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Zahed Taj-Eddin (b. 1965, Aleppo). Educated in both science and art, he
studied Fine Art and Sculpture at the Fatehy-Mohamad College of Fine Art in
Aleppo, earned a BSc in Applied Chemistry at the University of Aleppo, an MA
in Artefact Studies from UCL’s Institute of Archaeology, and later a PhD at the
University of Westminster, London, where his research focused on ancient
Egyptian faience technologies.

Leaving Syria in 1989, Zahed lived in Germany and Italy before settling in
London, where he continues to live and work. Alongside his artistic career, he
has worked extensively as an archaeologist, conservator, and researcher. He has
restored ancient pottery, ceramics, cuneiform tablets, and Islamic manuscripts,
and currently serves as an Honorary Research Associate at UCL, collaborating
on research in ancient vitreous technologies and experimental archaeology. This
dual expertise gives his art what he calls “an ongoing, ironic dialogue between
modern and ancient.”

Since the early 2000s, Zahed has exhibited widely. Notable solo exhibitions
include Mythologies and Fables (House of Parliament, Brasilia, 2015), Nu-
Shabtis Liberation (Petrie Museum of Egyptian Archaeology, London, 2014),
Archaeological Investigations (Brasilia, 2016), Shabtis: Suspended Truth
(Manchester Museum, 2017), and Egyptian Faience: An Alchemy for Afterlife
(The Atkinson Art Center, UK, 2024). His work is held in international
collections, including the Victoria and Albert Museum in London.

Parallel to his artistic career, Zahed has worked extensively in conservation and
research. He has collaborated with the Petrie Museum and UCL on experimental
archaeology, taught faience-making techniques, and contributed to several
documentaries on ancient technologies (BBC, Discovery Channel, Science
Channel).



Artist Statement:

My journey began in Aleppo, a city where history runs so deep it seems etched into every
stone. This sense of living with such a rich past has shaped my artistic vision: I see myself not
only as a sculptor but as an archaeologist of the present, excavating fragments of memory,
myth and trauma. My sculptures are artefacts of the here and now; objects that bridge the
ancient and the contemporary, embodying both the enduring archetypes of human culture
and the crises of our present moment.

The materials central to my practice, ceramic and bronze, carry both the scars and the
resilience of history. The fractured textures and rough patinas of my sculptures evoke newly
unearthed relics, yet the forms remain alive. In this tension between ruin and vitality, my
work enacts what I call “excavations of the present”; a slow remembrance set against the
accelerated amnesia brought on by war and the media.

Ultimately my art asks us to witness and to question, as well as to celebrate beauty, art and
the intellect. One of my archetypal figures is the goat; a figure of rebellion, which urges us to
stand against silence, to resist the inexorable march of domination and to acknowledge that
the ruins are already here. What matters now is how we choose to read them, and whether we
can imagine a future beyond the shadows they throw.
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The Artist-Archaeologist: Excavating Myth and Conflict in the
Work of Zahed Taj-Eddin

Zahed Taj-Eddin is not only inspired by archaeology. He is, in a profound sense, the
archaeologist as artist, the artist as archaeologist. Born in Aleppo, one of the world’s oldest
continuously inhabited cities, he grew up beneath the weight of centuries and within the
shadows of political constraint. Shaped equally by his training as an archaeologist and
conservator and by the tragic history of his homeland, his work demonstrates that the past is
never lost but persistently resurfaces in the present, while simultaneously affirming the
enduring value of beauty, art, and intellectual pursuit.

At first encounter, his sculptures with their fractured surfaces and rough patinas evoke votive
figurines from Mesopotamia, fertility idols from Anatolia, fragments of Egyptian temples,
echoes of Phoenician, Etruscan, and Minoan bronzes. They also resonate with the haunting
casts of human beings in their final struggle at Pompeii and Herculaneum, the stylized figures
of the Scythians and the Amlash culture of northern Iran. These traditions, born of the Bronze
Age and the archaic world, distilled gesture into archetype. Although Zahed carries this legacy
forward, his sculptures take on contemporary archetypes: bulls as domination, sheep as
obedience, goats as rebellion, horses and deer as aspiration and beauty, and women as the
central force of balance, regeneration and wisdom. These characters are readable across
borders and epochs and require no translation in order to be understood. Domination,
obedience, rebellion, aspiration, wisdom: these are timeless human patterns. These forms
carry our stories. Their seeming archaism conceals a living presence. The sculpting of them
does not preserve history, but is of itself a form of excavation that reveals trauma and memory.

Taj-Eddin often achieves his aim by means of “interventions”, which are simultaneously
serious and satirical. His modern shabtis, the making of which employ the same techniques
as those used in the making of ancient Egyptian faience, are set alongside ancient ones. Thus
situated, whether it be in the Victoria and Albert Museum, Manchester Museum, the Petrie
Museum of Egyptian Archaeology at University College, London or the august setting of Two
Temple Place, they blur the boundary between artefact and artwork. These modern shabtis
have been liberated from the onerous task of having to serve in the Afterlife and are now
invited inside museum vitrines where, next to Bronze Age relics they appear with their mobile
phones, shopping bags and protest signs. The museum is transformed into a space where
ancient and modern traumas collide. We hear the urgency in their voices. These figures, now
repurposed, explore themes of freedom and choice and are able to explore the contrast
between ancient beliefs and modern expectations.

Taj-Eddin’s work addresses current issues. In his bronze Sheep Go to Lampedusa a herd of
sheep squeezed tightly together evoke the dangerous journeys made by refugees as they cross
the Mediterranean. The difference is that Zahed provides them with an ark that recalls both
the biblical Noah and the Babylonian Utnapishtim. Today’s crises are not fleeting headlines,
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but permanent inscriptions staged in such a way they might have just emerged from the earth:
migrations, battles, silenced voices. The sculpture Going in Circles makes plain history’s
tragic repetition, the endless cycles of power and obedience. Here, sheep tread on an
ensnaring golden path, from which there is no escape. Domination, displacement, obedience
and rebellion are not closed chapters but recurring cycles in history. These sculptures are
mirrors, reflecting not only what we once were but what we continue to be. And, cast in
bronze, they are as enduring as any ancient idol.

Among Taj-Eddin’s archetypes, the female figure occupies a central place. Women embody
the Eternal Female power: they are creators, healers, survivors, carriers of wisdom and figures
of beauty and endurance amidst destruction. Works such as Isis, Knowledge, Motherhood,
Baraka, Swimmer, Destination Unknown and Bahia give their language visible form. In Isis
and Mother of Knowledge, the ancient goddess of rebirth is reactivated; in Motherhood and
Destination Unknown the woman in the shadow of war bears the weight of protection;
Baraka embodies blessing and sustenance, the woman’s gesture both offering and sheltering,
a reminder that nurture itself is resistance. Dreaming of A Boat, Swimmer and Boat Journey
recall refugee crossings, their bodies stretched forward, dignified in their determination to
endure. Bahia, from the Arabic word for “radiance,” suggests that the clearest articulation of
survival is a kind of light. A votive figure, she carries over her shoulders the rebellious goat
which represents another kind of shining; not through triumph, but through sublime
resilience and strength forged in fire like the bronze of which she is made.

The archaeological thread is crucial here. As an archaeologist, Zahed’s hands have handled
figurines of Inanna, Astarte, Hathor and Isis, the talismans of life and protection in ancient
Mesopotamia and Egypt. They are not inert relics but ancestral presences, which in his studio
return as bronze and ceramic. These women embody cycles of care and resistance as lived
realities. Women in war zones hold culture together, become artists, leaders and activists as
well as mothers and providers, a duality reflected in his figures: fragility and strength, blessing
and survival, persistence in the face of overwhelming force. Their urgency finds a parallel
captured in Palestinian poet Hind Shoufani’s words: “Whether I am possessed by a thought
or a feeling or a spirit that takes over my body, I'm not sure, but I have to write.” Zahed is
likewise compelled. Creation is not luxury, but necessity and survival. Survival, as experienced
in contemporary trauma, is testimony.

Returning to Taj-Eddin’s animal archetypes, there is a powerful precedent for what he does
in Arabic poetry and fable. The latter has a long lineage that originates in the ancient Sanskrit
Panchatantra which via Middle Persian culminated in Ibn al-Mugqaffa’s eighth-century
Arabic translation Kalilah wa Dimnah, which is considered a masterpiece of world literature.
It was only a matter of time before it was translated into European languages. The animal
stories contained within its pages carry political lessons and subversive truths. In Arabic
literary tradition, poets have long cloaked political commentary with metaphor in order to
survive censorship. At the same time they reach their audiences at a deep emotional register.
The blind Syrian poet and free thinker, Al-Ma‘arri (973-1057), whose home was close to
Aleppo, employs animal imagery in the form of parables as a veiled critique of authority.
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Incredibly he continues to pay for his disobedience as his statue portrait was recently
beheaded by extremists. In the twentieth century, Mahmoud Darwish deployed allegory to
articulate notions of exile and resistance, while the Syrian poet Adonis turned to mythic
figures in order to veil radical visions of transformation. Allegory speaks where direct speech
is impossible and because it appeals to both intellect and imagination it endures. One may
connect Zahed’s approach to literature further afield, to Orwell’s Animal Farm and 1984, for
example, where barnyard creatures reveal the mechanics of dictatorship and obedience.

Zahed extends the tradition of animal allegory materially with sculptures as eloquent and
defiant as poetry. At the heart of his menagerie is his own fable. While bulls dominate and
sheep obey the humble goat, which may be read as the artist’s alter ego, remains stubborn and
defiant. It climbs ever higher and its triumph is the artist’s manifesto, a declaration of
resistance against conformity and control. Growing up in Syria under dictatorship, where
direct critique was impossible, Zahed learned the necessity of speaking through allegory
which in his hands became a subversive tool.

At times his sculptures extend beyond personal allegory to become biting satire. Take, for
example, Arab Pegasus where the mythical winged horse, a creature of liberation and flight
that normally is able to soar to the highest realms is grounded. This Pegasus cannot fly: it is
overweight, its magnificence trapped by irony. A metaphor for-present day Arab culture, it
forever evokes past achievements but is unable to move forward, entangled instead in
consumerism and nostalgia. It is both beautiful and tragic; a symbol of aspiration undermined
by its own weight. In this hybrid of horse and bird, Zahed gives form to a paradox: a dream of
soaring greatness brought down to earth by its own excess.

In Dialogue, the allegory unfolds like a parable. A sheep longs to break free of the herd of bulls
that had overtaken and strangled the land. Summoning its courage, it goes to the bull and
asks to be set free. The encounter is unequal. The bull stands, imposing its absolute power
while the sheep, small in comparison, remains vulnerable. Freedom is not granted and yet, as
Zahed tells it, it walks away with something vital, the knowledge that it can raise its head and
ask. So even in the face of futility, the mere act of speaking confers dignity upon it. The work
becomes a meditation on resistance without victory, courage without reward, and the quiet
assertion of selthood against overwhelming power.

Gaza carries this allegorical language into the terrain of actual conflict. The work depicts a
sheep and a bull facing each other, both of them precariously balanced on an upright half-
moon of watermelon. The image is simple but devastating. The bull, a symbol of ruthless
power, looms above; the sheep, seemingly powerless, stands below. The watermelon, long a
symbol of the Palestinian cause, acts as a seesaw. And yet the resulting balance is not what
one expects. The sheep commands the composition, pressing the melon downward, rooting
itself in defiance. The message is clear: even in the face of overwhelming force, the oppressed
can claim a moral and historical weight, a rootedness that refuses erasure. Gaza is less about
victory than about persistence.



Zahed’s animal sculptures converse with those by artists such Picasso and Goya whose bulls
embody violence and ritual, Marino Marini whose horse and rider sculptures embody
fragility, as well as Giacometti whose elevated figures carry endurance into the twentieth
century. Memo Makris and Ivan MesStrovi¢, whose monumental sculptures translate political
and ideological struggles into allegory, are two of Zahed’s heroes. In the Arab context, Zahed
followed his Syrian teachers, Shakib Bashakan and Zouhair Dabbagh. From them he learned
how to achieve allegorical figuration under constraint. Another one of Zahed’s influences is
the Egyptian sculptor Mahmoud Mokhtar (1891-1934) who reanimated pharaonic motifs in
the service of a nationalist rebirth. Above all, he acknowledges his debt to the unnamed master
sculptors of Mesopotamia, Egypt, Anatolia, Etruria and Greece, whose sculptures first defined
the grammar of myth that is at once universal and instinctive, poetic and political.

In an era of accelerated amnesia, in which war and migration make the news but are just as
quickly forgotten, Zahed’s sculptures insist on another temporality. They slow us down. They
remind us that the present is layered, sedimentary, subject to excavation. His figures are not
distant allegories, but archetypes of our condition. Their provocation is something to be
reckoned with. What emerges in this excavation is the relentless repetition of history;
domination, obedience, rebellion, cycles we have not yet broken.

Zahed’s sculptures are not nostalgic echoes of a lost antiquity but living fables cast in bronze
and ceramic, formed by fire. They are dug from the soil of our time, demanding that we look
closely, that we recognize repetition in order to resist forgetting. They tell us that the ruins
are already here, that conflict and migration are inscribed in the very material of our time.
But they also whisper of what endures: the celebration of life, beauty, art, and the intellect,
alongside the recognition that as long as power persists and obedience endures, rebellion,
however fragile, is always possible. How we choose to read these fragments today may yet
shape what survives of us tomorrow.
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EXCAVATING THE PRESENT

Since its founding, Yassin Art Gallery has dedicated its efforts and resources to
supporting contemporary Egyptian and Arab artistic experiences, striving to create
dialogical spaces between the artist, the place, and the audience. The gallery believes
that art is not merely a means of aesthetic expression, but an intellectual and cultural
tool for rediscovering humanity and the world around us. Through its diverse exhibitions
and projects, the gallery seeks to shed light on artistic voices that balance between roots
and experimentation, matter and idea, memory and reality.

Within this context comes the exhibition of Syrian artist Zahed Tajeddin, as a
continuation of this path, where deep creative sensitivity intersects with an intellectual
vision that places the human being at the heart of the artistic experience.

Zahed Tajeddin’s works constitute one of the most significant Arab sculptural voices
that have managed to link individual experience with collective memory simultaneously.
From his earliest beginnings, his artistic inquiry has been directed toward exploring the
relationship between myth and history, human pain and the beauty hidden within
fragility. Throughout his long journey between Aleppo and London, art for him has
remained a space of salvation and reflection, one that transcends the boundaries of
personal and national tragedy toward a broader human horizon.

Zahed belongs to a generation that witnessed the collapse of meaning in times of war,
transforming his sculptural material into a silent document of memory and survival.
Symbolism emerges in his works through elements such as the goat, the bull, the
pregnant woman, and the shabti, serving as metaphors for humanity’s journey against
the powers of oppression, time, and oblivion. While these symbols carry tragic weight,
they are not devoid of visual wit and subtle irony reminiscent of Mohammed al-
Maghout’s works, where laughter becomes a form of resistance.

In his latest experiment, Zahed revives the spirit of ancient arts, from Egyptian faience
to Lascaux cave engravings, not as archaeological references, but as a contemporary
language in search of the primal roots of human consciousness. For him, sculpture is not
a representation of the past, but an excavation through time, a quest to recapture the
sense of beginning in a world overflowing with ruin. His figures are liberated from the
bondage of myth, just as the shabtis were freed from serving the dead, now entering the
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world of the living, carrying shopping bags and mobile phones, a bitter paradox
encapsulating humanity’s transformation from worshiping gods to worshiping
consumption.

Yassin Art Gallery presents this exhibition as a platform for realizing both the
intellectual and material vision of the artist, offering him a space where light and matter
harmonize, and where history is reimagined within a vibrant contemporary presence.
Through this close collaboration, the exhibition emerges as an integrated project
expressing Zahed’s journey in discovering meaning through matter, and the gallery’s
ongoing commitment to supporting avant-garde sculptural practices that redefine art as
a form of consciousness, not mere ornamentation.

In this exhibition, Zahed Tajeddin’s project reaches its intellectual and aesthetic climax,
where clay, bronze, and Egyptian faience converge in a dialogue between material and
meaning. For him, art is not decoration for the world, but a testimony to it, a resistance
to oblivion, and a reminder that despite his fragility, humanity remains capable of
creation, expression, and standing upon its ruins with dignity drawn from his rigorous
sculptural works.

Yassin Art Gallery proudly presents this project as a manifestation of its ongoing
commitment to supporting contemporary art and documenting its aesthetic and
intellectual transformations, believing in its role in reshaping awareness and reviving
memory.
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Zahed_ETPoo1
The Head — gkl
Bronze

59 X 21X 10 cm
2013

4500%

14



Zahed_ETPoo2
Myth — & skl
Bronze

135 X 50X 5cm
2013

5000$%
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Zahed_ETPoo3
Beans Pot — Jsdll 5 )3
Bronze
20x 18 x 8 cm
2016

1800%
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Zahed_ETPoo4

The Sheep go to Lampeduse — 1) s2eY ) caali ol Al
Bronze

39 x22Xx16 cm

2015 4000$%
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Zahed_ETPoos
Balancing — ¢l
Bronze
38x14x12cm
2015

2800$%
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Zahed ETPo006
Domination — &
Bronze

22 X 17 X 14 cm
2016

1800%

19



Zahed_ETPoo7
Dialogue — _\s~
Bronze

45X 12 X 22 cm
2013

3400%
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Zahed_ETPoo08
Demonstration — alss
Bronze

64x 18 X 24 cm

2012

4200%
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CONTEMPORARY ARTSPACE
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Zahed_ETPoo9

Bull Leaping — L5l Je sl
Bronze

23X 40X 12 cm

2014

4000%
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Zahed_ETPo10

The Bull & The Globle — 5 sl 5 il
Bronze

20x 18 x 8cm

2014

MPOR/

]|
HEEEEEEN
YASSINGA

i
[ |
L

1800%

[ 1
LER

i
|
Y

23



Zahed_ETPo11

The Fall of Palmyra — 33 / 1_all ks i
Ceramic, Stoneware

66 x 36 x 5cm

2013

2000%
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Zahed_ETPo12

The Arab Pegasus — all (o sulanll
Bronze

32 x 28 x 15cm

2011

4000$% Each
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Zahed_ETPo13

Europa — The Myth —

Bronze
31X 30 X 12cm
2014

3‘)‘9}:“‘}1\—

Ll

‘a.. o |
1
L1

||
IIIII
GA

[ 1]
YASSIN ER

3800%
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|
Y
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Zahed_ETPo14
Knowledga — 4 szl
Bronze

41X 22 X 35cm
2015

4000%
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Zahed_ETPoi5

The Alchemist — sl
Bronze

28x 28 x 20cm

2015

3600$%
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Zahed_ETPo16

Hand of Creation — g/u¥! ¥
Bronze

40.5 X 14 X 9cm

2019

3000%
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Zahed_ETPo17y

The General —

Bronze
27X 14 cm
2014

eball 3 JI_yall

NTEMPORAF
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- ---

YASSIN
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||
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L1

2500%

1
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Zahed_ETPo018

Playing with the Globe — <SSl aalll
Bronze

22 X 14 X 12cm

2025

11 ||||
EEEEEE N
GALL

[ 1]
YASSIN ER

2000$
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|
Y
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Zahed_ETPo19

Going in Circle — 4& i« dals
Bronze

20 X 17 cm

2021

EMPORAF
I

YASSI I

||
 §
L1

|| 1
EEEEmnE
GALLERY

3200$%
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Zahed_ETPo20
Dialogue — _\s~
Bronze

45X 12X 22 cm
2013

3400%
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Zahed_ETPo21
Demonstration — Ui
Bronze

64x 18 X 24 cm

2012

4200%
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Zahed_ETPo22

Siege / Warship — sbe ol jlas
Bronze

26.5x 16 cm

2021

3200$%
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SIN GALLERY

Zahed_ETPo23
Tangled — <liis
Bronze

23 X 33 X 20 cm

2013 4000%
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Zahed_ETPo24
Motherhood — 4« sl
Bronze
30x8.5x26 cm
2016

3000%
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Zahed_ETPo25
Reclining Goat — 4a/ s
Bronze

37X 30 X10 cm

2005

3000%
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Zahed ETP026
Gaza — 3¢
Bronze

34 X 11 X25 cm
2024

CONTEMPORARY ARTSPACE

1
YASSINGALLER

!
Y

35009%
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Zahed_ETPo27
Rebellious Goat- 2 s el
Bronze

36 x26x18 cm

2013

3200%
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Zahed ETPo028
Isis- )
Bronze

170 X 40 X 40 cm
2025

CONTEMPORARY ARTSPACE

!'!ﬁ!!!|..!
LLERY

YASSINGA

16000$%
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Zahed_ETPo29
Mother of Knowledge — < jxall o
Bronze

120 X 40 X 40 cm
2025

CONTEMPORARY ARTSPACE

1
YASSINGALLER

!
Y

14000$
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Zahed_ETPo30

Unknown Destination - J sess ol
Bronze

30x29x16 cm

2013

4000%
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Zahed_ETPo31
Connection- J= s
Bronze
40x9x 28 cm
2020
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3800%
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Zahed_ETPo32
Baraka / Plenty - 4<_»
Bronze
32x12Xx12cm
2018 2500$
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Zahed_ETPo33
Bahia- 4
Bronze

45X 15X 12 cm
2023

3600$%
46



Zahed_ETPo34
Freedom- 4~
Bronze
33x5x8.5cm
2017

NTEMPORAF
.
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EEEEmnE
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3000%
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Zahed_ETPo35
Swimmer- 4Ll
Bronze
51xX26X9cm
2025

4000%
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Zahed_ETPo036

Boat Journey- 2t dls
Bronze & Wood

47X 14 X7 cm

69 x 26.5 x 16 cm

2025

4000%$ Boat & Set

10,000%
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CONTEMPORARY ARTSPACE
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Zahed_ETPo37

Dreaming of a Boat- «_l& alall
Bronze & Wood

90 X 25X 7 cm

2025

4500$% each
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