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Legend of Petra
otl on canvas

200 em X 150 om
1985 - 1986



And an astronomer said, Master, what
of Time?

And he answered:

You would measure tme the measureless
and the immmeasurable,

You would adjust your conduct and even
direct the course of your spirit according to
hours and seasons.

Of time you would make a stream upon
whose bank you would sit and watch its
flowing.

Yet the timeless in you is aware of life’s
timelessness,

And knows that yesterday 15 but today's
memory and tomorrow is today’s dream.

And that that which sings and contemplates
in you is still dwelling within the bounds of
that first moment which scattered the stars
into space.

Khalil Gibran
The Prophet






The Siq
drawings

ail on paper
50 em x 60 em
1986

OF TIME AND SAND

The work of Suha Shoman, inspired
by Petra, has evolved through three
phases, represented in three exhibitions:
the Legend of Petra (1988); Petra-ll
(1993) and now Petra-III (1995).

The first exhibition was essenually
pictorial. Freely inspired by the site of
Petra, the oil paintings were classical.
Their vertical composition recalled the
radiant walls of the Nabatean city. The
upright lines also brought to mind the
pure silhouette of a cathedral spire. In
transforming matter into light, the
splendid colours mirrored the stained
glass windows of the Middle Ages.

Suha Shoman's approach was
reminiscent of Claude Monet’s series
of the Rouen Cathedral viewed at
different times of day. Both remained at
a distance from what they saw. Thus,
Claude Monet left us a trace of
weathered stone in a pearly morning
light, a glowing orange of noon and a
blue haze of evening. As to Suha
Shoman, she brought us face-to-face, in
suspended expectation, with colorful
walls formed by the outlines and reflec-
tion of an abyss. They differed in a
more fundamental way. The impres-
sionist Claude Monet strove to capture
the ephemeral in a net of light, while
Suha Shoman sought to bear witness to
the eternal by redefining the lyric
element. By redefining reality, she
made us pause to define the vestiges of
a memory that both haunt and reassure
us. But to return to us what we failed
to perceive, she needed time. The
dimension of time was ever present in
the forefront of her paintings. In order
to recapture the overwhelming intensi-
ty of a fleeting instant, she made us real-
ize that the arust must offer a long peri-
od of reflection and something that is
very close to love in exchange.

When we turn to the composition
of her work, there are no lines to
imprison us and no end to the depth

either. We are in the heart of matter and
of time - caught up in a swirl of stars.
The colours she preferred ran the
whole range of ochre, earth tones
shifting from a luminous orange to
the tint of burnt bread, sometimes
accentuated by the deep blue of a
stained glass window.

With “Petra-11", Suha Shoman led us
mto a sacred labyrinth. She herself
entered Petra as if entering upon a
spiritual experience, prepared to accept
whatever exceeded one’s understand-
ing. “Petra-1I"" was at one and the same
tme subject/theme and object/instru-
ment. The very sand of Petra was used
not merely as the material, but became
the work itself behind which the artist
achieved the desired revelation.

When Borges picked up a handful of
sand and placed it elsewhere, he
announced with a smile that he had
changed the desert. Suha Shoman,
however, used sand to arouse our
curiosity, to make us more receptive,
and to reveal that in something as tny
as a grain of sand was the vision of
something infinitely great - the very
soul of a mountain.

Sand - and particularly the sand of
Petra - was the only element that could
evoke so clearly the cycle of a new
beginning. The sand, which was once
rock, became sandstone and was
worked by human hands into tomb or
temple. With the passage of time, the
actions of wind and water broke it
down again into sand.... until a process
of sedimentation renews the cycle.
Thus time, the fleeting image of eterni-
tv, is the artists inspiration. [t is the
sand, this rock-like substance that can
be kept in an hourglass to mark the
passage of time, which reveals the
existence of an extra dimensional and
infinite world of which itis a micro-
COSM.

Finally, there is “Petra-IlI" - an
installation rather than a pure exhibi-
tion - which gives the impression of a






The Siq, Petra

sacred dwelling-place  devoted to
meditation. On the walls, there are still
a few pictures, some created from sand,
others not, but they are merely the
ornaments for the essential elements:
sand and rock.

Suha Shoman adds rocks to the sand;
rocks which have been left intact in
their original form in order to preserve
their direct relationship with the land-
scape from which they came. Through
their massive solidity, their shapes and
sometime twisted forms, and the possi-
bility the artist gives us of gazing at
them from every angle, these shapes are
as alive as they are strange. These rocks
have not been sculpted, because their
beauty of form is such that they need
no added artistry. They have simply
htﬁn 'S-f:lﬁ:[:tt_'d .':'ll'ld :lrr.'-lngt:d h}’ H'Ll].'l.'&
Shoman. They murmur to us like an
echo resonating from the cavernous
depths of Petra.

This arrangement is allied both to
Zen in communicating the influence of
beauty in meditation and to the art of
the Egyptians for whom life and death
are one, like the earth and the universe.
This s an art more reassuring than
disturbing, the purpose of which is to
offer comfort.

For Suha Shoman, creatve work
must undoubtedly begin with the
pleasure of gathering the raw materials
from nature. Their primitive, archaic
shapes are the antthesis of artificial
forms that are planned and replanned.
She then places before us the materials
she has selected and invites us to look at
them, to listen to them and to meditate
on them. Creating, for her, resides in a
choice which then becomes creation.
By not controlling anything, she allows
greater opportunity for the influence of
chance, thus eliminating the separation
between the artist and the spectator,
between Art and Life. In certain
presentations, there is a total absence of
support. We realize cthat we are face-to-
face with the ephemeral and the

invisible, and that matter itself has
become an abstraction.

It is difficult to make a considered
appreciation of Suha Shoman’s work
without thinking of that guardian who
still seems to watch over her. [ refer, of
course, to the deeply mourned
Fahrelnissa Zeid. She could well have
had engraved on the facade of her Art
school the words. "o as you wish”,
like the inscription on the Abbey of
Thelene. More important than teach-
ing her students how to paint, she
taught them how to be free.

At one time, this princess from a
philosopher’s tale may have also played
with pebbles but seriously, in a philo-
sophical spirit. And these pebbles, like
those of Tom Thumb, pointed in a cer-
tam direction. Suha Shoman seems to
have taken that direction to escape from
an artistic milieu that is degenerating
into mere refinement and degradation.

It appears today that there are only
two choices open to an  artist
who refuses to be swept along by a
decadent movement; either irony - a
neo-dadaism that is destructive - or a
return to an archaism that is regenera-
tive and thus life giving.

Modern art is not evolving. It is
suspended between the archaic and the
modern.  What Suha Shoman is
endeavoring to achieve is precisely the
fusion of the primitive and the concep-
tual.

Since the nmes of Plato and
Leonardo daVinci, art has been consid-
ered as an intermediary between matter
and spirit. It is evident that Suha
Shoman, a medium who enables us to
commuricate with matter, is herself at
the leading edge of this philosophy.

Noél Favreliére
Amian 1995
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Legend of Petra
otl on canvas
100 cm x 80 cm
1986









Legend of Petra
oil on canvas
100 em x 75 cm
1987

LECTURE
at the Jordan National Gallery of Fine Arts

I believe that when an artist spends
years of his life in creating a work of art,
he has a claim on his audience to try to
understand him thoroughly, not superfi-
cially. T have learned from my experi-
ence that some artists scrutinize careful-
ly what they see and give us a clear and
detailed picture of what they have seen.
This is one aspect. Other artists look
carefully at what they see, and give us
their visual impressions so that we may
share with them their opinion of such
impressions. This is another aspect.
There is also another category of artists
who reveal to us their spiritual or emo-
tional reaction to what they see around
them. This is a third aspect. But there
is a category of artists who transcend all
three categories to arrive at a fuller
experience that combines visual, spiri-
tual and emotional experiences togeth-
er.

Thus, all that is seen by the eye,
touched by the hand, or perceived by
the senses becomes an integral part of
the artist’s memory and life. All these
elements keep moving deep in the heart
of the artist, assuming different forms:
enchantment, love sadness, anger,
joy...etc. Finally, they erupt into images
over which the artist has lost control,
even if he pretends otherwise. The
advantage of an artist is his submission
to this internal energy which s
unequaled by any other experience,
visual or spiritual. In my opinion, an
artist who succeeds in bringing togeth-
er all his past experiences and merging
them within his internal energy is an
artst of special talent. 1 believe that
Suha Shoman is of this type. As you can
see here, she has painted dozens of
paintings which are interrelated and
intertwined. There 1s nothing strange in
this for her, but it is, nevertheless aston-
ishing in itself. [ have seen so many

exhibitions in my life, yet, [ was the first
one to be astonished when I reviewed
her paintings in the exhibition.

It is not surprising that the artist has
devoted years of her life to pursuing the
temptation of symbols that never stop
effervescing in her mind. [ shall try to
explain where these symbols come
from.

I always have a set criteria, in mind,
when viewing a painting. It is the plea-
sure it gives me when I look at it and
also the nature of that pleasure. 1 must
say that Suha Shoman, in her exhibition
as a whole, brings back to us a funda-
mental experience in the pleasure
imparted to us by art: it is the experi-
ence of time. Time that is intertwined
with lifes sensations and, as manifested
in nature, has been a source of inspira-
tion for the artist’s paintings whose cen-
tral theme is Petra. The sense of sym-
bolism she possesses is a pressing,
repeated and recurrent experience. Its
mspiration cndows the artist with the
power to bring back to us the experi-
ence of time. We often think of our-
selves as children of the present
moment, while in reality we are chil-
dren of the long span of time.
Everything that enables us to travel
back in time or reminds us of the expe-
rience of time and its depths is truly
great art.

The experience of the rocks, which
15 violently, forcefully and pleasantly
manifested in these paintings is, ulti-
mately, our extreme experience, the
most violent and pleasant in our real
existence. One must say that the paint-
ings of this legend (the Legend of Petra)
are distinct, troubling and exciting
because they distil some of what is
beautiful and splendid in our worries,
questions and apprehensions. They are
a sublime representation of the rocks
with which the artist extraordinarily
identifies, This identification with rocks
is not unusual among Arabs in general,
and Jordanians in particular.
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Drawings

mixed media

on paper

30 em x 21 em each
1990

Every Jordanian, Palestinian or Arab
in general tends to say:“l have lived my
years on rocks. | was even born from a
rock. It is in the rock that I have dug
my cave. | made of that cave a house for
my dreams which sprang from the rock
like the life-giving water. When I was
forced to leave the rocks and emigrate,
[ carried the rock like a mountain in my
veins. Wherever 1 go, the rock is my
citadel. It is my shelter, my daily bread
and the source of my strength.

What also attracted my attention to
the rocks in Suha’s work was the sym-
bolism. We the Arab Nation, have
always spoken of the desert to the
extent that it has become the symbol of
the Arabs. The Arabs are viewed in
association with the desert. We have
forgotten that there is another symbol
as powerful and significant as the desert:
the rock. If the rock has been another
symbol of the Arabs, it is, in my opin-
ion, the most important one, because
the rock is at the origin of civilizations.
The Nabatean Arabs have left us this
great symbol of a fundamental experi-
ence embedded in the consciousness of
successive Arab civilizations: the experi-
ence of solidity and of eternity.

In each one of her paintings, our
artist investigates another aspect of this
symbol and its eternity. | believe that
the identification with rocks for Suha
Shoman, as for us to a lessor degree of
awareness is embedded deep in the
heart. Perhaps, we draw inspiration
from it for our thought and our will.
We see here that someone comes to
emphasize this with astonishing detail,
as though with a microscope, as if she
takes one grain from the rock and mag-
nifies it to remind us of the value and
meaning of the rock in our lives.

The rocks, as known by Suha
Shoman and as she saw them in Petra -
it would perhaps be useful to remember
that the word “Petra™ is Greek in origin
and means “rock™; 1 wish that they
called Petra “the Rock” - the rocks sug-

gest to the artist and she, in turn sug-
gests to us through her paintings that
we are issued from the womb of the
rock. By returning to these rocks, we
feel as though we are returning to the
womb to recover and renew our life.
We see the synchronization of life and
death as never seen by anyone other
than the Arabs, who built their tombs
in their houses. The house and the
tomb are thus two identical construc-
tions: an Arab lives in one and dies in
the other.

When one reflects on the rocks, he
reflects on the synchronization of life
and death and on eternal existence. For
death is a continuaton of life, and life
does not end with the death of the indi-
vidual. There is the absolute existence
suggested by the rock. This is what I,
myself, see every time I pass by these
paintings. Actually, when I do that, the
word that comes to my mind is “series”.
These paintings are actually a series of
rocks. One rock 1s followed by another
rock, which is followed, in turn, by
another rock, and so on. They all fol-
low each other in a contnuous
sequence which indicates to us their
significance. Each unit in this series has
its own meaning, which connects with
the meaning of the following rock, and
the one that follows it, and so on.

Therefore, we now stand before a
series of rocks. Each paintng is inde-
pendent, yet it is part of an endless
sequence. It is not enough to view the
rock as something external to us.
People from all walks of life: kings,
arnists, fishermen and others have lived
in the rocks. People who lived through
and participated in the Hellenic civi-
lization laid solid foundadons for the
civilization which followed. That is
what Suha Shoman has tried to convey
to us through her paintings.

Why has she entitled her exhibition
“The Legend of Petra” ? [ did not ask
her this question but I understood from
what I saw and remembered that the
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Lf?end of Petra I1

oil on Canvas
100 cm x 88 em
1986 - 1990



Legend here signifies ancient; it is the
deep meaning which we know to
underlie each legend that has had an
impact on our literature and thought
until this day. Petra has become a leg-
end because it has been embellished
through literature and its art. Therefore,
all that Nabatean thought and art pro-
duced remained dormant in the rocks.
We must recover the dormant legend as
a potential. For the legend remains, in
my opinion, a source of perpetual
strength for all thought and all litera-
ture. The Legend of Petra is the intel-
lectual and creative force dormant in
the rocks. It has confronted us in all our
transfiguration so that we may feel that
we are still living the legend and that
we must continue to do so. In the end,
the legend becomes the reality; it crys-
tallizes man’s motives and his eternal
existence. Petra remains a great symbol
of this legend which crystallizes our
motives and confirms that we will
always live 1n a tumultuous sea of intel-
lect, emotions and senses, which push-
es us into further participating in this
communal creativity. |, therefore, see in
the works of Suha Shoman this
momentum pushing us from the depth
of ancient and important time towards
more legendary and creative times.

Jabra Ibrahim Jabra
Amman

May 1993

translared from Arabic
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Legend of Petra 11
oil on paper

75 em x 55 cm each
1989
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Legend of Petra Il
oil on paper
75 cm x 55 cm each

1989




Legend of Petra IT
oil on paper

75 cm x 55 em each
1989
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Legend of Petra 11
(triptych)

otl on canvas

200 cm x 150 cm each
1988



Legend of Petra 11
oil on canvas

119 em x 100 e
1988















Legend of Petra Il
(triptych)

oil on canvas
200 em x 150 em each
1989
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Procession 11

oil on canvas

130 emn s TON) e
1997




Petra 1

oil on canvas
142 em x 78 em

1986-1992
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Petra 11

oil an canvas
290 em x 175 em
1986 - 1992
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Petra 11

exhibition nstallation

1993
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Petra 1l

{series of 21)

sand and mixed
media on paper

77 em x 58 em each
1992-1993
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Legend of Petra 11
(series of 21)
sand and mixed
media on paper
1992-1993



Petra 111

oil on canvads
1EHD emt x N e
1995
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Perra 111

oil on canvas
100 cm x 90 em
1995
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Petra 111

otl on canvas
100 e x 90 e
1995






Petra 111
oil on canvas
100 em x ) em

1995



55



Petra I11

oil an canvas
1O em x W em
1995






Petra 111
sand and mixed media

{TPSPR'JFEP'
105 em x 75 em

1995
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Petra 111
sand and mixed media

Lk Jﬂﬂpf'?'
105 cm x 75 cm

1995
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Of Time and Sand
sand and mixed media
on paper

105 cm x 75 cm

1996
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Of Time

and Sand

sanel and mixed
media on paper

105 e x 75 em
1996
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Art Book
mixed media on paper
20 cmx 33 cm

1995
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Art Book
mixed media on paper
20 e x 33 cm

1995
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Art Book
mixed media on paper
200em x 33 em

1995
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Art Book

mixed media on paper
20 cm x 33 cm

1995
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Pierres Noires
(installation)

1996
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BIOGRAPHY

1944 - Suha Hilmi was born in Jerusalem.

1948 - After the war in Palestine, her family had to take refuge in Egypt where
she spent her childhood and her school years. The ancient Egyptian
civilization was her first contact with art.

1961 - She left Egypt for Lebanon where she studied Law at Saint Joseph
University in Beirut,

1966 - She went to Paris to pursue her Law degree. Her stay in Paris for 3 years
allowed her to see the world of art with more depth.

1973 - She married Khalid Shoman and moved to Jordan where she is now
living and working.

1974 - She met Fahrelmissa Zeid, a renowned artist who worked in Paris in the
1950s and 1960s, and was acclaimed by the famous French art critic
Charles Estienne.

1976 - Fahrelnissa Zeid established an art institute in her home and studio in
Amman. Fahrelnissa taught her students the art of paintng and her
philosophy on are and life. For Suha, she became her teacher, her
mentor and friend ull her death 1n 1991.

1993 - She established an art center “Darat al Funun”{under the umbrella of the
Abdel Hameed Shoman Foundation), a home for the arts. Housed in
three renovated old buildings alongside the archeclogical remains of a
Byzantine Church, the center offers facilities needed by artists: exhibition
halls, workshops, art library, resident artists quarters and venues for the
performing arts.

The works presented in this book are the result of her last 10 years of
painting, inspired by Petra, the ancient Nabatean city in south Jordan.

Overwhelmed by the discovery of the infinite world of Petra, faced with
the monumentality of this ancient city and the natural beauty of the site,
she created works speaking of ume and the world of a grain of sand.



Assemblage
rock and metal
3l emx 10 cm
1995




PERSONAL EXHIBITIONS

1954 - “Galaxies d"Orient”, Wally Findlay Gallery, Paris.

1986 - “Formations by the Sea”, Jordan National Gallery of Fine Arts, Amman.
1988 - “The Legend of Petra”, Roval Cultural Center, Amman.

1993 - “The Legend of Petra 117, Jordan National Gallery of Fine Arts, Amman.
1995 - “Perra 1117, French Cultural Center, Amman.

“Sable et Pierre”, Atelier Art Public, Paris.

COLLECTIVE EXHIBITIONS

1981 - “Fahrelnissa Zeid and Her Students”, Palace of Culture, Amman.
Jordanian Cultural Week, Moscow.
1983 - “Exhibition of Jordanian Artsts”, Royal Cultural Center, Amman.
1981-87  Salon d’Automne, Paris.
1989 - “Contemporary Art from the Islamic World”, Barbican Centre, London.
1991 - “Contemporary Art from Jordan”, McIntosh Gallery, Ontario.
“South of the World"”, Galleria Civica for Contemporary Arts, Sicily.
1992 - “Exhibition of Jordanian Artists”, Spanish Cultural Center, Amman.
1993 - Sixth Biennale d’Art Asiatique, Dhaka.
1994 - “Forces of Change: Artists from the Arab World”, (Touring Exhibition):

Mational Museum of Women in the Arts, Washington D.C.,
Chicago Cultural Center, Chicago, lllinois.
19495 - Wolfson Gallery, Miami Dade Community College, Miami, Florida.
MNexus Contemporary Art Center, Atlanta, Georgia,
Bedford Gallery, Walnur Creek, California.
Eighth Biennale d'Art Asiatique, Dhaka.
1997 - “Voyage en Jordanie”, Salle St. Jean, Hotel de ville, Paris.
“Artistes Palestiniens Contemporains”, Institut du Monde Arabe, Paris.
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DE TEMPS ET DE SABLE

L'oeuvre de Suha Shoman, inspirée
par Pétra s'est développée en trois
phases qui ont correspondu 4 trois
expositions: la Légende de Pétra (en
88}, Pétra-Il (en 93}, Péwra-111 (en 95).

La premiére de ces expositions
n'était que picturale et les tableaux
librement inspirés du site de Péua
restaient “classiques”, faits de peinture 3
I'huile sur une toile dont la verticalité
des compositions nous ramenait aux
parois  colorées de lancienne cité
nabatéenne.  Mais  cette  verticalité
n'était pas sans rappeler le pur élan
d'une fleche de cathédrale et la matiére
devenue lumiére n'était pas non plus
sans rappeler la splendeur colorée des
vitraux médidvaux,

On pouvait en dire que la démarche
de Suha Shoman s'apparentait i celle de
Claude Monet quand il peignit en série
des vues de la cathédrale de Rouen
vues a differentes heures du jour.

Cependant, 'un et l'autre avaient
pris leur distance par rapport i ce qu'ils
vovaient.

Ainsi Claude Monet nous a lassé des
dentelles de pierre désagrégée par la
lumiére nacrée le matin, orangée i
midi et bleutée le soir. Suha Shoman,
quant i elle, nous a placés devant des
parois colorées, structurées de traces et
de reflets d'un abime dans lequel
nous SOITUTIES suspt:ndus, comme
en attente. Autre dissemblance, et
fondamentale celle-ci: Claude Monet
I'impressionniste voulait capter
I'éphémeére dans un filer de lumiére,
alors que Suha Shoman veut témoigner
de I'éternel par un lyrisme i rebours. A
rebours de la réalité, qui nous fait
hésiter 4 définir les sédiments d'une
meémoire, qui Nous ourmentent et Nous
rassurent tout i la fois. Mais, pour nous
redonner, ou plutot nous donner ce qui
nous a échappé, elle avait besoin de
temps, et ce temps-li flotte encore
devant ses tableaux. Car, pour recon-

82

quérir la bouleversante intensité d'un
instant, il faut payer en échange une
longue réverie et quelque chose qui
ressemble 4 lamour,

Maintenant, si nous parlons de la
facture de ses tableaux, nous constatons
qu'il n'v a pas de prison des lignes, ni de
profondeur non plus. Nous sommes
dans la matiére meme et dans le temps,
prisonniers dans un tourbillon stellaire.
Quant aux couleurs, elles se composent
essentiellement de toute la gamme des
ocres, des rterres allant d'un orange
lumineux i des teintes de pain bralé,
rehaussé parfois d'un bleu d'une densité
de vitrail.

Avec  Péwra-Il, c'est dans  un
labyrinthe sacré que Suha Shoman nous
fit pénétrer. N'était-elle pas, elle meme
entrée en Pétra, comme en religion, en
s'effagant devant ce qui dépasse.

Pétra-11 était 4 la fois sujet/théme et
objet/instrument, car le sable méme de
Pétra étair utiisé, non pas comme
simple matériau, mais comme matiére-
meéme derriére laquelle 'artiste s'efface
pour en obtenir révélation.

Ainsi, dans une intention opposée i
celle de Borges qui, prenmant une
poignee de sable du désert et la
déposant plus loin, déclarait en souriant
quil avarr modiiié le désert, Suha
Shoman utlise le sable pour nous
modifier, nous rendre plus curieux, plus
réceptifs... et nous faire révéler, par cet
imfiniment petit, un infiniment grand:
I'ime-meme d'une montagne,

Car, rien mieux que le sable, et
particuliérement  celui  de  Péera,
témoigne aussi clairement de I'éventuel
recommencement des choses. L3, le
sable qui a été roche est devenu grés, et
la main de 'homme I'a fait temple ou
tombeau, que le temps avec l'aide de
I'eau et du vent fair redevenir sable...
jusqu'da la prochaine sédimentation.
C'est donc bien de temps, cette “image
mobile de I'immobile éternité” qu'il
sagit.  Et le sable, cette roche qu'on
peut mettre en bouteille, et dont on se



servait pour “garder” le temps, révéle
I'existence d'un mende extra-dimen-
sionnel et infini dont il est comme un
MICTOCosme,

Puis il y eut Pérra-I11, mstallanon
plus que simple exposition, qui donnait
I'impression d'une demeure sacrée faite
pour le recucillement. Sur les murs, il y
avait bien encore quelques peintures
sablées, ou non, mais elle ne servaient
gque d'écrin i l'essentiel: le sable et la
roche.

Car au sable, Suha Shoman avaic
ajouté des roches non travaillées, laissées
intactes dans leur forme brute pour
rester  en  relation  directe avec le
paysage d'ol elles viennent. Et, par
leur  massivité, leurs formations et
déformations, et la possibilité que nous
avions de pouvoir les regarder sous tous
les angles, elles devenalent émres aussi
vivants qu'étranges. Pas sculptées, car
leur beauté n'a que faire de formes
surajoutées  de  lexteérieur  pour
exprimer, mais seulement choisies et
manipulées par Suha Shoman, ces
roches nous murmuraient comnie un
¢cho, qui sourde des gouftres de Péema.

Cette installation s’apparentait i la
fois au Zen en pronant Ueffet du beau
sur la méditaton et 3 UArt des
Egyptiens pour Ieiquels la wie et la
mort ne faisaient qu'un, ainst que la
terre et l'univers.  C'était un Art plus
rassurant que troublant - un Art qui se
voulait consolation. Pour Suha Shoman,
cela doit sans doute commencer par un
plaisir: celui de ramasser dans la nature
un matérian brut dont la primitivicé,
'archaisme, est 3 opposé des formes
artificielles nées d'une volonté de
composer, re-composer.  Puis, elle nous
tend ce matériau choisi par elle et nous
invite d le regarder. 3 I'ecouter, et 3 en
réver. Sa création est done le fair d'un
choix, qui devient création. Er, ne
controlant rien pour laisser plus de
place au hasard, elle supprime ainsi
les séparations entre lartiste et le
spectateur, entre I'Art et la Vie,

Pour certaines présentations, il y a
suppression totale de support, et nous
comprenons que nous avons affaire 3
I'éphémere, a l'invisible, et que la
matiére-meéme est devenue abstraction,

Cependant 1l est difficile de porter
un regard critique sur le travail de Suha
Shoman sans penser i cette ombre
tutélaire, qui semble encore veiller sur
elle. 1l s’agit bien entendu de la trés
regrettée Fakhrelnissa Zeid, qui aurait
bien pu faire graver sur le fronton de
son école d'Art, comme sur celm de
I'abbaye de Thélenne “Fais ce que
voudras”, car, mieux qu'apprendre i
peindre, elle apprenait 4 éere libre.

Cette princesse de conte
philosophique, avait elle aussi, en son
temps, joue avec des cailloux, mais joue
séricusement, philosophiquement. Or,
ces Eﬂi]]uux—-'.ﬁ, COmmec Coux du
Petit-Poucet, indiquaient une direction.
Direction que Suha Shoman semble
avoir prise pour fuir un milieu artistique
gui  s'éputse  en raffinements, en
dégradations.

Car il apparait qu'aujoud’hui deux
oprions s'offrent i lartiste qui refuse
d’étre balloté dans un courant décadent,
Soit  liropie.. d'un  néo-dadaisme
destructeur et donc dérisoire, soit un
retour EI. Ln .'IT{..']'.Iﬂ-l-H-I'.I'l{! TCCONSIruacoeur ot
donc essentiel.

LCArt moderne n'évolue pas, il
balance entre archaisme et modernité,
et ce que Suha Shoman essaie justement
de réaliser, c'est une fusion entre le
primitif et le concept.

Et, finalement, I'Art étant depuis
Platon et en passant par Léonard de
Vinei (peinture, chose mentale) congu
comme un intermédiaire entre la
matiére et l'esprit, on peut en conclure
que Suha Shoman, médium qui nous
fait communiquer avec la matiére, se
tient sur cette meme hgne de crete de la
pensée,

Moel Favreliére
Amman "95.
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