he starts with successive additions, making history for that
surface over which various practices overlap. He begins his exciting jour-
ney of revelation until he produces a surface showing a performance that
would not appear unless addition layers were succeeded by deletion lay-
ers, using collage and de-collage. With the emergence of new elements
between these two journeys, Eid begins to clarify them in terms of form,
line, and symbol, so they start to show their different significance amid a
network of rich visual relationships.

By sticking the pieces of paper in their chosen shapes on the space of the
original painting, parts of which are already occupied, Eid combines two
different worlds, which he masterfully executes in one unit. These added
parts may represent a previous image torn down and destroyed to create
a new structure that can surprise him. He is passionate about the adven-
ture of demolition and construction. He believes that all things and shapes
can have unusual forms and enjoy another life more surprising, novel, and
eloquent than before. Thus, each scrap has its treatment, as well as its
color and linear presence, as if it came from a different world, unique in
its significance and visual approach. He combines these worlds in a new
space, so he overlaps several visions in a single work of art or builds a
new world plastic art world in another plastic art world, creating two levels
of vision replete with imagination. He sees reality but from unreasonable
assumptions.

Unlike the usual collages, Eid does not rely on the variety, which the multi-
colored-and-shaped collage papers add to the visual presentation because
of their different sources, the contrast created via their unexpected com-
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99 x 67 cm - Collage, Water color & Flowmaster -2008 A

50 x 79 cm - Collage & Pastel -2006 »




A 68 x93 cm - Collage, Water color & Pastel - 2007

<4 68 x93 cm - Collage, Water color & Pastel - 2007




60 x 50 cm - Collage, Water Color & Flowmaster -2008 »




<4 90 x 70 cm - Collage & Pastel -2008
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Dialogue with Contemporary Artistic Trends

Eid dealt with many contemporary art trends, including formlessness con-
cerning his acceptance of chance and forms created through the disposi-
tion of materials, and Dadaism regarding his belief that demolition is also
a means of creativity. For instance, he exhibits a painting of a dense group
of intricate wooden pieces of arabesque dismantled and flowing within
the painting. Thus, Eid destroys its highly-ordered structure, which we are
used to, and fulfills his aesthetic vision through demolition. He is a Da-
daist for his boldness in choosing things extracted from their usual con-
text, framing, and displaying them, including an ostrich egg, a ram horn, a
wooden shoe mold, and huge scissors.

Moreover, Eid dealt with poor art concerning his use of ordinary materi-
als of elements from nature or consumption items from contemporary life
and their association with a new metaphysical sense for him. He also ad-
dressed the art of installation regarding presenting a group of art elements
in a complete environment that embraces the viewer with its effects, the
art of ready-made things in their use in his creative work, and the art of
assemblage in reformulating and turning non-artistic things and materials
into an artistic structure following his vision, choices, and ability to observe
and rediscover things. He is an abstractionist in his works of an architec-

tural nature, in which he uses geometric lines and surfaces that, despite
their sharpness, convey a delicate sense through their spectral colors, and
his overall designs, which are so well-ordered and well-balanced that they
take us back to the purity of music.

Furthermore, he dealt with action painting based on the artist's active
movement while working and benefiting from painting with the physical
laws of movement and the resulting intertwining lines and spaces of vari-
ous density and harmony. He enters the painting, becoming a part of it, so
he confronts the visual perception and imagination, and accordingly, the
plastic art space is formed, arising out of the "visual event" produced by
the intertwining shapes and colors and the surfaces and textures of vari-
ous depths which they create.

Despite dealing with many modern and contemporary art trends, he did
not neglect the aesthetic dimension of the work of art, as those trends
did. His works have kept an Eastern Egyptian taste compatible with all
civilizational arts, so they retain the value of communication with the other,
turning the bliss of creativity into a bliss of taste. Thus, he communicates
with the viewers, even non-specialists.
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Conclusion

Undoubtedly, Eid has what we can call the charm of the artist. He can keep
the images remaining from his life experience, and these images are more
loyal and prolific to him than any ordinary person. What is called the charm
of the artist is limited to his ability to turn these values from one realm into
another to connect them to the common themes of life, adding to them -
thanks to his imaginative insight - a new aspect. He possesses those vital
forces, about which Herbert Read said that form is a sensible thing, but
art continuously changes and transforms the form through intuitive, vital
forces not based on any sensibility.

Hence, Eid was not seized by the things and their direct, limited signifi-
cance. His experience did not wither with the dictates of contemporary life
or be captivated by the game of daily life, where things are turned from a
state of disharmony and chaos to come together into a coherent, art entity
charged with a new, special energy, and following an aesthetic logic that
has form, content, and purpose.

Thus, this experience has neither lost its aesthetic dimension nor merely
portrayed daily life, like some other contemporary art styles that turned the
work of art into a trash can and overwhelmed us with successive visual
shocks or reshowed us the crimes and wars broadcast non-stop by satel-
lite channels to lure us once again to drowning in contemporary sorrows
instead of giving us time to contemplate and reconsider and presenting art
having an inherent significance interpreted not only in the present but also
in all times. That is what distinguishes art from non-art.

Despite his inclination to experimentation, Eid presented a sincere expe-
rience of an evident nature to create an innovative state filled with rea-
sons for growth, continuity, and power of attraction and influence, in which
things have a new life. He turned his works into intensifiers of emotional
states and a memory for the things that can envisage the future and recall
the past with its magical worlds to the present.

Dr. Amal Nasr
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