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Suha Shoman: Screens of Time
Adila Laidi-Hanieh

Adila Laidi-Hanieh

Writer and Cultural Critic living between
Algeria, Palestine and the United States

Her book Palestine: Rien ne nous Manque ici
appeared in 2008 in Paris and Brussels.

Notions of time are well known to be linked to video art practices. Suha Shoman's works
ambitiously explore the manifestations and measure of time passing, through the filter of stark
personal, collective and philosophical experiences. Her strongly visual and spiritual first two
videos and her following two political works push back the boundaries of the genre in a bold
practice that seems at first glance to be the work of two different artists, of two different non-
artists who happen to use video, or of a categorically new emerging artist. A closer inspection
does show a linkage inside the video body of work itself as well as with Shoman's paintings;
thematically but also in its visceral unmediated effect on viewers- but one still wonders if a new
career is not emerging.

Shoman's video works seems thus to be a break with her generation of modern Arab artists, that
gained preeminence in the 1980s. Their practice could be broadly divided into three genres: the
nationalist/culturalist/socially committed figurative or symbolic, abstraction indicating a search
for a purely visual late modern abstract expressionism, with a hint of a spiritual quest; and the
isolation, revival and reappropriation of folkloric or cultural visual codes. Shoman's practice
belonged Toosely to the second genre even if her abstraction was not absolute and was often
rooted in the concrete, such as the landscape and history of the ancient Nabatean city of Petra
in southern Jordan, and its unique dark rose hued monumental rocky landscape. The elements of
time and light always present.

When the 1990s Arab conceptual and electronic media art wave appeared, it was —obviously- at
the hands of a new generation of artists, who worked with installation, photography, video and
performance, eschewing painting and generating new local institutional support structures and
attracting rapid regional and international recognition. The goal was not anymore the fashioning
of an Arab visual modern vernacular or the quest for pure abstraction, but often interrogation and
negotiation of the realities of Arab postmodernism: exile, war, memory, amnesia, occupation,
sexuality, urban anomie, humor; mediated by the subjectivity or body of the artist.

Shoman had by the early 1990s a long and distinguished career -begun in 1976- as one of the Arab
world's most prominent painters. Her paintings characterized by heavy impasto and bold coloring
which she gradually stripped to a minimalist concentration on the imitation and recording of
the colors, light and shadows of the remains and surroundings of Petra. In the late 1980s she
produced aseries of large scale (200cm x 150cm) triptychs devoted to Petra facades, each painting
a variation on one local color (blue, brown, ochre). She also produced a series of medium scale
(100cm x 90cm) mono or hichromatic oil paintings as well as a series of small scale mixed media
(sand, pastel) works on paper, exhibited in rows filling entire gallery walls.

Shoman's first video, 2005's Of Time and Light seemed also like a caesura in her career. However,
it had come after Shoman's first formal break out of the one dimensional framed canvas and paper
in 1993, 1996 and 1995 with a number of installations: rows of black volcanic stone, assemblages



of stone, or volcanic rocks installed in front of a large scale Petra painting. In fact, both Of Time
and Light and 2006's | am Everywhere were a return to painting, to herlarge scale “portraits” of
Petra stones and passageways. The resemblance extended from the visual aspect to the apparent
thematic (earthly elements, rocks as measure of cyclical time, Petra landscape) and also the
effect on the viewers, with -like abstract expressionists'- creation of a virtual environment that
overwhelms the viewer's senses and immerses her/him in an almost spiritual experience. But
even to non connoisseurs of her paintings, the two works relate more to still painting than to
moving images of cinema and television, with their ultra-slow motion and bold coloring.
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Black Rocks and Wood, 1995, assemblage
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These twoworks ambitiously deal with the basic, universal, central themes of human consciousness
and experience - birth, toil, meaning, death, redemption, and resurrection, enveloped in a sort
of transcendental humanist spirituality. Indeed, the extraordinarily lush images and ambitious
content proceeds from a modern-like démarche, an a-conceptual approach that eschews much
of current postmodern video art tropes such as performance, documentation, décalage, pastiche,
quotation, etc. the result however is not kitsch, but an impressive coda to a decades long painting
career.

The coda was first an ingenious technical accomplishment involving sound and video in a three
room installation of seven different video loops, projected simultaneously on nine walls; not
counting the outside entrance video loop of a Petra pink/yellow facade. Each room captures the
essence of a different phase of human life: milestones from pre-birth to the mortality of loved
ones and promise of resurrection. 0f Time and Light evokes Viola-esque cycles representing the
progress of a soul. However, Shoman eschews the use of actors or special effects to exploit the
basic medium of video to the fullest: time, delving visually into the essence of these abstract and
timeless questions.

The first dark silent square room with blackened walls has three video loop projections on three
walls, showing the surface of the sea at different times of day, mostly during the reds of sunset
and sunrise. This is placental pre-birth, a representation of the Quranic “we created from water
every living thing".

The second room'’s elongated and narrow shape recalls the span of a human life and allegorizes its
experience: two video loops are projected on the four walls. Projected onto the opposing narrow
walls at each end is a video of a human figure (Shoman) seen from the back, hiking endlessly on a
rocky mountainous trail in the Petra region. The march is filmed at different seasons of the year,
underscoring shades of Camus' Sisyphus. Heightening the sense of toil is the labored breathing
filling the room, charted in the projected dark image of a medical graph tracking the breathing's
intensity on the two opposing long walls.

The last room is the room of release and closure: an installation of rocks and two complementary
video Toops projected on two walls. The first one fills the wider wall and shows the summit of a
mountain range in Petra. The slightly dynamic element in this otherwise still image is the slow
movement of the clouds on the multicolored rocks, ending with the sun's rays piercing through
and lighting the mountains. The sense of release and redemption is echoed by the flock of birds
filmed flying in ever widening circles at dusk against a red sky on the side wall. In this Tast room
is also a physical reminder of Shoman's previous work: neat rows of small dark rocks lined like
worshippers in a mosque, or like tombstones; and facing both the viewer and the mountain
projection.
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Birth, toil, redemption, resurrection. Universal, a-historical themes captured through a tracking
of their physical manifestations in water, clouds, and rocks. Going through this installation with
its immersive meditative pull is more of a spiritual experience than a visit to an art event. Shoman
here starts from her paintings' thematic and introduces the physical manifestations of passing
time.

The following related work is the much less ambitious in scale if not in effect, 8 min.36 / am
Everywhere. The scale here is more intimate, the quasi sublime giving way to an intimate, dark,
single-channel installation where in a dark well? Chamber? A thick diagonal white ray of light
plays on the surface of the water. The ray changes intensity and direction, dancing, moving, to
a muffled mysterious rhythmic sound. Life here seems to transpierce even the profoundest
recesses of time and place. There is the tension of an expectation of closure; but if Of Time
and Light's last two screens allegorized a redeeming leap of faith, the diaphanous ray which
perseveres and conquers darkness of / am Everywhere is Sisyphus' realization of his potential
for happiness in the here and now.

2008 ushers in a further break, extending to form and content. Shoman's early paintings such as
two paintings -in 1979 and 1992- titled Procession towards Jerusalem and a 1982 work on Sabra
and Shatila, did evince a concern in her practice with the national. Still, the 2008 rupture in style
and medium was striking: Onthe 60th anniversary of the ethnic cleansing of Palestine -the Nakba
(catastrophe) - Suha Shoman produced Stop for God's Sake, a stark 13 min. documentary-like
work first shown at the Singapore Biennial. It features her own footage mixed with news images
showing the progression of the “palestinian-israeli conflict”, the exploitation of religion to
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Left and top: | am everywhere, 2006, video 8 minutes 36 seconds
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furtherand validate it, set to the soundtrack of Mozart's Requiem. The news footage of the civilian
horrors of the conflict, images of holy places, interspersed with title cards quoting the Bible and
the Quran enjoining peace and peacemaking. This is further mixed with images of various religious
figures and Shoman's own footage of worshippers in a Singapore mosque. Stop for God's Sake is
exhibited in an installation, next to a second smaller video playing in a continual loop a number
counter, marking the years passing from 1948 to 2008.

2009 ushers in the 8 min.9' Bayyaratina (Our Grove), a single channel video, another foray into
political art, but this time into the intimate side of the headlines. First shown in Paris' Institut
du Monde Arabe, this simple work unfolds rhythmed by Shoman's unique voice, a mixture of
girlishness and maturity, telling the history of an orange grove bought by her grandfather in the
southern Mediterranean, his planting of the trees, their type and number, the continuation of
the planting by her father and by his children. She matter of factly narrates the history of the
family and the grove, rhythmed by the leitmotif of: “my grandfather planted orange trees... my
father planted orange trees". Images of an earthly paradise, an expanse of closely planted orange
trees, as far as the eye can see, the horizon unbounded by natural barriers, the sea guessed at
beyond. The alleys of the grove lined with spectacularly tall palm trees, adding to the paradisiacal
impression. Interspersed with the groves' images are images of Shoman's family and Shoman as
a child. However, in 2002 the serpent intrudes in paradise. With the start of the second Intifada
-young men demonstrating and getting killed at Israeli checkpoints- Israel began a succession
of expeditions into Gaza. On each one, Israeli tanks uprooted entire groves and orchards from
northern Gaza, including Shoman'sin the Bait Hanoun area. Gradually from 2002, 2004, 2007, 2008
and 2009 all of the trees are uprooted, each incursion's aftermath in the grove is documented and
shown in the video. Bizarrely, all of the trees having been uprooted by 2008, during the last 2009
war on Gaza the Israeli army ‘only’ found a house and water wells intact which in turn it bulldozed.
The video ends as it started, with an image of the grandfather who bought and planted the grove
and the leitmotif stated one more time, this time in the plural first person: “we will continue
planting orange trees".

The signifier of Bayyara (grove) evokes fora Palestinianaradically different signified than to other
Arabic speakers. Bayyara, Bayyaraat (groves), Bayyaraatna (our groves) punctuate narratives of
the Nakba, as well as figuring strongly in early Palestinian visual arts and literature. The signified
here is the lost paradise of lush citrus groves cultivated on the Mediterranean coast, especially
around the Jaffa area. The Bayyara is obviously also a metonymy of the paradise from whence
Palestinians were expelled through no sin of their own. However, Shoman's Bayyara disrupts this
usual pairing by being a Gazan Bayyara. The tragic irony evoked is that such a Bayyara would
have been theoretically immune from Israeli appropriation, and would have remained safely in
the Palestinian hands of its owners and workers after 1948. However, this smaller version of the
Palestinian paradise also came within reach of destruction and obliteration. The official reason
for uprooting orchards and groves in Gaza is to provide a clear panoptic line of vision to the
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Israeli army into the rest of the Gaza strip for surveillance and bombing, and to deprive potential
Palestinian gunmen from cover. The obvious political reason being in fact an unequivocally
crushing demonstration of domination, and humiliating obliteration of a means of livelihood.

The shock to the viewer from these two videos comes from their directness. If political themes
are often evoked in contemporary art through various mediations or allegory; these two videos
do so directly, as if a result of lassitude after six decades of exile, occupation, humiliation and
fragmentation of the land. This gesture proceeds from a different logic than one expected from
political art, that it should not over determine viewers' reactions but rather disrupt their regime
of perceptions, provoke a new gaze on one's condition. Nor does it seek to fulfill a clichéd goal
of mobilization and propaganda. Rather, the gesture proceeds from a self generated logic of
testimony, recovery and recognition of narrative and memory.

To a non Palestinian audience, the intrusion and eruption of these urgent images into an art
space disarms expectations and breaks the circle of alienation whereby an oppressive situation
runs the paradoxical risk of naturalization by its ritualistic humoristic, elliptical denunciations in
international art circuit happenings. This is a ‘pure’ case of détournement, whereby spectacular
images are used to disrupt the flow of the ‘spectacle’ (24/7 newscasts).

The celebrated land of Petra paintings, Of Time and Light and Bayyaritna has different signifiers:
from a marker of the passage of time, bearer of light, paradise lost. To a western urbanized
audience the urgency and importance of land to a Palestinian —from villagers resisting the Wall
and settlers' olive trees burning and uprooting, to urban refugees remembering their Bayyaraat-
the Tand has been an extension of the self, a material representation of dignity and a link in
time through generations. The land of Petra is thus the land of the Bayyaraat, the subterranean
chamber of | am Everywhere, marking and measuring time.

From past, present and future, Suha Shoman's career has manifested continuities and evolutions:
Her paintings were still and viewers moved among them, her images now move and their viewers
must be still. A new artist moves through these screens.
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Video Art: Stop for God's Sake
Sama Alshaibi

Sama Alshaibi
Assistant professor at the University of Arizona
2008

In this year of 2008, on this anniversary of the 1948 Al Nakba, many Palestinian artists, whose
artworks may or may not usually engage the Israeli Palestinian conflict directly, are in a state of
reflection. Where are we? Where are we going? And what should one say, after 60 years? What
else could an artist possibly say about the 60 years of a complex, polarizing and already massively
documented case of the Palestinian's quest for independence?

Daunting questions are best approached by direct means.

With honesty, courage and deceptively simple tactics, artist Suha Shoman takes only thirteen
minutes to build that case in hervideo, Stop for God's Sake. Ahybrid of experimental documentary
and remixed stock footage for broadcast news, the content is at times earth shattering and
surprising and at others as familiar as the national anthem; it just depends on what you already
know about the conflict. But it is how the documentary footage is delivered, and (mapped/
spaced) in time that grips the viewer. Setto Mozart's Requiemin D, “Stop for God's Sake" evokes
the bitter irony of using religion to justify violence, and Shoman's video is an appeal aimed
particularly at people of faith.

Shoman uses stock footage not only because she is unable to return to Palestine to shoot her
own video and images (most Palestinians in the Diaspora are not permitted to enter Palestine
since Israel controls its borders), but also because it represents a media that we are largely
familiar with. Moreover, documentary footage, including stock, are accurate moments not easily
dismissed. The footage then represents everything we have ever already seen about the conflict
in our daily news broadcasts, not just what is presented to us in those thirteen minutes. We recall
the countless broadcasts, but in a different way.

The footage is delivered in extended play, slowing down and even pausing for contemplative
effect. Presenting religious verses in the form of title cards, Shoman intermingles passages from
holy books of all three monolithic faiths, reminding us that no one can use faith as justification
for the past 60 years of violence and land-theft.

The slow use of time promotes thoughtfulness, especially evidenced in the full prayer of the
Quran's Al Fateha Surratt with translation in English provided. Foranon-Arabic speaking audience,
it reveals the beautiful and peace promoting words of the Islamic faith. In stereotypical Western
media depictions, the takbir of Allah Akbar (God is great) is normally followed by violence and
protest, not prayer as it usually does in the Muslim world. Shoman provides much needed access
to the Islamic faith, and even for an already Muslim or Arabic speaking audience, watching the
prayerin extended play gives pause. Gazing upon the men bowing in devotion, in intimate display
of observance, can overwhelma sympathetic viewer. The men's back to the camera, their complete
concentration in devotion to God, subjects them and their faith to our gaze. They appear utterly
vulnerahle, incognizant of what surrounds them, especially the harsh scrutiny of a camera. The
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camera has historically deceived and betrayed such men, used as an instrument of exploitation
and serves the agendas of those who wish to portray them as terrorists and agents of a religion
of a false deity. Shoman directs the observers' attention onto these men through her camera but
offers her audience a different relationship to them.

Her prayerscene presents a stark, yet comforting, contrast to what is expected of alarge gathering
of men under the umbrella of the Israeli-Palestinian conflict. Not in combat, not in chaos, not in
a death "strike" march. Itis simply men as non-combatants, organized side by side in devotional
prayer, and prayer is not easily argued towards a propagandist end.

It should be noted the men praying are not Palestinian men, nor is this stock footage. Shoman
captured the video visiting a mosque in Singapore. The placement of this component of the
overall video is important because Shoman decidedly opens up the argument beyond the Israeli-
Palestinian conflict in the section preceding the men's prayer. A global discussion takes shape,
targeting faith, politics, war, resistance and activism in an international perspective. It situates
the first six minutes of the video, which is decidedly building a case for the injustice of the
Palestinian people, within a larger context.

Sixty years of injustice are honestly if not completely described in the fist six painful minutes: a
series of historical Palestinian maps present massive land 10sses, aerial vantage points of the ever
expanding Separation Wall illustrates the segregated and violated landscape, brutal and violent
clashes shows the disparity between an unarmed Palestinian civilian people and the mightily
equipped Israeli Defense Forces, massacres are evidenced at the morgues, burial of Palestinian
martyrs are protested by massive crowds grief stricken and enraged and finally, a still image
taken frominside a church on Mount of Olives, Jerusalem.

This photographic still is an exercise in the visual semiotics of today's struggle; the foreground
of the picture plane is the chapel's window adorned with the most iconic symbol of the Christian
faith, a large cross. The middle ground reveals the view from that very window, the stunning
gold of the Dome of the Rock, Islam’s third holiest site. The background is simply depressing.
Behind the cross and dome loom two massive cranes towering over the 01d City, denoting the ever
expanding settler and Israeli presence in East Jerusalem, and triumphantly over the other two
religious icons in terms of visual power. It brings to mind the countless settlement cities across
the West Bank, with the ever-present cranes arms striking conquering poses.

After the six-minute mark, a written verse from the New Testament asks, “For what profit is it to
a man if he gains the whole world and loses his soul?" (Mathew 16:26). The Requiem in D takes a
short dramatic pause, and a faceless voice answers, “These are the times that tries men's souls".
We watch a fighter jet take off and are privy to his vantage point, a target of a site below, and his
bombing of it. A quick series of visuals follow such as a tanker foregrounding a fiery blaze, an

anti-war protest in Washington D.C. in front of the U.S. Capital building and then a living room
television featuring the pope on the BBC, performing the politically safe ritual of wishing an end
to the injustice in Irag, Tibet and the non descript “Holy Land." Shoman follows with a still image
of Muslims at prayer in front of the Dome of the Rock, and then the long scene of the Singapore
mosque at prayer time. The juxtaposition insinuates the confusion between the two worlds.

It should be noted that Stop for God's Sake is presented in an installation. While it commands
the Targe screen in the room, a second video, small and discreet, hangs in the corner and plays
in a continual loop. It is simply a number counter. Viewers are aware of the presence of time,
with the counter displaying the years going by starting with 1948 and ending with 2008 before
it runs in its loop again. The two videos are in conversation, driving the profound meaning of 60
years moving by and the situation remaining the same, if not much worse. Violence has produced
nothing except more suffering, and Shoman asks her final questions: “Who started it?" and “Who
shall end it?"

OISV 320 1Y gaa jugad Yoo A alll o)lie LaS plim i limaiall
Following pages: Stop for God's Sake, 2008, video installation 13 minutes 7 seconds
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Video Art: | am everywhere
Ica Wahbeh

[ca Wahbeh
Editor and Art Critic at the Jordan Times
Amman 2006

|, likeinlife; orlike inlight prevailing over dark; like in human being humbly (or with the arrogance
of power) triumphing over nature; and even like the carefree hird following its set course. In Suha
Shoman's latest video art film, it is all together in a powerful, symbol-laden succession of images
at the end of which the viewer remembers to breathe. In a dark catacomb, the play of darkness
and light and the accompanying shadows evokes life as it must have been at the beginning of
creation. Athick, milky white ray of lightisintersected by a transparent shaft tremulously meeting
it at a point of refraction. Diaphanous at first, the timid ray slowly assumes material dimension,
becomesan organic, living, breathing creature. Entrapped in the subterranean chamber, the beam
of light moves, pulsates, disintegrates in an infinity of lines to the rhythm of a powerful gong-like
staccato sound (maybe even of a vesper bell) that intensifies its being. Like an agonizing body,
the writhing patterns become loose and then one again, in an amazing game that defies known
laws and tantalizes regimented mind. Alone bird flies around, trying to find its way in the scheme
of things. Moments of quiet alternate with dramatic sounds masterly chosen to underline the
image, enhance the meaning and keep in awe. Light dances, becomes water, is stagnant, then
laps some unknown shores; at all times the beat of a huge heart is sensed or made tangible by
the movement of light and the accompanying sound. Life is constantly felt, its physical presence
clearly present or subliminally inferred.

Patterns of the most unexpected shapes give as many embodiments of life to light. Matter and
form change constantly: light, water, smoke, water. At times the shapes are those of birds in
flight, the solitary bird from the beginning becoming many others, all trying to fly away, break
free from the darkness. The transformation is performed seamlessly, becoming the game of a
creator enjoying himself at playing and making things happen. The grey background initially
perceived by trained senses as hard stone gradually assumes softness. Its grainy texture will
soon appear like a sponge, living off the water and light washing over it. Or maybe corals, swaying
in the water, organic matter brought to life by the quivering timid light that later sweeps over
it forcefully, awakening it, making it part of the living universe. The light rays intersect again,
separate again, become one wide powerful beam gloriously surging up, above, to freedom,
escaping the cavernous darkness that kept it prisoner below. With it, the Tonely birds flies too,
breaks away from the chain of darkness, asserts itself as the life that is “everywhere".

The film lasts 8:36 minutes. It could be aslong as the time of creation. Or as the time it takes the
viewer to see and perceive meanings deeply hidden in the metaphoric images. Itis, in a temporal
sense, a fleeting moment in eternity, but it leaves behind more than an ephemeral impression. It
talks about the artist's philosophical approach, her roots to the land of the Nabataeans and all the
civilizations that lived in this part of the world, with all their spiritual beliefs and contribution to
humanity. It is an awakening of sorts, of life, senses and meanings.
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Of Time and Sand
Pierre Cabanne

Pierre Cabanne
French Art Historian and Critic
Paris 1999

Suha Shoman frees form the mineral night forms that she alone can see, giving life to their
muysterious barrenness. Her eyes and hands guide her spiritin this world of stones, tombs, funeral
chapels, caves, temples, now in ruin and deserted, that in Greek is names the Nabataean, the
ancient Sela, the Rock.

She is its chosen painter whose works have been destined to explore, ever since, in 1988, the
legend of Petra, theme of her first exhibitions, inspired her, this impressive heterogeneous
mixtures of red sandstone set against the blue marble sky. She does not depict Petra, she carves
its forms and forces out of the immemorial time where they had been inscribed, witnesses of a
history and, above all, of a symbolism nourished by myths and beliefs, majestic wrecks of a life
that vanished centuries ago.

Suha Shoman's work is a successive memory landscape evolving from one cycle to the other, from
the naturalism of her first paintings on canvas or paper to the expressive vertically where vibrant,
abstract matter is treated in depth, reconciling spirituality and instinct under the sign of lyricism
(Petra lll).

Suha Shoman overcomes the impasse of simple transcription, she immerses herself in the
stratified crumbled rocks, wrinkled, slashed by open wounds, sculpted by water and wind; during
her existence, that took her from one part of the world to the other, she carried Petra's profound
sense heyond its image. These rocks witnessed the hirth, growth and fall of civilizations that have
created the modern world. That is why Suha Shoman knows she is connected to them and why
she perpetuates them in her paintings. Her creative act makes full use of space; her affective
intensity is an expression of her desire to know.

In order to better penetrate the space, she uses sand, piling it, mixing it, draining it and giving
it the colour of its origins; her mixed techniques restore the geology of Petra's chaos, the land
burnt by the sun and the stone which is at once matte and glowing. At times, in Suha Shoman's
installations there is confrontation between the stillness of the rock fragments she picked on site
and the movement of her creative act. It is through their extension and the resonance they stir in
her that she understands and represents the landscape that set free the painter in her.

Translated from French by Ica Wahbeh
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Of Time and Sand
Noel Favreliere

Noel Favreliere
Writer and Director of the French Cultural Center
in Amman 1995

The work of Suha Shoman, inspired by Petra, has evolved through three phases, represented in
three exhibitions: the Legend of Petra (1988); Petra-2 (1993) and now Petra 3 (1995).

The first exhibition was essentially pictorial. Freely inspired by the site of Petra, the oil paintings
were "traditional.” Their vertical composition recalled the radiant walls of the Nabatean city. The
upright lines are also brought to mind the pure silhouette of a cathedral spire. In transforming
matter into light, the splendid colors 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 tracery of weathered stone in pearlescent morning light, a flowing orange of noon and a
blue haze of evening. As to Suha Shoman, she brought face-to-face in suspended expectation
with colorful walls formed by the outlines and reflections of an abyss. They differed in a more
fundamental way. The impressionist Claude Monet strove to capture the ephemeral in a net of
light, while Suha Shoman sought to bear witness to the eternal by rejecting the Tyric element.
By dismissing reality, she made us pause to define the vestiges of memory that both haunt and
reassure us. But to learn 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
intensity of a fleeting instant, she made us realize that the artist must offer a long period 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 to end the
depth either. We are in the heart of matter and of time - caught up in a swirl of stars. The colors
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-2, Suha Shoman Ted usinto a sacred labyrinth. She herself entered Petra as if entering
upon a spiritual experience prepared to accept whatever exceeded one's understanding. Petra-2
was at one and the same time subject/theme and object/instrument. 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 dropped in a different place, 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 tiny 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

33



@ VO X Vv a3 e e VAAV ) eyl 5yl
Legend of Petra I, 1987, oil on canvas, 100 x 75 cm

broke it down againinto sand... untila process of sedimentation renews the cycle. Thus time, that
“fleeting image of eternity" is the artist's inspiration. It 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 is a microcosm.

Finally, there is Petra-3 - aninstallation ratherthan a pure exhibition - which gives the impression
ofasacred 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 to the essential elements: sand
and rock.

For Suha Shoman adds to the sand unprocessed rocks, which have been left intact in their original
form in order to preserve their direct relationship with the landscape from which they came.
Through their massive solidity, their shapes and sometime twisted forms and the possibility the
artists give 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 have no need
of added artistry. They have simply been selected and arranged by Suha Shoman, and murmur to
us like an echo that is smothered in the cavernous depths of Petra.

This arrangement is allied both to Zen in communication the influence of beauty in meditation and
to the art of the Eqyptians for whom life and death are one, like the earth and the universe. Itisan
art that is more reassuring than disturbing the purpose of which was to offer to comfort.

For Suha Shoman her creative work must undoubtedly begin with the pleasure of gathering the
raw materials from the natural world. Their primitive archaic shapes are the antithesis of artificial
constructs that are planned and re-planned. She then places before us the raw material she has
selected and invites us to look at them, to listen to them and to meditate on them. Creating for
her, resides ina choice, which then becomes creation. In refusing to control everything in order to
leave greater opportunities for the influence of chance. She eliminates the division between the
artists and the spectator, between art and life. In certain presentations, there is a total absence of
support. We realize that we are face-to-face with the ephemeral and the invisible, and the 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 have well had engraved on the fagade of her Art School the words: “Do as you
wish" Tike the inscription of the Abbey of Thelene. More important than teaching her students how
to paint, she taught then how to be free.

At one time, the princess from a philosopher's tale may have also played with pebbles - but
seriously, in a philosophical spirit. And these pebbles, like those of Tom Thumb, pointed in a
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Petra Il, 1992-1993, sand and mixed media on paper, 77 x 58 cm

certain 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 nowadays 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 and hence ridiculous - or a return to an archaism that is
regenerative and thus life-giving.

Modern art is not developing. 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 conceptual.

Since the time of Plato and Leonardo da Vinci, art has been considered as an intermediary between
spirit and matter. It is evident that Suha Shoman, the medium who enables us to communicate
with matter, is herself at the leading edge of this philosophy.
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Legend of Petra |l
Jabra Ibrahim Jabra

Jabra Ibrahim Jabra (1920 - 1994)

Palestinian Writer and Art Critic

Talk at the Jordan National Gallery of Fine Arts
Amman 1993

| 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 superficially. | have learned from my
experience that some artists scrutinize carefully what they see and give us a clear and detailed
picture of what they have seen.

Other artists look carefully at what they see, and give us their visual impressions so that they 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 emotional 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, spiritual and emotional experiences together.

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 artists, assuming different forms: enhancement, 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 is unequaled by any other
experience, visual or spiritual. In my opinion, an artist who succeeds in bringing together all his
past experiencesand merging them within hisinternal energyisanartist of special talent. | 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 is nothing strange in this for her, but it is, nevertheless
astonishing in itself. | have seen so many exhibitions in my life, yet, | was the first one to be
astonished when | 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. I shall try to explain where these symbols come
from.

| always have a set criteria, in mind, when viewing a painting. It is the pleasure it gives me when
I'look at it and also the nature of that pleasure. | must say that Suha Shoman, in her exhibition as
a whole brings back to us a fundamental experience of time. Time that is intertwined with life's
sensations and, as manifested in nature, has been a source of inspiration for the artist's paintings
whose central theme is Petra. The sense of symbolism she possesses is a pressing, repeated
and recurrent experience. Its inspiration endows the artist with the power to bring back to us
the experience of time. We often think of ourselves as children or the present moment, while in
reality we are children of the long span of time. Everything that enables us to travel back in time
or reminds us of the experience of time and its depths is truly great art.

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

Every Jordanian, Palestinian or Arab in general tends to say: “I have lived my years on rocks. | was
even born froma rock. Itisin the rock that | have dug my cave. | made of that cave a house for my
dreams which sprang from the rock like the life giving water. When | was forced to leave the rocks
and emigrate, | carried the rock like a mountain in my veins. Wherever | 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 symbolism. We the Arah
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, itis, in my opinion, 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 experience
embedded in the consciousness of successive Arab civilizations: the experience 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 lesser 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 magnifies 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”; | wish that they called Petra
"the Rock" - the rocks suggest to the artist and she, in turn suggests 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 constructions: an Arab Tives 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 deathisa continuation oflife, and life does not end with the death of the individual.
There is the absolute existence suggested by the rock. Thisis what |, myself see every time | pass
by these paintings. Actually, when | do that, the word that comes to my mind is “series': These
paintings are actually a series of rocks. One rock is followed by another rock, which is followed,
in turn, by another rock, and so on. They all follow each other in a continuous 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 painting is independent, 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, artists, fishermen and others
have lived in the rocks. People who lived through and participated in the Hellenic civilization laid
solid foundations 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
| understood from what | saw and remembered that the 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 legend because it has been embellished through
literature and its art. Therefore, all that Nabatean thought and art produced 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 literature. The Legend of Petra is the
intellectual and creative force dormant in the rocks. It has confronted us in all our transfiguration
5o that we may feel that we are still Tiving the Tegend and that we must continue to do so. In
the end, the legend becomes the reality; it crystallizes man's motives and his eternal existence.
Petra remains a great symbol for this legend which crystallizes our motives and confirms that
we will always live in a tumultuous sea of intellect, emotions and senses, which pushes us into
further participating in this communal creativity. 1, 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.

41



Jae JSI @ 00 X VO 1y le cad VAR LY eyl 3 st
Legend of Petra Il, 1989, oil on paper, 75 x 55 cm each



Returning to Egypt

Artist talk for the

25th Alexandria Biennial for
Mediterranean Countries
2009

Returning to Egypt as a guest of the Alexandria hiennale means to me more than you will ever
know. | feel that | have come full circle. | grew up in Egypt, went to school in Maadi and Cairo
and spent the summer in Ras el Bar and Alexandria. My years here remained in my heart and
mind. They made me who and what | am today. My perception of life and art, my awareness of
our roots and our identity were sparked here in Egypt. When | was 13, | visited the Valley of the
Kings in Luxor; we had to cross the Nile, the giver of life, to reach the world beyond. It was my
first encounter with death. It was overwhelming. Later on inlife when | visited Petra, the ancient
Nabatean city in the south of Jordan, | came face to face with another belief. The living and the
dead dwell side by side. There is no crossing beyond. Eternity is engraved in the rocks and life is
timeless.

It is said that an artist's lifetime work is one artwork that he tries to perfect or one concept that
he tries to communicate. This may be true when | look at my work now. From the very beginning
| was searching, seeking to know and to understand. Who are we, where do we come from, where
are we going? Our origins and our identity, our exile and our loss, the loss of our land and the
loss of loved ones were pressing issues lingering in my consciousness. | am a Palestinian born in
Jerusalem before the creation of the state of Israel. | was uprooted from my homeland and had
to take refuge in Egypt. The right of return being denied to us, | lived and pursued my studies in
Lebanon. Now in the last 35 years, | made alife in Jordan. | am deeply attached to each of these
Arab countries but the grief of displacement and the longing for what was left behind, is always
present, also the need to tell our story and to preserve the memory of our people. This is what |
tried to express in my art and my lifetime work at Darat al Funun.

One of my early paintings, Procession, depicts a group of women walking towards an arched gate
symbolizing lerusalem, their shapes fading into contours suggesting a passage leading towards
the light. Was it an intuition of the narrow passage of the Sig of Petra that would inspire me
years later, marking the passage of man in time, his steps engraved in the rocks for eternity?
Procession spoke of the dream of return. Another earlier work Nabateans evoked our past and
our Arab identity. | had studied art under the Turkish Jordanian artist Fahrelnissa Zeid, who was
a prominent artist of the New School of Paris in the 50's of the Tast century. Till her death in 1991
she was my teacher, my friend and my mentor. My oil paintings were in the style of the Tyrical
abstraction suggesting indirectly the message. | made 2 works in memory of the massacre of
Sabra and Shattila in Lebanon, which | named Passion in Red and Land of Fire. Other paintings
from that period evoking our origins were Caverns from the Past and Enameled Origins. Chants
Mystiques was a prelude to the spiritual journey that was awakened in me by my encounter with
Petrain 1985.

The infinite world of Petra hecame my source of inspiration and my sanctuary till this day. The
passage of the Sig, witness of immemorial time, the anthropomorphic rocks formations, echoing
a past still present, the reflections of the light, symbol of eternal life revealed to me another
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reality where beauty prevailed. The Legend of Petra was the first of a series of paintings from that
period. They spoke of matter and light, of time and eternity.

In the series Of Time and Sand, after integrating in my paintings forms inspired from the ancient
Nabateans and Safaitic rocks drawings, | started using sand as a subject-matter symbolizing man,
agrain of sand, a microcosm in harmony with the universe.

One day, | saw scattered on a hill, black volcanic rocks, unique in their kind. Their surface was
covered with shapes that looked like drawings coming to us from the depth of time. | didn't know
what they were. | understood later that they were called slag, which are stony matter separated
from the metal during the process of smelting or refining ore. They were remains from the mining
caves of the Nahateans and they have beenlying there for overa century. I chose some of themand
made an installation of 129 rocks standing upright in 9 successive rows. Years later, | read about
an ancient Menhirs installation in Carnac in Brittany in France, 3000 Menhirs standing upright in
10 rows, over 3 kms. The significance of this installation remains a mystery to this day.

BYVESFALLUI (SPSV-.) IRYOME SIESN
Black Rocks (detail), 1995, assemblage
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Left: Nabateans, 1977 oil on canvas, 91 x 132 cm
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Passion in Red, 1983, oil on canvas, 162 x 97 cm
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Right: Land of Fire, 1983, oil on canvas, 130 x 88 cm
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Right and top: Of Time and Light, 2004, video installation

My personallife took a tragic turn. For 5 years | stopped working all together. One winter morning,
| saw the Tight glowing over the Shera Mountains of Petra, appearing magically, unveiling the
darkness and disappearing into the night, appearing and disappearing again, moving slowly
revealing life. | had seen this wondrous sight twice only in 20 years. | took my video camera and
started filming that light which | was trying to capture in my paintings and felt | did not succeed;
the flat surface of the canvas is a hindrance, the angles of vision of the camera are limitless. |
came to video art out of necessity; | started painting with my camera.

Of Time and Light, a composition of 7 video films and 2 animations, is an ending and a beginning.
One faces first a triptych of light reflections on water: dazzling light flashing like atoms at the
origin of life, then twinkling light, like stars in their journey beyond and finally the light at the
sunset of one'slife. Next, manappears, passing in time, absent- present, marching in communion
with the universe. The medical diagram of his heartbeat travels on the walls. It recalls the flight of
the birds, creatures of God, and the presence of the soul. In the final scene, the light illuminates
the mountains covered with mist, floating in an ocean of void slightly luminous, as it must have
been at the dawn of creation.
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| am everywhere, 2006, video 8 minutes 36 seconds

I'am Everywhere filmed in Beidha in an ancient Nabatean cistern, although short in duration, 8mn
and 9 sec, took me a long time to achieve. | observed the light changing, revealing new visions
with the passing of time. The birds recalled the ancient Egyptians belief in eternal life.

| AM EVERYWHERE

Since the beginning of time man believed there was no boundary between
the world of the Tiving and the world of the dead. The stone in prehistory
became a symbol of eternity.

The Aramaic and Palmyrian name of a funerary stele is Nefesh meaning
vital breath. For the ancient Eqyptians, the soul of the deceased appears
in the form of a bird, the Ba. The bird Bennu represents the return to life,
the phoenix that rises from the ashes.

[t all begins with the solitary flight of a bird towards new horizons.

A still beam of light, a blinding light suggests the start of the journey
towards the after life.

Itis juxtaposed with the rhythmic flow of a ray of light over the chiseled
rocks by the Nabateans, symbol of eternal life.

A punctuated sound echoes in the silence blazoning a new beginning.

A presence is felt when the image of the reflected light floats in harmony
with the sound of breathing and the distant voice of a lone bird.

A daunting heartbeat is heard signaling an awakening.

Total silence envelops the atmosphere.

Ancient hand imprints on the rock appear, marking the passage in time of
man.

A deafening birds symphony breaks the silence, echoing their last song.
All signs disappear gently.

There only remains the everlasting light of the beginnings.

"The sun of the soul sets not and has no yesterday." Jallaledin el Rumi.
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In 2008, | was invited to participate in the Singapore Biennale. It was the 60th commemoration
of al Nakbah. | made a video film using news footage, as | cannot travel to Palestine to do my
own, and images that | took in Singapore. The film Stop for God's Sake tells the story of the
tragedy that befell the Palestinian people and questions the exploitation of religion to validate
aggressions and occupation. The film conveys our tragic reality and questions the morality of the
political world. The background music of the Requiem of Mozart is a requiem for all humanity. For
the first time my message was direct. Faced with the oppression unfolding day after day, | had to
be Toud to be heard by a world that remains silent.

OISV ARSI VY s Sugt VoA calll Lie i 350y v
Right and top: Stop for God's Sake, 2008, video installation 13 minutes 7 seconds
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Right and top: Bayyaratina, 2009, video 8 minutes 10 seconds

Then the personal tragedy of Bayyaratina transpired. | used archival pictures and as | cannot go
to Gaza as well, pictures taken by my sister Hala and recent pictures of the devastation taken by
the engineer who works in our land.

Bayyaratina tells the story of my grandfather's orange grove in Gaza which he started in 1929.
Generation after generation we continued planting oranges in our Bayyara. Starting 2002, the
Israeli occupation forces began trespassing in our land and uprooting our trees. It takes years for
the orange trees to grow and produce again. By uprooting our trees as they have uprooted us, the
Israelis destroyed our life. We have been here long before them and today, ironically, they are
converting our blooming land into a desert.

33 yearsago, | embarked in this journey, evolving as | moved along. What will come next, | do not
know, only life will tell; Life and art are one for me.
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BAYYARITNA

My grandfather planted orange trees all his life.
He loved his land.
He was a Palestinian from Jerusalem.

In 1929, he started a Bayyara in Beit Hanoun, Gaza.
He planted orange trees,

Shammuti oranges, Jaffa oranges,

Valencia oranges.

He also planted Calamantina and sweet lemon.

He planted palm trees all along the alleys.

My grandfather Toved his Tand.

Over the years, his Bayyara covered 616 dunums of land equivalent to 616000 square
meters or 151 acres of Tand.

He planted oranges, calamantina and sweet lemon in his Bayyara.

He planted palm trees all along the alleys.

In 1937, when the British mandate authorities exiled him to the Sychelles Islands, his
son, my father, watched over his Bayyara.

In 1948, during the first Arab- Israeli war, my grandfather fought to defend Jerusalem
and for the freedom of Palestine.

When we were forced into exile to Egypt, his son, my father, continued planting
oranges and calamantina

and sweetlemon in our Bayyara.

26,892 citrus trees lined up as far as the eye can see

My father loved his land

In 1963, after the passing of my grandfather and my father soon after,
My mother continued planting orange trees.

My mother is a Palestinian from Haifa.

She loved herTand.

The sea of Gaza reminds her of the sea of Haifa.

We too continued planting oranges, calamantina and sweet lemon in our Bayyara.

We produced honey from the orange hlossoms.
We love our land.

In November 2002, the Israeli occupation forces entered our Bayyara.
They uprooted 3,787 trees.

InJune 2004, the Israeli occupation forces entered our Bayyara a second time.
They uprooted 2,836 trees.

InJuly 2006, the Israeli occupation forces entered our Bayyara a third time.
They uprooted 3,172 trees.

InJune and October 2007, the Israeli occupation forces entered time our Bayyara a
forth and a fifth time.
They uprooted 8,451 trees.

In February 2008, the Israeli occupation forces entered our Bayyara a sixth time.
They uprooted 8,646 trees.

The irrigation lines were destroyed

The beehives were destroyed.

The Israeli occupation forces uprooted a total of 26,892 orange trees, calamantina,
sweetlemon, and palm trees.

My grandfather's Bayyara is today a desert.
616 dunums of desert.
26,892 trees uprooted.

My grandfather planted orange trees all his life.
He loved his land.
He was a Palestinian from Jerusalem.

We will continue planting orange trees.
We love our land

We are Palestinians from Jerusalem
They will not uproot us

We are here to stay.
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Suha Shoman

Bornin lerusalemin 1944. Works and lives in Jordan.

Studied Law in Beirut and Paris.

Joined the Fahrelnissa Zeid Royal Institute of Fine Arts in 1976.
Founder of Darat al Funun - The Khalid Shoman Foundation

Solo Exhibitions

2004 Of Time and Light (video installation), Darat al Funun, Amman

1999 De Temps et de Sable, La Teinturerie, Paris

1998 Of Time and Sand, Emmagoss Gallery, Beirut

1995 Petra /1l (paintings, sand work, stones installation), French Cultural Centre, Amman
Sable et Pierre, Atelier Art Public, Paris

1993 The Legend of Petra I (paintings, sand work, stones installation), Jordan National
Gallery of Fine Arts, Amman

1988 The Legend of Petra (paintings), Royal Cultural Centre, Amman

1986 Formations by the Sea (paintings), Jordan National Gallery of Fine Arts, Amman

1984 Galaxies d'Orient (paintings), Wally Findlay Gallery, Paris

Collective Exhibitions

2009 Aftermath, 25th Alexandria Biennial for Mediterranean Countries, Alexandria, Egypt
Massarat, Ramallah Cultural Palace, Ramallah
Palestine la creation dans tous ses etats, Institut du Monde Arabe, Paris, France;
Bahrain National Museum, Manama, Bahrain
Dojima River Biennial, Osaka, Japan
Dance of Visions /I, Jordanian exhibition at the Gothenburg Art Association, Roda
Sten, Sweden

2008 Intimate Narratives, "Masarat Palestine 2008" exhibition, Les Halles, Bruxelles,
Belgium
2nd Singapore Biennial, Singapore
60 Years, exhibition at Darat al Funun, Amman, Jordan
Dance of Visions, Jordanian exhibition at the Jordan National Gallery of Fine Arts,
Amman, Jordan

2006 Nafas, exhibition at the Ifa Gallery, Berlin and Stuttgart, Germany

2005
2003

1997

1995
1994-1995

1994

1993
1992
1991

1989
1981-1987
1983
1981

Out of the Desert, exhibition at Darat al Funun, Amman, Jordan

7th Sharjah Biennial, Sharjah, UAE

Breaking the Veil, touring Exhibition in Europe, organized by the Jordan National
Gallery of Fine Arts.

The Benaki Museum, Athens, Greece

UNESCO, Paris, France

The Fine Arts Museum, Valencia, Spain

The Foundation of Three Cultures "Expo", Seville, Spain

Artists from Jordan, Salle St. Jean, Hotel de Ville, Paris, France

Contemporary Palestinian Artists, Institute of the Arab World, Paris, France

bth International Cairo Biennial, Cairo, Egypt

8th Biennial d'Art Asiatique, Dhaka, Bangladesh

Forces of Change: Artists from the Arab World, touring exhibition in the U.5.A.:
The National Museum of Women in the Arts, Washington D.C.

The Chicago Cultural Center, Chicago, lllinois.

The Wolfson Gallery, Miami Dade Community College, Miami, Florida

The Nexus Contemporary Art Center, Atlanta, Georgia

The Bedford Gallery, Walnut Creek, California

Contemporary Art from Jordan, Conglomerations, Academia d'Egitto a Roma, Rome,
Italy

bth Biennale d'Art Asiatique, Dhaka, Bangladesh

Exhibition of Jordanian Artists, Spanish Cultural Centre, Amman, Jordan
Contemporary Art from Jordan, McIntoch Gallery, Ontario, Canada

South of the world, Galleria Civica for Contemporary Arts, Marsala, Sicily
Contemporary Art from the Islamic world, Barbican Centre, London, UK

Salon d'automne, Paris, France

Exhibition of Jordanian Artists, Royal Cultural Centre, Amman, Jordan

Exhibition by Fahrelnissa Zeid and her students, Palace of Culture, Amman, Jordan
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Following pages: Of Time and Light, 2004, video installation
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Left and top: Bayyaratina, 2009, video 8 minutes 10 seconds
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Right and top: Stop for God's Sake, 2008, video installation 13 minutes 7 seconds
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Right and top: Of Time and Light, 2004, video installation
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Petra Ill, 1995, sand and mixed media on paper, 105 x 75 cm each
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Legend of Petra Il, 1986 - 1990, oil on canvas, 100 x 88 cm
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Left: Assemblage, 1995, rock and tin, 31 x 10 cm
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Left: Caverns from the Past, 1980, oil on canvas, 91 x 164 cm
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Petra Legend Il, 1989, 0il on canvas, 75 x 120 cm each
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Legend of Petra Il, 1989, oil on paper, 75 x 55 cm each
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