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t is not possible to understand art without looking at and
digging into the past. Portraiture in geographic locations such
as Syria, which has witnessed a succession of civilisations
since ancient times, is like exploring an issue that is imperative
to understand, and which is related to all humanity. An attempt
at describing the scene of contemporary Syrian art practices in
the past century will be our aim, rather than a lengthy discussion
on ancient history. Telling the story of portraiture in past times
reveals the historical dimension behind the art of modern
portraiture, and therefore sheds light on a vital issue related to
the origin of the image.
Issues related to portraiture have occupied an excited interest
in curious modern European minds since the 80s. Hence this
art became the subject of several research studies, as well as
controversies, especially after the reprinting of Charles Darwin’s
The Expression of the Emotions in Man and Animals (1872).
In parallel, interest in artworks in Europe was witnessing
significant development through exhibitions of portraits and
self-portraits. Yet, upon leafing through books and publications
which take up portraiture in Europe, one discerns that this art
is referred to as “recent invention in Western history.” Contrary
to that point of view, Elias Zayat confirms in most of his writings
that, “Syrians are the pioneers of the culture of portraiture in
every sense of the word.” What are the characteristics of this
art that Zayat considers one of the main features of Syrian art?
And how was this issue taken up in the current Syrian artistic
life? What is the source and relevance of such a question for
Syrian artists, since no Syrian exhibition has made room for
portraiture as a fundamental theme so far?

PORTRAITURE IN ITS NASCENCE:
PORTRAIT AS CARRIER OF MEMORY
Archaeological excavations reveal that the first encounter with
depictions of faces goes back to the Pre-Pottery Neolithic
Age A and B, circa 7800 B.C. This art was part of regular rituals
which people practised to address the question of mortality.
Excavations carried out in the eastern regions, specifically in Tell
Dja’de el-Mughara in the north of Syria1, revealed constructions
of houses with special sections called ̦the house of the deadˇ.
This was referred to as ̦Skulls Cultˇ; the skull of a certain
deceased person is covered with plaster, and seashells are
placed in the eye sockets – sometimes the eyes are drawn with
tar, seemingly in an effort to recapture the absent features and
clothe the bones with a new skin. Around the same period, circa
8000 B.C, statues made of plaster were found in certain parts
of the Mediterranean: in Tell al-Ramad in Syria, Ain Ghazal’ in
Jordan, and in Jerusalem. The unearthing of masks, the most
ancient known to-date, created a revolutionary step in the history
of mankind, for masks create and confirm the fundamental
concept of the image which beckons back to life that which has
been lost.²
Those funerary rituals preceded mummification and
engravings on coffins, practices which are known to more
recent history, including the Phoenician, Egyptian, Greek and
Roman civilisations. They present to us the most ancient
evidence on the question of absence in human history: a
keen interest in the portrayal of faces, which evolved later into
the concept of the image. A few examples from more recent
history are: portraits found in Fayum, Egypt and Palmyra, Syria.

Lime plaster and reed statue dated to the
Pre-Pottery Neolithic Age B, Jericho (Palestine).
ca. 8000 B.C.
Figurine of Tell Brak Eye idol,
ca. 3500-3300 B.C. Tell Brak (Syria).
National Museum of Damascus

Source: Jean-Paul Demoule, Naissance de la
figure. L'art du paléolithique à l'âge du fer, Paris,
Hazan, 2007, p. 68. Photo: Erich Lessing

1Tell Dja’de or the village of Dja’de, the cave, goes back to the ninth millennium B.C. and is located on the west bank of The Euphrates (Furāt) River in the north of Syria. It is an
administrative region of the province of Aleppo. There we found the most ancient murals ever known in the world.
2There is some research on this topic. See: Hans Belting, Pour une anthropologie des ımages, translated from German by Jean Bernard Torrent, Paris, Gallimard, collectıon, Le Temps des
images, 2004, p. 192-197; and Georges Didi-Huberman, Le Visage et la terre, in Artstudio (Le Portrait contemporain, n° 21), 1991, p. 12-26.

Mummy and Portrait of Eudaimonis. Antinopolis (Egypt)
2nd century A.D. Encaustic painting. Musée du Louvre.
Photo Nagham Hodaifa.

The Fayum portraits of mummies are drawings of funerary
faces, made in a realistic and direct fashion, in which the gaze
of the portrait looks the viewer straight in the face.³ The facial
depiction is present along with the mummified body in the
coffin, and both accompany the deceased to the after-life.
Most of these portraits were found in Fayum in Egypt and
belong to the first century A.D. They are unique in being the
only ancient art of drawing on material that is known to us;
they were drawn on wood or linen, by using the technique of
drawing with beeswax. The Palmyra portraits exhibit several
specimens of statues of heads on tombs, dating from 100
B.C. to 300 A.D. These statues are processed in the mind of
contemporary man as a personal photograph of the absent
human being; they are placed at the head of the tomb,
sometimes coupled with the name of the deceased, and left
as a relic for posterity.
In the context of art that is steeped in ancient history, two
features are to be noted; the funerary character of this art and
the need to summon or recapture the image. Thus, portraiture
started as an art in which the face is drawn to preserve the
memory of the person. Another significant feature of this
portraiture is that eyes are notably wide, characterising the faces
of the ancient Middle East. In southern Tell Brak (northern Syria)
during the Sumerian civilisation, and prior to the emergence of
the larger statues that date to late 4000 and early 3000 B.C
during the Jemdet Nasr period, thousands of small figurines,
called Eye Idols, and tiny amulets were found in an immense
temple that was later called the ̦Eye Templeˇ.4 These were
small statues crafted with simplicity and force of expression; the
body is blank except for the eyes that express everything. Such
embodiments are significant in that they preceded the statues
with the familiar faces from the Middle East. Several sculpted
faces had eyes of black stone, mother of pearl, tar, or lapis lazuli.
Some statues were made of alabaster. The wide-open eyes
of these figurines indicate sight and insight, as though the eyes
would act as self-revealing mirrors, through which a cascade of
life might flow, rendering the figurine alive and present. Even in
the funerary portraits of Fayum or Palmyra, the eyes are
always open.

According to Greek mythology, in the 6th century B.C. there was
a certain ceramist called Butades (Dibutades) the Greek who
had a daughter who fell in love with a young man. This young
man had to make a trip. The woman stopped him from leaving
and started tracing on his profile with a piece of coal on a wall,
as shown by lamplight. She wished to preserve some of the
young man’s features in the drawing, a phantom that might last
after he was gone. When her father discovered the drawing, he
applied mud onto the features and baked it. Thus, this legend
became the first known portrait, referred to by Pliny the Elder
(Gaius Plinius Secundus), the Roman historian, in volume 35
of his books on natural history, written in 77 A.D. Through the
portrait, “the absent becomes present” according to Leon
Battista Alberti in his letter on art in 1435. Alberti maintains that
the myth of Narcissus is the origin of the portrait, or self-portrait
of the artist. Narcissus, famous for his beauty, happened to
see the reflection of his face in clear, still water. He became so
enamoured with this image he did not avert his eyes until his
death. The image thus is tightly connected with the absence of
an object, and therefore becomes a memory.

3The Fayum region is located 60 km Southeast of Cairo. We do find this kind of portraiture in other ares of Egypt, but due to the enormous amount of
portraits that we received from that region, we decided to call them ̦Fayum portraits.̦
4Max Mallowan, Twenty-five Years of Mesopotamian Discovery (1932-1956), London, The British School of Archaeology in Iraq, 1956, p. 25-31.

Bust from Palmyra
National Museum of Damascus

PORTRAITURE AND THE SANCTITY OF THE SUBJECT
Drawing or concealing a face is rooted in a sanctity that is
connected to mythology and stems from religious beliefs. The
statues mentioned previously, which pertain to the ancient
Middle East, have been depicted as gods that protect cities.
Each god has a temple and a statue, and thus the face is always
present. The bigger the eyes of the statue, the more importance
the god enjoys.
Later on, with the advent of the three Unitarian religions, portraits
took on different characters, which varied according to religious
beliefs. Orthodox Christian liturgy depicted Christ’s Pantocrator,
following the contents of a text called Doctrine of Addai (325).
The text recounts that Abgar, king of Edessa in Syria, fell ill.
He had faith that looking at the image of Jesus Christ might
bring his health back, and commissioned a painter to draw
Christ’s face. However, the solemnity of the countenance of
Christ made the painter unable to accomplish his mission, so
Christ covered his face with a linen cloth, miraculously printing
his features on the cloth. This anecdote assumes a very

significant position in the tradition of the Syriac Church, and it
is reminiscent of the liturgy of the Catholic Church, known as
the Shroud of Turin. This Catholic counterpart tale maintains
that Saint Veronica walked Via Dolorosa and wiped Christ’s
face with a cloth, on which Christ’s features became imprinted.
Although these two legends have contributed to the art of
drawing in Europe, as well as to European thought, it should
be noted that the Shroud of Turin legend only appeared in
Christian art towards the end of the Medieval Age, according
to Émile Mâle, art historian and Christian art specialist. While
the God-Son concept of Christianity has been artistically
depicted, Judaism prohibits any depiction of God, although the
words of God can be drawn by hand. Islam is more restrictive,
the only allowance is drawing the word Allah. Since Allah is
absolute and invisible, The Holy Quran should suffice. In this
context, Sufis believe that the only eternal entity is the holy face
of God, and that God speaks to people through inspiration, or
from behind a veil.

Unknown (Thought to be Father Yusuf Al Musawwir Al Halabi)
St. George, ca 18th Century
23.7 x 17 cm.

Unknown (Thought to be Georgeous Al Musawwir)
Madonna and Child, ca 18th Century
17 x 10.8 cm.

THE SYRIAN ICON AND THE SCHOOL OF ALEPPO
Scholars concur that the art of iconography has accompanied
the spread of monastic orders in Syria and Egypt since the
4th century. Murals and Syriac manuscripts ornamented with
icons, like the Rabula Bible, dating back to the 6th century and
found in the Laurentian Library in Florence (Biblioteca Medicea
Laurenziana). Our knowledge of the modern history of church
painting in Syria goes back to the second half of the 7th century.
Artists were faithful to Byzantine style of artworks, so their
paintings were often confused with those of earlier Greek
counterparts. Yet, since the 18th century, Syrian icons took on
a more distinct character as they started to be influenced by
the art of Islamic miniaturists. The first known iconography artist
in Syria was Father Yusuf Al Musawwir Al Halabi, who lived in
the second half of the 17th century in the city of Aleppo. He
spoke Arabic and Greek and drew his icons on wood. He was
also a calligrapher who translated several books into Arabic,
ornamenting them with drawings similar to those used in titles of
chapters in Islamic manuscripts. Al Musawwir is considered the
founder of what later became known as the School of Aleppo,
which schooled generations of artists, among whom were
Al Musawwir’s son and grandson.

Nimatullah Al Musawwir, son of Yusuf, took after his father and
was the first Syrian artist who wrote in Arabic script on icons.
He worked with his son Hananiya, followed by the latter’s son
Georgeous, up until the end of the eighteenth century. The icons
focused on one theme, that of the images of Jesus Christ, the
Virgin Mary, and Christian saints. The faces of saints often had
wide eyes, small ears stuck to the cheeks, and thin, silent lips
reminiscent of those of the Madonna icon which
is attributed to Georgeous Al Musawwir.
Three different styles characterise the Syrian icon. The School
of Aleppo (17th and 18th centuries) addressed details in a
classical and traditional style which came to be known as “NeoByzantine.” Icons of the eighteenth and nineteenth centuries
were spontaneously worked and enjoyed popularity. The icons
that were influenced by the school of Jerusalem (19th century)
however were characterised by a realistic style derived from
western religious paintings that were sent to Jerusalem.5

5About this subject, see: Elias Zayat, The Icon, in The Second Syrian Icon Exhibition, Damascus National Museum, Aleppo National Museum, Ministry of Tourism, Damascus 1999.
Agnès-Mariam de la Croix and François Zabbal, Icônes arabes. Art chrétien du Levant, Institut du Monde Arabe, Paris, Editions Grégoriennes, 2003.

Abu Subhi Al Tinawi
Khaled Ibn Alwalid
Painting on fabric, 32 x 32 cm.

HOW PORTRAITURE WAS DEALT WITH IN SYRIA
Art schools and European influences
notwithstanding, it should be stated that popular
art in Syria has left its mark on the profession.
Scrutinising the creative productions of Abu-Subhi
Al Tinawi (Mohammad Ahmad Harb, 1884-1973)
one discerns the world of imagination that
complements folktales common in Damascene
cafes, as told by hakawatis during evening
gatherings. His paintings can be considered
spontaneous and simple folkloric art inspired
by folktales and popular legends of heroism
and chivalry. Al Tinawi awakened the Arab hero,
dormant in popular epics, and brought him
back to life via visual art. He depicted heroism in
Antara’s mustaches and in Abou Zeid Al Hilali’s
shield, to give a couple of examples.

The way he treated the theme, his poetic style
of using colour, as well as his employment of
space, all remind us of Yahya ibn Mahmud Al
Wâsitî, chief Arab artist from the 13th century
who ornamented Kalîla wa Dimna and the
Hariri Maqams in 1237. Al Tinawi’s fame sprang
from his modest shop in the Bab Al Djabia
neighbourhood, where he produced portraits
and paintings on glass,6 as well as on fabric,
depicting Khâlid ibn Al Walîd, who is known as
God’s drawn saber, an army leader who never
experienced a single defeat in battle. Writings
at the top and bottom of the drawings serve to
explain the content.

6The technique of painting on glass goes back to the ancient ages. Some examples go back to the Assyrian and Phoenician civilisations. In the Middle Ages, influenced by Byzantine
production, this technique was used in Venice, Italy. Starting from the 16th and 17th centuries, Venice was the centre for producing this popular art form. The development of
manufacturing mirrors led to its proliferation in Tunisia as well as the Levant, spreading in Syria and Egypt during the Ottoman rule.

Abu Subhi Al Tinawi
Al Zaher Bibars & Maarouf
Painting on glass, 45 x 59 cm.

Opening of Louay Kayyali’s last exhibition in 1974
Source: Mamdouh Kashlan, (2006)
50 Years of Art in Syria, Damascus

In the 20th century, most first and second generation Syrian
artists studied in Western academies and encountered
European drawing, which treats ımagery beyond the merely
decorative. Some studied in Paris (Tawfik Tarek and Michael
Kurcheh), some in Rome (Mahmoud Hammad, Adham Ismail,
Louay Kayyali and Fateh Moudarres), some in Berlin (Marwan
Kassab-Bachi), and in Sophia and Budapest (Elias Zayat).
Several art students studied at the Academy of Fine Arts ın
Egypt, whıch started in 1908 and is considered a pioneering
academy in the Arab world.

Artists at the National Museum of Damascus during
the opening of the second annual exhibition, 1951
Source: Mamdouh Kashlan (2006)
A Colour Letter from East to West, Damascus

The academy attracted a number of aspiring Arab artists,
of whom the Syrian contingent included Fathi Mohammad,
Nassir Shoura, Nazem Al Jaafari, Nazir Nabaa, and Leila
Nseir. The opening of a fine arts academy in Syria had to wait
until 1960, when the first arts academy was started at the
University of Damascus, modeled after its Egyptian counterpart
and inaugurated during the union between Egypt and Syria
(1958-1961). Generations of Syrian artists were educated at
this academy, including Laila Muraywid, Ziad Dalloul, Youssef
Abdelké, and Asaad Arabi.

Tawfik Tarek is considered a pioneering Syrian
artist who studied art in Europe, majoring in
oil painting at the Academy of Fine Arts and
Topography, of Paris (1895-1901). Tarek became
acquainted with the styles and directions of
the arts, and he may even have been able to
attend the fifth universal exhibition, Exposition
Universelle de Paris in 1900. The exhibition was
considered a creative event for the ̦beautifulˇ
era, with a title of ̦The Outcome of a Centuryˇ.
The results of the exhibition included the two
palaces: Grand Palais and Petit Palais. Five
million visitors came to that exhibition (more than
the inhabitants of France at the time), which was
followed by the International Exhibition of Modern
Decorative and Industrial Arts in 1925. Such
exhibitions opened up European mentalities to
the arts in general; dance arrived in Paris from
all over the world, including Syria, represented
by the Mawlawi dance group. This knowledge
came to us through Tawfik Tarek’s painting,
which is a portrait of the chief Mawlawi Dervish
posing with two decorations: one bearing the
banner of France and the word exhibition “expo”
in French, and the other bearing the American
banner and an image of a typical palace. It is said
that that group of Dervishes were part of the
international exhibition in Paris, after which, and in
the same year, they travelled to Los Angeles to
perform at another event. It is worth mentioning
here that Syria was under the French Mandate
at the time (1920-1946).7.

Tawfik Tarek
Untitled
Oil on canvas, 80 x 56 cm.

7We have adequate evidence to prove the precise time of participation, however, the date is not recorded on the portrait. In the archive of Exposition Universelle in Paris, the exact time of the
participation of the Mawlawi tariqa group of Syria is not indicated either. There were participants in the dancing from countries like Egypt, Tunisia, India, etc. It is thought that the Syrian group
did participate in the international exhibition in the 1920s. We presume that the participation took place in Marseille and not in Paris. Two exhibitions were held in the French city of Marseille:
Expositions Coloniales in 1906 and in 1922, attracting more than three million viewers, or in Paris in the years 1831 and 1937.

Right
Tawfik Tarek
Elset Aiysheh, 1935
Oil on wood, 53 x 40 cm.

Tarek's untitled portrait displays a considerable
level of skill. It is drawn in a classical and realistic
way, depicting a bust facing forward and slightly
angled, the result of the scrutiny exercised on the
form portrayed, and a great attention to detail,
so much so that one gets the feeling that every
single hair of the eyebrows or beard has been
painted in a single stroke. The traditional clothing
of the Dervish: the tarbouch (fez) a conical
cap (known in The Levant as kulla), the cloak
black, and a scarf of Damask brocade. The
background is devoid of details, accentuating the
details of the portrait. Tarek followed the same
method in his other portraits, such as the one of
his mother wearing traditional black Damascene
robes and cloack. Tarek’s legacy was passed
on to other artists, some his students – such as
Rashad Zaki Mustafa who followed the same
realistic and classical style, which employs great
precision in portraying the model. This is evident
in his portrait of his mother, which captures the
features that represent a person who is full of
life and pulsating with vitality. This style of Tawfik
Tarek’s fulfills the basic function of portraiture as
a method of painting; it performs a radical desire
to flaunt the outer physical form that matches
that of the model. However, there is also an
attempt to reveal the intrinsic and psychological
details of the subject as seen by the artist.

Rashad Mustafa
Untitled, 1968
Oil on wood, 63 x 48 cm.

According to Aristotle, the main function of art is
to reveal real and essential qualities, as opposed
to only presenting the outer form and details
that do not contribute to knowing true, intrinsic
values. Portraiture that addresses likeness goes
back to the early years of the Modern Age in
Europe, especially to Flemish and early Italian
art of the 15th century. Before this date only
profiles engraved on coins or medals were to
be found, which were used for exchanges in
trade or to honour personages. At the outset
of the Renaissance, however, the artist was
required to produce portraits that reflect the
unique characteristics of the subject in question.
In the mid-15th century, portraits were executed
with a backdrop of a pastoral Locus amoenus
from nature, with the subject in the foreground
blending well with the whole scene. Early
portraits were of noblemen, the clergy, and
the bourgeois. In Dutch society every person
of some means would ask for his/her portrait.
During the Age of Enlightenment in Europe
(18th century), only people with entitlement
in society would ask for their portraits. These
drawings constituted important documents for
the state or the bourgeois class. Then the Royal
Academy for Painting and Drawing in France
decreed, in the 18th century, that portraiture
as an art is beneath those arts which address
historical events, inherent in which are religious
or political issues. The invention of photography
in the 19th century also affected the art of
portraiture, since it presented an exact image of
the original, rendering portraiture an act which
the photographer’s eye can create by shooting
a photograph.

Rashad Mustafa
(Portrait of Tawfik Tarek)
Untitled, 1979
Drawing and water colour on paper, 36 x 29 cm.

Nazem Al Jaafari
Untitled, 1954
Oil on canvas, 102 x 68 cm.

The first request for a portrait in the Islamic world is recorded
in the Ottoman period, during the reign of Sultan Mehmed II,
who conquered Constantinople in 1453. The Sultan’s wanted
to open up his court to Western art; however, this attempt failed
with his death in 1481. He had asked Venetian artist Gentile Bellini
to paint a portrait of him, which the artist carried out according
to Western standards. There was a dispute in court after the
portrait was painted, according to art historian Hans Belting in his
book Florence and Baghdad. Renaissance Art and Arab Science
(a key reference to the concepts of vision and perspective in the
East and West). Belting says: “The Western concept of a picture
– epitomised by the panel painting, particularly the individual
portrait – led to conflict at the Ottoman court that could end
only in rejection of the Renaissance . . . A fondness for portraits
. . . would bring about the end of Islamic painting.”8
What is the origin and definition of portraiture for Syrian artists,
and how has it evolved since Tawfik Tarek? Are we in a position
to compare or define it according to European canons?
Western art can be clearly read through studying portraiture in
Europe since the Renaissance. Is the same applicable to Arab
art and Arab painting, which actually only started in the early
20th century in the region, including Syria? What is the place of
portraiture in the practice Syrian artists? How fundamental to
Syrian artistic productions is the art of the portraits, self-portraits,
and the body? Is it possible to “read” contemporary Syrian art
through Syrian portraiture? Answering these questions requires
setting definitions for the words portrait, self-portrait and face.

Arabic dictionaries do not yield an accurate synonym for
the word “image”, in the sense of containing an adequate
equivalent for a portrait being a drawing of someone’s face
using colours. In Arabic one would say, “An artist drew/painted
a personal picture of someone.” Portrait is a word that derives
from Latin and means the “development” in the form of a
person or object, which will later serve to identify this person or
object. Arabic has borrowed several words related to art from
European languages, and this terminology is currently used
in art schools, as is the case with the term “moving pictures”
that came from Europe at the outset of the century. The word
“portrait” means a personal self-picture accomplished by
the artist himself. The face constitutes the uncovered, most
exposed and visually apparent part of the body, even if it is
partially or completely covered with ritualistic or religious
insignia, and it carries the basic and distinctive features of
a person. It is, therefore, the carrier of identity and revealer
of personality. Our face makes our identity, name, sex, age,
race and affiliation known to others. Each face is a face-time
combination, and each person possesses a “collection” of
faces that range from childhood to old age. Encounters with
“the other” start with an exchange of words and looks; our
face is our window to the world. A face reveals cordiality and
acceptance of the other, yet it also indulges in a self-search.
People only see their images through others’ eyes or by looking
in a mirror, through which our reflection tells us about that face,
which we know is our very own. A mirror becoming a means of
getting to know ourselves.

8Hans Belting, Florence and Baghdad. Renaissance Art and Arab Science, translated by Deborah Lucas Schneider, Cambridge, Belknap press of Harvard
University Press, 2011, p. 48-49.

Nassir Shoura
Untitled, 1944
Oil on wood, 50 x 44 cm.

Nassir Shoura
Untitled
Oil on canvas, 53 x 40 cm.

Nazem Al Jaafari
Untitled, 1957
Oil on canvas, 104 x 70 cm.

Below
Michael Kurcheh
Untitled, 1953
Oil on wood, 55 x 45 cm.

Above
Michael Kurcheh
Man Portrait, 1971
Oil on canvas, 52 x 42 cm.

Adham Ismail
Untitled, 1943
Oil on wood, 38 x 26 cm.

In Syria, it seems that portraiture at the outset of the 20th
century was a mere desire by the artists themselves to
portray their faces with no thought for financial profit. The first
generation of Syrian artists was committed to creating real-life
and impressionistic work that addressed similar subjects,
and Western influence was permeated with leanings towards
their local environment, popular beliefs and sometimes
̦nationalisticˇexpressions.
Michael Kurcheh was the first Syrian artist to paint in the open,
choosing Damascus and its inhabitants as his main themes.
He was a pioneer in importing Western Impressionism into
the country. Impressionistic art does not neglect the theme or
motif of the artwork; rather, it enriches the work by lighting up
the elements depicted. Kurcheh contributed several portraits
of Damascene faces by employing soft strokes and realistic
yet impressionistic style; adhering to the essence without
addressing details. This description also applies to portraits

by Nazem Al Jaafari and Nassir Shoura. Most of their works
comply with the tenents of the western impressionistic school,
with a generous addition of local character from their social
environment. Shoura’s portraits were completed during his
education in Egypt. While a Syrian pupil could be identified in one
of Al Jaafari’s portraits by the style of the subject's clothes and
the shape of the school desk.
Arab heritage could be felt in Al Jaafari’s portraits, which were
characterised by ornamentation, folklore and calligraphy.
The portraits of Adham Ismail, Naim Ismail, Mahmoud
Hammad, and Abdel-Kader Arnaout share the same defining
characteristics. For all these artists, portraiture drifted from
depicting the body in an accurate and realistic fashion, and
leaned more towards ornamentation and compatible colour
schemes that were enmeshed with the painted forms. All
these works raise fundamental questions about contemporary
practices in oil painting.

Elias Zayat
Zenobia/Palmyra, 1990
Oil on wood, 40 x 33 cm.

One of the most favoured subjects of Syrian artists was painting
Bedouins in the Syrian desert. There are numerous examples
in the works of Michel Kurcheh, Mahmoud Jalal, Subhi Shuaib,
Nassir Shoura, Mahmoud Hammad, Naim Ismail, Mamdouh
Kachlan, and the early works of Marwan Kassab-Bachi.
“Bedouin serenity” represents an exceptionally magical and
interesting world that is completely different from the artists' on
local urban communities. Therefore, addressing this subject
lends a special identity. Mohamad Al Roumi’s photographs,
which date back to the 1970s, are considered a clear example
of portraits of Bedouin life, marked by nomadism, unattached
to any land or habitation, living in tents and moving from one
place to another. Closeness to nature, an open horizon and the
stretch of the endless vastness give things special meaning and
indications. The photographs present different standards related
to the essence of the life of a free person, including the culture
of conduct, behaviour and clarity of mind. Al Roumi’s pictures
stem from his relationship with the Syrian desert which inspired
and motivated his photographs. The close-up photos show
people full of joy and optimism and provide a true testimony
to the generations of desert dwellers, adding a great deal of
humaneness and passion for life.

Portraiture took a more private route with the second
generation of Syrian artists. This became the main and central
motivation of their work , which resulted in a special style of
portrait that was unique to their vision and revolved around
personification, as seen in the works of Elias Zayat, Nazir
Nabaa, Louay Kayyali and Leila Nseir. Elias Zayat’s works
were characterised by as inspired by ancient Syrian heritage
and Syrian iconography. Zayat’s theoretical research is also
considered a primary reference for the subject. The faces with
the wide eyes resemble, to a great extent, the ancient Palmyrian
portraits. Zayat doesn’t address his subject in a realistic way.
Instead, he goes back to the ancient civilisations of the orient,
seeking to revive them in abstraction with a contemporary
aesthetic enriched by his knowledge of of modern European
oil painting techniques. His practice gave a new meaning to
the pictures and forms with spiritual and iconic characters. An
example is his portrait of Zenobia, Queen of Palmyra, where
the queen’s face occupies the centre of the portrait, and is
surrounded by horses, birds and people standing up with large
hands (this motif is often repeated in his portraits).
Biblical, legendary and epic narratives take a significant role in
this portrait, which attempts to find its way to artistic modernity.

Nazir Nabaa
Untitled, 1988
Acrylic on canvas, 145 x 70 cm.

Similar to Louay Kayyali, Leila Nseir’s artworks are about the
lives of ordinary people. The face is an important aspect of her
work; features are conjured from the personal self, as opposed
to the collective self. In her work, shapes are drawn starting
from one clear and definite line that defines the image, while
scant use of colour implies a fading of the shape. Nseir’s works
fluctuate between a complete presence of the body the close
up of faces that occupy the whole work. Most of the faces are
presented as facing the viewer, with wide eyes through which
the recesses of the soul can be reached.
It is also possible to perceive interpretations of legendary
dimensions in Nazir Nabaa’s portraits of young girls who are
often present in the midst of a place reminiscent of nature, with
all its discernible details, especially flowers. In addition, there
are some elements of silent nature that assume a traditional,
oriental character. In such works, Nabaa followed a realistic style
reminiscent, to some extent, of the Pre-Raphaelites.9
It was as if he had extricated his themes from the history of
literature and legends. When dealing with female portraiture,
he was very honest, bestowing a special poetic lyricism upon
the clothes, faces and jewelry on the subjects as metaphors for
beauty, love, art and music. Without doubt, his portraits reflect
special oriental aesthetics.
The subject of personification carried Louay Kayyali to his own
different poetics that originated from observing the lives of
people working in the fields, homeless people, shoeblacks, street
vendors and mothers. Each painted in an extremely subjective
state with an invisible face. In spite of its central presence, the
subject doesn’t look directly at the viewer but rather sideways, or
with eyes directed into the self. Moreover, negative space plays
a significant role in designing his portraits. His work was mostly
executed on wood, which became an essential component of
the work, bringing it closer to the poetic import of the concept of
empty space. This style transports us to the aesthetics of the Far
East, but with Kayyali's unique modern expressionist style.

The traditional concept of portraiture is different in the paintings
of Fateh Moudarres and Marwan Kassab-Bachi, in terms of
the importance their portrayals place on the subject. In most of
Moudarres’ works, we see faces with special features, through
considerable simplification of the form that varies between
abstraction and physical presence. Wide eyes are drawn with
a few spontaneous lines for the nose and mouth, resulting in
a broad face with no forehead. The face is present inside the
empty space of the portraits, which plays a basic role in its
formation, and connection with nature. This is achieved with a
narrow colour palette. The heads in his paintings are found lined
up horizontally or vertically.
Moudarres’s images originate from memory, which “brings the
distant one closer, and keeps the close one far. Colour has its
gravity and sorrow has its weight”, in the artist's words. Portraying
a face thus becomes a way of reflecting on his life, from the
faces of impoverished villagers in the north of Syria to the face of
Jesus Christ, who was the subject of many of his artworks. The
faces are repeated endlessly in his work to remind us that there’s
a meaning in a face which we cannot completely comprehend
and which is impossible to ‘grasp’. At the same time, the faces
multiply in the pictures allowing us to “read” the faces of the
father, mother and child. Moudarres looks with intensity at the
faces around him, the space surrounding them vast enough to
bear all the indications, like a dream.

9The Pre-Raphaelite Brotherhood is an artistic movement that originated in the United Kingdom in 1848. It considered Italian art of the 15th century,
before Raphael (Raffaello Sanzio da Urbino), the model and example to be followed.

Leila Nseir
Untitled
Mixed media on carton, 37 x 27 cm.

Below
Fateh Moudarres
Untitled
Oil on wood, 30 x 25 cm.

Above
Marwan Kassab Bachi
Untitled, 1990
Oil on canvas, 163 x 114 cm.

Unlike Moudarres, Marwan brings the face closer; his own
face. From the face alone, all elements of the work are formed.
It fills the space of the canvas completely. Marwan's journey
in portraiture began with paintings of Badr Shaker Al Sayyab
and Munif Al Razzaz. Soon, the face of the artist himself
became the main subject, and the initial mission of the artistic
work and its credibility was forgotten. The face in the portrait
is not presented as a self-image but as a metaphor, an artistic
concept; the face is the first pretext for painting. Through it,
the world could be understood by the language of art. In the
beginning, his portraiture depicted “scenic” faces, which, like
nature, demonstrated a range of hues derived from the colours
of the earth; the face is now a planet. Heads and faces are
continuously repeated in his artworks, in a state of rotation
whereby “a face is born while it dies in another face” as he had
once written on one of his engravings. It seems that the face
too was in a state of constant motion between appearance and
absence. In parallel to his principal subject of the face, Marwan
produced more than 40 portraits from live sittings with a model.
Those drawings were commissions; they signified the existence
of friendship with the model in question.
In certain artworks where the face does not assume a pivotal
presence, a few artists presented groups of people, drawn like
crowds lying in an overlapping fashion. This is evident in the
works of Ahmad Moualla, Ali Mukawwas, and Saad Yagan.

Each artist had a specific referential concept, be it in execution
or artistic source; and each artist had his own style. In Moualla’s
works, bodies are transformed into shadowy pictures, at
once adhering to and juxtaposing against one another. They
become distinct, in the midst of the negative space, through
a contradiction of colours, the result of utilising dark hues
to represent the forms of the drawn bodies. The spectacle
becomes that of individuals crowding the stage of a theatre,
or within a space in nature. In Mukawwas' The Epic of Baal,
human-nature relationships takes on a more distinct character.
A crowd of individuals are found next to an ancient tree that
is isolated in the midst of the portrait. This gives the work a
symbolic, epic dimension, which can be attributed to ancient
eastern mythology that links earth and sky. Mukawwas paints
from memory using black ink, both elements giving his artwork
special character. Yagan’s style of piling up bodies of people
in his artworks is often executed in specific places or scenes,
such as cafés, recreational meeting places where proprietor,
hakawati and waiter are found. Yagan mostly uses bold colours
to express his message, and often resorts to distorting bodies,
and affirming movement and facial expression. Omar Hamdi
(Malva), in a different expressionist style than Yagan, presents
crowds of people in his works. Each person has with distinct
facial expressions which, together with focused features, mark
Malva’s work – distinguished by quick, confident and
colour-saturated strokes of the brush.

Youssef Abdelké has presented, in different periods of his
artistic production, human groups with masked heads. Some
had heads like skulls; some are headless, like phantoms.
They were presented on a pitch black background, which
concealed some and revealed others. His realist and accurate
drawings lent forcefulness to his subject. Abdelké has the
ability to probe into the profound details of the form, which he
then highlights through contrasting greys drawn with a black
coal crayon. The centre of attention of the drawing, which may
be a body, a skull, a fish or any other object, is surrounded by
nothing, a void that draws one’s sight to the abyss. In turn, this
void – recaptures Eugene Delacroix’s “silent force of drawing.”
Some fundamental questions with regard to drawing faces are
intrinsically linked to the issues of concealment, ambiguity and
disguise, followed by the nudity then concealment of the body.
Laila Muraywid’s artwork is fundamental to this style of art.

Her oeuvre revolves around the female body, which assumes a
social dimension. Another signiture style is of portraits concealed
behind masks. The work is created using several techniques,
including drawing, collage, sculpture, and photography. Jewellery
and masks, themselves sculpted artworks, are made with mixed
materials, such as resin, mirrors, lace, pearls, plants, and minerals,
all surrounding the ever nude body in Muraywid’s works. The
mask which conceals most of the faces in her works is actually
the doorstep that separates the internal and external. Far from
being a disguising device, it serves as a probing device into
the truth of the face, as a means of expression and the means
through which a detail comes into focus: aan eye, a mouth, or a
body adorned with jewels. It is to be noted that embellishment is
not Muraywid’s focus, her jewels do not glitter, and no precious
metals have been used in their making. Here, the body is clothed
with fabric, hence suggesting erotic connotations.

Saad Yagan
Untitled, 1992
Oil on canvas, 30 x 30 cm.

Youssef Abdelke
People Number 10, 1993
Etching, 63 x 50 cm.

Laila Muraywid
Because White is the Colour of Patience, 2016
Pigmented inkjet on velvet fine art, paper, 110 x 165 cm.
Edition 1/3

THE PRESENCE OF THE FACE IN THE ARTWORKS OF YOUNG ARTISTS
Syrian artists and artworks have witnessed a marked
development in the past ten years. Since 2011, there has
been a difference between the second generation of Syrian
artists and the current one with regards to addressing the
issue of personification and portraiture, which fluctuates
between the appearance of shape and its absence. The
contemporary generation has made a remarkable change in
the artistic milieu, and the Syrian fine arts domain has taken
on a different expression pertaining to the body since 2011.
It is possible to connect this matter, to a great extent, with
the art that surfaced in many countries during tragic social
events, such as the ̦black yearsˇ in Germany, 1918 – 1930,
and the ̦New Objectivityˇ trend, which brought together a
number of intellectuals and artists, stemming from their faith
in political responsibility and protest as a duty. The examples
are numerous, such as the works of Otto Dix, George Grosz
and Max Beckmann, or faces that were “erased” and ̦heads

without facesˇ, whereby the human body would dissipate
until elimination. Many such works were executed in the
period between the first and second world wars in Europe,
such as Jean Fautrier's Hostages series. Francis Bacon’s
and Alberto Giacometti’s unknown-possessive faces are
also a factor in this context. It is also risky to interpret the
works of the artists in relation to the brutality of events and
the moment, even if they were presented in a direct way. The
source of the picture and the vision mostly originates from
the intimate memory of the artist and from the subjective
interpretation of each artist Art might be a method of protest
and an expression of interaction with current events as well
as a documentation of the events. Its source is a result of the
reality and daily tragic scenes.
There are several, varied illustrations in the Syrian arts realm, such
as the political posters of Fares Cachoux or the photo montage
collections of Akram Al Halabi, in which Halabi exhibited pictures
of massacres with informative diction. His work entitled Vanishing
Point shows a video on two screens. The first screen shows half
a scene of a person photographed from behind; the man is in
constant motion which results in the complete disappearance of
his face at the point of escape. On the second screen, one views
animated pictures of a building in Syria, taken from YouTube,
accompanied by the sound of bombings. A photograph might
become a means for expressing a political stand, as in Jaber
Al Azmeh’s series of portraits of culturally and socially active
personalities holding up a copy of the Al-Baath newspaper, each
with a distinct intervention.

Fadi Yazigi
Untitled,
Mixed media, 26 x 33 x 25 cm.

Humam Al Sayyed
Untitled
Oil on wood, 20 x 20 cm.

Mounif Ajaj
Untitled, 2010
Oil on canvas, 145 x 64 cm.

Jaber Al Azmeh
Al Kashoush, 2012
Print on cotton rag fine art paper, 70 x 105 cm.
Edition of 5 + 1 AP

Yasser Safi
Untitled, 2014
Acrylic on canvas, 105 x 120 cm.

The contemporary works of the young Syrian artists are
represented by utilising all possible methods of drawing, painting,
sculpture, photography, montage, video, installation and body
art. The subject of personification is fundamental in most of their
production. It is hard to restrict all these personalities to a certain
trend or a specific school of art, or even list them, as we try to
do due to the violent events, under what we call “art and the
revolution,” when the sense and human conscience of the artist
condemns the absurdity of war and destruction.
The result is a creative and ideological obligation relevant to
the nature of the period that makes everybody, in one way
or another, morally obliged towards what is happening. Yet
we believe, like Gustave Courbet previously, that national art
has never existed. What do exist are individual attempts and
art practices that emulate the past. Gustave Courbet does
not represent “French art”, but he does represent man and
art in France, just like anywhere else. However, there could
be common characteristics among artists who were born in
the same geographic area and who possess a similar vision
of reality. In art, there is always an escape from the habitual,
ordinary and common. What comes under the motto of
creativity, which has no limits, is a symbol of freedom
and universality.
We shall attempt here, without being comprehensive in our
vision, to shed light on a small number young Syrian artists who
have used the face and body as essential elements in their work.

Closed, wide eyes staring into space, eyes with a blank stare.
Deformed faces without a mouth, nose, ears, and visual
distortions of shapes with multiple eyes and mouths, pathetic
formations, nightmarish creatures saturated with the enormity
of the moment, faces and heads absent from the picture. The
body bears the interpretation of the face and is transformed
into nature. The recurring faces become a symphony; heads
like masks, mummified heads, and faceless heads. We have
here a collection of works by Syrian artists; each with his/her
own unique style but with common-denominators: Nour Asalia,
Iman Hasbani, Mounif Ajaj, Yaser Safi, Sabhan Adam, Humam Al
Sayyed, Randa Maddah, Nagham Hodaifa, Fadi Yazigi, Omran
Younes, Amr Al Safadi and Mohammad Omran.
Similar to a theatrical scene, characters are created as a visual
story in Randa Maddah’s series. No Good Omen (2015). The
characters are present as an entirety, one supporting another,
like the presence of the mother who protects her children from
the act of vision, or the father who stares at the scene while
relaxing on a couch, holding someone in his arms to protect
them, reassure them, and relieve their pain, as if he was the
only person in the artwork breathing and thinking. The others
resemble pathetic puppets, having no free will, some lying
on the floor, others standing, and some wandering into the
artwork. Yet there is a road to salvation, to escape, to playing,
or to dying. The ropes dangling from above suggesting these
questions. By merely pulling one rope, everything moves and is
transformed to air, a mirage in an imaginary world. It is a world
made of imagination and reality, a documentation of a moment
that surpasses imagination and where reality mingles with
illusion. When the outside world witnesses devastation and
destruction, it is the cause of the collapse of both the inside and
outside worlds of a human being.

Amr Al Safadi
Women Choral
Oil on canvas, 150 x 100 cm.

Randa Maddah
Untitled, 2015
Pencil on paper, 50 x 70 cm.

Nagham Hudaifa
Nightgown, 2012
Mixed techniques on canvas, 133 x 81 cm.

An inner feeling of resistance to survival arises.
Something must be done on a daily basis to
abolish death or show it in a personal manner,
like the act of “combing” in Iman Hasbani’s
self-portrait, where the artist’s face becomes
the subject of the work, through it alone,
expression is created. This picture is part of
her photo montage series, Me (2014). The act
of combing the hair is related to appearance,
but here it becomes a personal act, and then
aesthetic becomes an indication of collapse
and explosion; as the face is mired in dust,
and dust is one of the characteristics of
destruction. Destruction here is internal and
it accumulates over the face and memories.
Thus, the eyes are erased to rebuke vision
because reality cannot be seen. The presence
of a spider is an indication of death. The comb
itself, in another artwork of Iman Hasbani’s,
changes into prickly eyes of prickly needles. In
circumstances, where the exterior becomes
a fatal place, the paraphernalia of everyday life
have another use, which could also contribute
to the death. The subject of these pictures
is very personal and intimate. The personal
moves into the public, thus becoming a
testimony to the human being, a testimony
to time.
The state of the face and its relation with time
is one of the most important elements, as is the
time it takes to execute the artwork along with
the period of the scenes portrayed and finally

the time period within the artwork. When the
face is transformed into a three-dimensional
shape like a sculpture, it becomes “mummified”,
a sort of immortalising of the moment – of
preserving the eternity of the shape – as a
resistance against the fragility of man and the
imminence of death. Here, more ancient history
is manifested in its rituals, related to the issue
of absence and what is beyond existence.
In Nour Asalia’s series of Memory (2016), all
repercussions are regenerated and the face
presents an artistic model and contemporary
concept. What is fascinating as a viewer is the
special world that surrounds the sculpture, the
materiality of the physical world, and the duality
resulting from the integration of liquid and solid
matters. This, despite the fact that “clay and
transparent resin” are transformed after the
execution of their forms to a solid body, to a
sculpture. There’s visual deception from the
play of light; the face floats inside the gelatinous
space of the work, with the eyes closed to
give intensity to the expression, allowing the
imagination to ask: Death, sleep, dream, illness,
or rest? In Asalia's sculpture those wide eyes,
open since time immemorial in the Levant,
have reposed at the moment of closing of the
eyelids. The face, whose source is visual and
internal memory, is in turn immortalised. It is
not important here to ask about identity, it is
no longer an individual memory; the face has
become a memory of all faces.

It would be next to impossible to address all
Syrian contemporary art related to portraits
and bodies in this text; this indeed calls for
a lengthier research project. The common
feature this text carries is the avoidance of all
descriptive and theatrical dimensions in dealing
with the selected artworks. We aim to present
the direct facet of the face, where the viewer
plays a fundamental role in the creative process,
by viewing and scrutinizing the artwork at
close quarters. As John Berger maintains, “The
process of seeing paintings, or seeing anything
else, is less spontaneous and natural than we
tend to believe. A large part of seeing depends
upon habit and convention.” Our other objective
is training the eye to discover the pleasures of
creating narratives around the production of
an artwork. This will lead us, through the visual
experience, into discerning truths that may
not necessarily be translatable into words.
The image and the word are twins, but each
has its own identity; each its own objective.
Understanding of an image can therefore be
achieved solely through the pleasure of
looking at it.

Nour Asalia
Memory 1, 2016
Clay and resin, 27.5 x 20 x 16 cm.

Muzaffar Salman
Untitled, 2013
Photograph, 50 x 70 cm.

Muzaffar Salman
Waiting for the enemy in the kitchen, 2013
Photograph, 50 x 70 cm.

Dino Ahmad Ali
Compression, 2015
Digital work print on canvas, 120 x 120 cm.

The men came back from the pasture in the evening
Tired they arrived
The women came back from the fields in the evening
Tired they arrived
The men’s hearts were so heavy
They almost fell
The women’s eyes brimmed with tears
They almost spilled
The men and the women came back
They danced till the dawn cracked
Riad Saleh Al Hussein

Subhi Shuaib
Return to the Village, 1952
Oil on canvas, 46 x 58 cm.

ﻣﺴﺎء ﺟﺎء اﻟﺮﺟﺎل ﻣﺘﻌﺒﻴﻦ ﻣﻦ اﻟﻤﺮﻋﻰ
ً
ﻣﺴﺎء ﺟﺎء اﻟﻨﺴﺎء ﻣﺘﻌﺒﺎت ﻣﻦ اﻟﺤﻘﻮل
ً
ﻟﻠﺮﺟﺎل ﻗﻠﻮب ﻣﻮﺷﻜﺔ ﻋﻠﻰ اﻟﺴﻘﻮط
وﻟﻠﻨﺴﺎء ﻋﻴﻮن ﻣﻮﺷﻜﺔ ﻋﻠﻰ اﻟﺒﻜﺎء
ﻓﻲ اﻟﻤﺴﺎء ﺟﺎؤوا ورﻗﺼﻮا ﺣﺘﻰ اﻟﺼﺒﺎح
رﻳﺎض ﺻﺎﻟﺢ اﻟﺤﺴﻴﻦ

اﻟﻮﺟﻪ واﻟﺠﺴﺪ ﻓﻲ اﻟﻔﻦ اﻟﺘﺸﻜﻴﻠﻲ اﻟﺴﻮري
واﻟﺘﻤﻌﻦ ﻓﻲ
ﻻ ﻧﺴﺘﻄﻴﻊ ﻣﻌﺮﻓﺔ اﻟﺤﺎﺿﺮ ﻣﻦ دون اﻟﻨﻈﺮ
ّ
اﻟﻤﺎﺿﻲ ،ﺧﺼﻮﺻﺎ ﻋﻨﺪﻣﺎ ﻳﺘﻌﻠﻖ اXﻣﺮ ﺑﻤﺴﺄﻟﺔ ﺗﺼﻮﻳﺮ اﻟﻮﺟﻪ
ودراﺳﺘﻪ ﻓﻲ ﻣﻜﺎن ﺟﻐﺮاﻓﻲ ﻣﺜﻞ ﺳﻮرﻳﺔ ﺗﻌﺎﻗﺒﺖ ﻓﻴﻪ
اﻟﺤﻀﺎرات ﻋﻘﻮد hﻃﻮﻳﻠﺔ ﻣﻨﺬ اﻟﺘﺎرﻳﺦ اXﻛﺜﺮ ﻗﺪﻣ ،dﻓﻨﺤﻦ ﺑﺬﻟﻚ
ﻧﻘﻒ أﻣﺎم إﺣﺪى أﻫﻢ اﻟﻤﺴﺎﺋﻞ اﻟﺘﻲ ﺗﺨﺺ اjﻧﺴﺎﻧﻴﺔ ﺟﻤﻌﺎء.
ﺳﻨﺤﺎول رﺳﻢ ﻣﻼﻣﺢ اﻟﻤﺸﻬﺪ اﻟﺘﺸﻜﻴﻠﻲ اﻟﺴﻮري اﻟﻤﻌﺎﺻﺮ
ﻋﻠﻰ ﻣﺪار ﻗﺮن وﻟﻴﺲ اﻟﻬﺪف أن ﻧﺴﻬﺐ ﻓﻲ اﻟﺤﺪﻳﺚ ﻋﻦ
اﻟﺘﺎرﻳﺦ اﻟﻘﺪﻳﻢ ،ﻟﻜﻦ ﺳﺮد ﻗﺼﺔ اﻟﺒﻮرﺗﺮﻳﻪ ﻓﻲ اﻟﻤﺎﺿﻲ ﺑﺎﻟﻐﺔ
اXﻫﻤﻴﺔ ،واﻟﻌﻤﻖ اﻟﺘﺎرﻳﺨﻲ ﻫﻨﺎ ﻟﻪ دور أﺳﺎﺳﻲ ﻟﻔﻬﻢ ﺗﺼﻮﻳﺮ
اﻟﻮﺟﻪ اﻟﻴﻮم وأﺻﻞ ﻣﻔﻬﻮم اﻟﺼﻮرة.
ﻟﻘﺪ ﺷﻐﻠﺖ اXﺳﺌﻠﺔ اﻟﻤﺘﻌﻠﻘﺔ ﺑﺎﻟﻮﺟﻪ اﻟﺤﻴﺰ اXﻛﺜﺮ ﺗﺸﻮﻳﻘﺎ ﻓﻲ
اﻟﻔﻀﻮل اXورﺑﻲ اﻟﻤﻌﺎﺻﺮ ﻣﻨﺬ اﻟﺜﻤﺎﻧﻴﻨﺎت ،ﻓﻜﺎﻧﺖ ﻣﻮﺿﻮﻋd
ﻣﺤﺮﺿ dﻟﻠﻌﺪﻳﺪ ﻣﻦ اﻟﺪراﺳﺎت واﻟﻨﻘﺎﺷﺎت اﻟﺤﺎدة اﻟﺘﻲ أﻋﻘﺒﺖ
إﻋﺎدة ﻃﺒﺎﻋﺔ ﻛﺘﺎب ﺷﺎرل دارون ”اﻟﺘﻌﺒﻴﺮ ﻋﻦ اﻟﻌﻮاﻃﻒ ﻋﻨﺪ
اjﻧﺴﺎن واﻟﺤﻴﻮان ) ،“(1872وﻓﻲ اﻟﻮﻗﺖ ذاﺗﻪ ﺷﻬﺪت اﻟﺤﻴﺎة
اﻟﺘﺸﻜﻴﻠﻴﺔ اXورﺑﻴﺔ ،ﺗﻄﻮرا ﻣﻠﺤﻮﻇﺎ ﻓﻴﻤﺎ ﻳﺘﻌﻠﻖ ﺑﺎﻟﻤﻌﺎرض
اﻟﺠﻤﺎﻋﻴﺔ واﻟﻔﺮدﻳﺔ اﻟﺘﻲ ﺗﺘﻨﺎول ﻣﻮﺿﻮع اﻟﺒﻮرﺗﺮﻳﻪ واXﺗﻮﺑﻮرﺗﺮﻳﻪ،
وﻟﻘﺪ ُﻃﺒﻊ اﻟﻌﺪﻳﺪ ﻣﻦ اjﺻﺪارات ﻋﻦ ذﻟﻚ .ﻏﻴﺮ أﻧﻪ ﻋﻨﺪﻣﺎ
ﻧﺘﺼﻔﺢ ﺑﻌﻀﺎ ﻣﻦ اﻟﻜﺘﺐ اﻟﺘﻲ ﺗﺘﺤﺪث ﻋﻦ ﻣﺴﺄﻟﺔ رﺳﻢ اﻟﻮﺟﻪ
ﻓﻲ أورﺑﺎ ﻧﺴﺘﻄﻴﻊ اﺳﺘﻘﺮاء أن ﺗﻘﺪﻳﻢ اﻟﻮﺟﻪ ﻛﺼﻮرة ﻫﻮ
”اﺧﺘﺮاع ﺣﺪﻳﺚ ﻓﻲ اﻟﺘﺎرﻳﺦ اﻟﻐﺮﺑﻲ“ ،وﻟﻜﻦ إﻟﻰ أي ﺣﺪ ﻣﻤﻜﻦ
اXﺧﺬ ﺑﺤﻘﻴﻘﺔ وﺟﻬﺔ اﻟﻨﻈﺮ ﻫﺬه؟ ﻟﻴﺲ إﻻ ،ﻓﻌﻠﻰ اﻟﻌﻜﺲ
ﻣﻦ ذﻟﻚ ،ﻳﺆﻛﺪ إﻟﻴﺎس اﻟﺰ ّﻳﺎت ﻓﻲ ﻣﻌﻈﻢ ﻧﺼﻮﺻﻪ ﻋﻠﻰ ﻓﻜﺮة
”أﻧﻨﺎ أﺻﺤﺎب ﺣﻀﺎرة اﻟﻮﺟﻪ ﺑﻜﻞ ﻣﻌﻨﻰ اﻟﻜﻠﻤﺔ“ ﻓﻤﺎ ﻫﻲ
ﺳﻤﺎت ”اﻟﻮﺟﻪ اﻟﺘﻌﺒﻴﺮي“ اﻟﺘﻲ ﻳﻌﺘﺒﺮﻫﺎ اﻟﺰ ّﻳﺎت ﻣﻦ أﻫﻢ ﺻﻔﺎت
اﻟﻔﻦ اﻟﺴﻮري؟ وﻛﻴﻒ ﺗﻢ ﺗﻨﺎول ﻫﺬا اﻟﻤﻮﺿﻮع ﻓﻲ اﻟﺴﺎﺣﺔ
اﻟﺘﺸﻜﻴﻠﻴﺔ اﻟﺴﻮرﻳﺔ اﻟﻤﻌﺎﺻﺮة؟ ﻣﺎ ﻫﻮ ﻣﺼﺪر وأﻫﻤﻴﺔ ﻫﺬا
اﻟﺴﺆال ﻋﻨﺪ اﻟﻔﻨﺎﻧﻴﻦ اﻟﺴﻮرﻳﻴﻦ ،ﺣﻴﺚ ﻟﻢ ﻳﺘﻢ ﺗﺨﺼﻴﺺ
اﻟﺒﻮرﺗﺮﻳﻪ ﻛﻤﻮﺿﻮع أﺳﺎﺳﻲ ﻟﻤﻌﺮض ﺣﺘﻰ ان ﻓﻲ ﺳﻮرﻳﺔ؟
اﻟﺒﻮرﺗﺮﻳﻪ وﺑﺪاﻳﺎت ﻇﻬﻮره _ اﻟﺼﻮرة ﻛﺬﻛﺮى
اﺳﺘﻨﺎدا إﻟﻰ اﻟﺘﻨﻘﻴﺒﺎت اXﺛﺮﻳﺔ ﻧﺴﺘﻄﻴﻊ اﻟﻘﻮل ﺑﺄن أول ﺣﻀﻮر
ﻟﻠﻮﺟﻪ ﻛﺼﻮرة ﻳﻌﻮد إﻟﻰ ﺗﻘﺎﻟﻴﺪ ﻗﺪﻳﻤﺔ ﺟﺪ hﻓﻲ ﺗﺎرﻳﺦ اﻟﺒﺸﺮﻳﺔ،
وﺗﺤﺪﻳﺪ hإﻟﻰ ﻓﺘﺮة اﻟﻌﺼﺮ اﻟﺤﺠﺮي اﻟﺤﺪﻳﺚ )اﻟﻨﻴﻮﻟﻴﺜﻲ ﻣﺎﻗﺒﻞ
اﻟﻔﺨﺎرﻳﺔ ”أ“ و ”ب“( ،أي إﻟﻰ ﺣﻮاﻟﻲ  7800ﻗﺒﻞ اﻟﻤﻴﻼد ،وذﻟﻚ ﻓﻲ
إﻃﺎر ﻃﻘﻮس اﻋﺘﻴﺎدﻳﺔ ﻗﺪﻳﻤﺔ ﻣﺎرﺳﻬﺎ اjﻧﺴﺎن ﻛﺠﻮاب ﻋﻠﻰ
ﻣﺴﺄﻟﺔ اﻟﻤﻮت .ﻟﻘﺪ ﻛﺸﻔﺖ اﻟﺘﻨﻘﻴﺒﺎت 1ﻓﻲ اﻟﺸﺮق اXوﺳﻂ،
وﺗﺤﺪﻳﺪا ﻓﻲ ﺗﻞ ﺟﻌﺪة اﻟﻤﻐﺎرة ١ﻓﻲ ﺷﻤﺎل ﺳﻮرﻳﺔ ،ﻋﻦ أﺑﻨﻴﺔ

ذات ﺧﺼﻮﺻﻴﺔ ﺗﺪﻋﻰ »ﺑﻴﺖ اXﻣﻮات« ﺣﻴﺚ ﻳﺘﻢ اﺳﺘﻌﺎدة
ﺟﻤﺠﻤﺔ اﻟﺸﺨﺺ اﻟﻤﺘﻮﻓﻰ ،وﻳﺘﻢ وﺿﻊ ﻃﺒﻘﺔ ﻣﻦ اﻟﺠﺺ
ﻋﻠﻴﻬﺎ ،وﺗﻮﺿﻊ ﻣﺤﺎرﺗﺎن ﻣﻜﺎن اﻟﻌﻴﻮن أو ﻳﺘﻢ رﺳﻤﻬﻤﺎ ﺑﻤﺎدة
اﻟﻘﺎر ،وﻛﺄﻧﻨﺎ ﺑﺬﻟﻚ ﻧﺴﻌﻰ ﻻﺳﺘﻨﺴﺎخ ﻣﻼﻣﺢ اﻟﻮﺟﻪ اﻟﻐﺎﺋﺐ
ﻓﻲ ﻋﻈﺎم اﻟﺮأس ،وﻧﺰوده ﺑﺒﺸﺮة ﺛﺎﻧﻴﺔ .وﻓﻲ اﻟﻔﺘﺮة اﻟﺰﻣﻨﻴﺔ
ﻧﻔﺴﻬﺎ ﺣﻮاﻟﻲ  8000ﻗﺒﻞ اﻟﻤﻴﻼد ،وﻓﻲ اﻟﻤﻜﺎن ﻧﻔﺴﻪ ﻓﻲ ﺗﻞ
اﻟﺮﻣﺎد ﻓﻲ ﺳﻮرﻳﺔ ،أو ﻓﻲ ﻋﻴﻦ ﻏﺰال )اXردن( أو ﻓﻲ اﻟﻘﺪس ﻓﻲ
ﻣﻨﻄﻘﺔ اﻟﺒﺤﺮ اXﺑﻴﺾ اﻟﻤﺘﻮﺳﻂُ ،ﻋﺜﺮ ﻋﻠﻰ ﺗﻤﺎﺛﻴﻞ ﻣﺼﻨﻮﻋﺔ
²وﺟﺪت أﻗﺪم أﻗﻨﻌﺔ
ﻣﻦ اﻟﺠﺺ ﻋﻠﻰ ﻫﻴﺌﺔ أﺷﺨﺎص ،ﻛﻤﺎ ُ
ﻣﻌﺮوﻓﺔ ﺣﺘﻰ ان وﻫﻲ ﺗﺘﻌﻠﻖ أﻳﻀﺎ ﺑﺎﻟﻤﻮت .ﺗﻌﺘﺒﺮ اXﻗﻨﻌﺔ
اﻛﺘﺸﺎﻓﺎ ذو ﻗﻴﻤﺔ ﺛﻮرﻳﺔ ﻓﻲ ﺗﺎرﻳﺦ اﻟﺒﺸﺮﻳﺔ ،ﻓﻤﻊ اﻟﻘﻨﺎع ﻳﺘﻜﻮن
ﺑﺸﻜﻞ ﻗﻄﻌﻲ و أﺳﺎﺳﻲ ﻣﻔﻬﻮم اﻟﺼﻮرة ،اﻟﺘﻲ ﺗﺠﻌﻞ اﻟﻐﺎﺋﺐ
ﺣﺎﺿﺮ2.h
إن ﺗﻠﻚ اﻟﻄﻘﻮس اﻟﺠﻨﺎﺋﺰﻳﺔ ﺳﺒﻘﺖ اﻟﻤﻮﻣﻴﺎءات واﻟﻨﺤﺖ ﻋﻠﻰ
اﻟﺘﻮاﺑﻴﺖ اﻟﺬي ُﻋﺮف ﻓﻲ ﻣﺮاﺣﻞ ﻣﺘﻘﺪﻣﺔ ﻣﻦ اﻟﺘﺎرﻳﺦ اﻟﺒﺸﺮي،
ﺧﺎﺻﺔ ﻓﻲ ﻓﺘﺮات اﻟﺤﻀﺎرات اﻟﻔﻴﻨﻴﻘﻴﺔ واﻟﻤﺼﺮﻳﺔ واﻟﻴﻮﻧﺎﻧﻴﺔ
واﻟﺮوﻣﺎﻧﻴﺔ .ﻓﻬﻲ ﺗﻤﺜﻞ ﻟﻨﺎ أﻗﺪم ﺷﺎﻫﺪ ﻋﺮﻓﻪ اﻟﺘﺎرﻳﺦ ﻳﺘﻌﻠﻖ
ﺑﻤﺴﺄﻟﺔ اﻟﻐﻴﺎب ،وﺗُﻈﻬﺮ اﻫﺘﻤﺎﻣﺎ ﺷﺪﻳﺪا ﻳﺘﻌﻠﻖ ﺑﻤﺼﻴﺮ ﺗﺼﻮﻳﺮ
اﻟﻮﺟﻪ ،اﻟﺬي ﺑﺪأ ﻣﻌﻪ ﻓﻴﻤﺎ ﺑﻌﺪ ﻣﻔﻬﻮم اﻟﺼﻮرة .وﻣﻦ ﻫﻨﺎ
ﻻ ﺑﺪ ﻣﻦ ذﻛﺮ ﺑﻌﺾ اXﻣﺜﻠﺔ اﻟﺘﻲ ﺗﻌﻮد إﻟﻰ ﻣﺮاﺣﻞ ﻣﺘﻘﺪﻣﺔ
ﻛﺎﻟﻮﺟﻮه ﻓﻲ اﻟﻔﻴﻮم وﻓﻲ ﺗﺪﻣﺮ .إن ﺑﻮرﺗﺮﻳﻬﺎت أو ﻟﻮﺣﺎت
ﻣﻮﻣﻴﺎءات اﻟﻔﻴﻮمُ ،وﺟﺪ أﻏﻠﺒﻬﺎ ﻓﻲ ﻣﻨﻄﻘﺔ اﻟﻔﻴﻮم ﻓﻲ ﻣﺼﺮ
وﺗﻌﻮد إﻟﻰ اﻟﻘﺮن اXول ﺣﺘﻰ اﻟﺮاﺑﻊ اﻟﻤﻴﻼدي ،3ﻫﻲ وﺟﻮه
ﻣﻮاﺟﻪ ﻣﺜﺒﺘﺎ ﻋﻴﻨﻴﻪ
ﺟﻨﺎﺋﺰﻳﺔُ ،ر ِﺳﻤﺖ ﺑﺸﻜﻞ واﻗﻌﻲ ﻟﺸﺨﺺ
ٍ
ﻓﻲ ﻋﻴﻨﻲ اﻟﻤﺸﺎﻫﺪ .ﻓﺈن ﺻﻮرة ﺑﻮرﺗﺮﻳﻪ اﻟﺸﺨﺺ اﻟﻤﺘﻮﻓﻰ
ﺣﺎﺿﺮة ﺑﺸﻜﻞ ﻣﺒﺎﺷﺮ ﻣﻊ ﺟﺴﺪه اﻟﻤﺤﻨﻂ ﻓﻲ اﻟﺘﺎﺑﻮت ﻟﺘﺮاﻓﻘﻪ
ﻓﻲ ﺣﻴﺎة ﻣﺎ وراء اﻟﻤﻮت .وﺗﻌﺘﺒﺮ ﻟﻮﺣﺎت اﻟﻔﻴﻮم اﻟﻌﻴﻨﺔ اﻟﻮﺣﻴﺪة
ﻣﻦ ﻧﻮﻋﻬﺎ ﻣﻦ ﺣﻴﺚ اﻟﺮﺳﻢ ﻋﻠﻰ ﺣﺎﻣﻞ اﻟﺘﻲ ﺗﺮﻛﻬﺎ ﻟﻨﺎ اﻟﺘﺎرﻳﺦ
اﻟﻘﺪﻳﻢ ،ﻓﻘﺪ ُرﺳﻤﺖ ﻋﻠﻰ ﺧﺸﺐ ،أو ﻋﻠﻰ ﻛﺘﺎن ﻣﻊ اﺳﺘﺨﺪام
ﺗﻘﻨﻴﺔ اﻟﺘﻤﺒﺮا أو اﻟﺮﺳﻢ ﺑﺎﻟﺸﻤﻊ )ﺷﻤﻊ اﻟﻨﺤﻞ( .أﻣﺎ ﻋﻦ اXﻣﺜﻠﺔ
ﻣﻦ ﺗﺪﻣﺮ ﻓﻬﻲ ﻏﻨﻴﺔ وﻋﺪﻳﺪة ،ﻣﻨﻬﺎ ﻣﺎ ﻳﻌﻮد إﻟﻰ اﻟﻘﺮن اXول
ﻗﺒﻞ اﻟﻤﻴﻼد ﺣﺘﻰ اﻟﺜﺎﻟﺚ ﻣﺎ ﺑﻌﺪ اﻟﻤﻴﻼد ،ﻛﺘﻤﺎﺛﻴﻞ ﻟﻮﺟﻮه
ﻋﻠﻰ رؤوس اXﺿﺮﺣﺔ .ﺣﺘﻰ إن ﺗﻠﻚ اﻟﺘﻤﺎﺛﻴﻞ ﺗﺘﺪاﻋﻰ إﻟﻰ
ﻣﺨﻴﻠﺔ اjﻧﺴﺎن اﻟﻤﻌﺎﺻﺮ ﻛﺼﻮرة ﻓﻮﺗﻮﻏﺮاﻓﻴﺔ ﺷﺨﺼﻴﺔ ﻣﺤﺪدة
ﻟﻠﺸﺨﺺ اﻟﻤﻔﻘﻮد ،ﻣﻮﺿﻮﻋﺔ ﻓﻲ ﻣﻘﺪﻣﺔ اﻟﻀﺮﻳﺢ ،ﻳﺮاﻓﻘﻬﺎ
أﺣﻴﺎﻧﺎ اﺳﻢ اﻟﻤﺘﻮﻓﻰ ،وﻛﺄﻧﻬﺎ أﺛﺮ ﻣﺘﺮوك ﻟﺟﻴﺎل اﻟﻘﺎدﻣﺔ.

1ﺗﻞ ﺟﻌﺪة اﻟﻤﻐﺎرة )أو ﻗﺮﻳﺔ ﺟﻌﺪة اﻟﻤﻐﺎرة( ﺗﻌﻮد إﻟﻰ اXﻟﻔﻴﺔ اﻟﺘﺎﺳﻌﺔ ﻗﺒﻞ اﻟﻤﻴﻼد ،ﺗﻮﺟﺪ ﻋﻠﻰ اﻟﻀﻔﺔ اﻟﻐﺮﺑﻴﺔ ﻣﻦ ﻧﻬﺮ اﻟﻔﺮات ﻓﻲ ﺷﻤﺎل ﺳﻮرﻳﺎ وﺗﺘﺒﻊ إدارﻳﺎ ﻟﻤﺤﺎﻓﻈﺔ ﺣﻠﺐ .ﺣﻴﺚ
وﺟﺪﻧﺎ ﻓﻴﻬﺎ أﻗﺪم رﺳﻮم ﺟﺪارﻳﺔ ﻣﻌﺮوﻓﺔ ﺣﺘﻰ ان ﻓﻲ اﻟﻌﺎﻟﻢ.
²ﻫﻨﺎك ﻣﺠﻤﻮﻋﺔ ﻣﻦ اXﺑﺤﺎث اﻟﺘﻲ ﺗﺘﺤﺪث ﻋﻦ ﻫﺬا اﻟﻤﻮﺿﻮع ﺷﺎﻫﺪ
.197-192 .p ,2004 ,« Hans Belting, Pour une anthropologie des images, trad. de l’allemand par Jean Bernard Torrent, Paris, Gallimard, coll. « Le Temps des images
.26-12 .p ,1991 été ,21 °Georges Didi-Huberman, « Le Visage et la terre », Artstudio. Le portrait contemporain, n

إﻧﻨﺎ وﻧﺤﻦ ﻧﺘﺤﺪث ﻋﻦ ﺗﺎرﻳﺦ ﻣﻐﺮق ﻓﻲ اﻟﻘﺪم ،ﻧﻮد اjﺷﺎرة
إﻟﻰ ﻣﺴﺄﻟﺘﻴﻦ :اXوﻟﻰ ﺗﺘﻌﻠﻖ ﺑﺎﻟﻄﺎﺑﻊ اﻟﺠﻨﺎﺋﺰي ،واﻟﺤﺎﺟﺔ إﻟﻰ
اﺳﺘﺪﻋﺎء اﻟﺼﻮرة ،ﻓﺈن ﻓﻦ ﺗﺼﻮﻳﺮ اﻟﺒﻮرﺗﺮﻳﻪ ﻗﺪ ﺑﺪأ ﻛﻤﺎ ذﻛﺮﻧﺎ
ﻣﻦ ﺧﻼل ﺗﺼﻮﻳﺮ اﻟﻮﺟﻪ ﻛﻮﻇﻴﻔﺔ ﺗﺬﻛﺎرﻳﺔ .أﻣﺎ اﻟﻨﺎﺣﻴﺔ اﻟﺜﺎﻧﻴﺔ
ﻓﺘﺘﻤﺜﻞ ﺑﺴﻌﺔ اﻟﻌﻴﻨﻴﻦ ﺑﺸﻜﻞ ﺑﺎرز ،وﻫﻲ ﺳﻤﺔ ﺗﺘّﺼﻒ ﺑﻬﺎ
ﻣﻌﻈﻢ اﻟﻮﺟﻮه اﺗﻴﺔ ﻣﻦ اﻟﺸﺮق اXوﺳﻂ اﻟﻘﺪﻳﻢ .ﻓﻲ ﺟﻨﻮب
ﺗﻞ ﺑﺮاك ﻓﻲ ﺷﻤﺎل ﺳﻮرﻳﺔ ،ﺧﻼل ﻓﺘﺮة اﻟﺤﻀﺎرة اﻟﺴﻮﻣﺮﻳﺔ
وﻗﺒﻞ ﻇﻬﻮر اﻟﺘﻤﺎﺛﻴﻞ اﻟﻜﺒﻴﺮة اﻟﻤﻌﺮوﻓﺔ اﻟﺘﻲ ﺗﻌﻮد إﻟﻰ أواﺧﺮ
اXﻟﻒ اﻟﺮاﺑﻌﺔ وﺑﺪاﻳﺔ اXﻟﻒ اﻟﺜﺎﻟﺜﺔ ﻗﺒﻞ اﻟﻤﻴﻼد ﻓﻲ ﻋﺼﺮ ﺟﻤﺪة
ﻧﺼﺮ ،ﺗﻢ اﻟﻌﺜﻮر ﻋﻠﻰ أﻻف اﻟﺼﻮر اﻟﺼﻐﻴﺮة أو اXﺟﺴﺎم اﻟﻤﺘﻌﻠﻘﺔ
ﺑﺎﻟﻌﺒﺎدة ﻓﻲ ﻣﻌﺒﺪ واﺳﻊ ﺳﻤﻲ ﻓﻴﻤﺎ ﺑﻌﺪ ”ﺑﻤﻌﺒﺪ اﻟﻌﻴﻮن“ .4
إﻧﻬﺎ ﻋﺒﺎرة ﻋﻦ ﺗﻤﺎﺛﻴﻞ ﺻﻐﻴﺮة ﻣﺸﻐﻮﻟﺔ ﻣﻊ اﻟﻜﺜﻴﺮ ﻣﻦ
اﻟﺘﺒﺴﻴﻂ واﻟﻘﻮة ﻓﻲ اﻟﺘﻌﺒﻴﺮ ،ﻓﺎﻟﺠﺴﺪ ﻣﺠﺮد ﻣﻦ ﻛﻞ ﺷﻲء
إﻻ ﻣﻦ اﻟﻌﻴﻮن اﻟﺘﻲ ﺗﺼﺒﺢ ﻛﻞ ﺷﻲء .وﻟﻬﺬه اﻟﺘﺠﺴﻴﺪات
اﻟﻜﺜﻴﺮ ﻣﻦ اXﻫﻤﻴﺔ ،ﺣﻴﺚ إﻧﻬﺎ ﺳﺒﻘﺖ اﻟﺘﻤﺎﺛﻴﻞ اﻟﻤﻌﺮوﻓﺔ اﻟﺘﻲ
ﺗﻤﻴﺰت ﺑﻬﺎ اﻟﻮﺟﻮه اﻟﻘﺎدﻣﺔ ﻣﻦ اﻟﺸﺮق اXوﺳﻂ ،ﻓﻠﻘﺪ ُﻋﺜﺮ ﻋﻠﻰ
ﻋﺪد ﻛﺒﻴﺮ ﻣﻦ اﻟﻮﺟﻮه اﻟﻤﻨﺤﻮﺗﺔ ﺑﻌﻴﻮﻧﻬﺎ اﻟﻤﺮﺻﻌﺔ ﺑﺎﻟﺤﺠﺮ
اXﺳﻮد وﻋﺮق اﻟﻠﺆﻟﺆ وﻣﺎدة اﻟﻘﺎر واﻟﻼزورد ،وﻣﻨﻬﺎ ﺗﻤﺎﺛﻴﻞ ﻣﻦ
اﻟﻤﺮﻣﺮ .وﺗﺪل اﻟﻌﻴﻮن اﻟﻤﻔﺘﻮﺣﺔ ﻓﻲ ﻫﺬه اﻟﺘﻤﺎﺛﻴﻞ ﻋﻠﻰ أﻫﻤﻴﺔ
اﻟﺒﺼﺮ واﻟﺒﺼﻴﺮة ،وﻛﺄن اﻟﻌﻴﻨﺎن ﻫﻤﺎ ﻣﺮآة اﻟﻜﺸﻒ ﻋﻦ اﻟﺬات،
وﻣﻦ ﺧﻼﻟﻬﻤﺎ وﺣﺪﻫﻤﺎﻳﺘﺪﻓﻖ ﺳﻴﻞ ﻣﻦ اﻟﺤﻴﺎة ،وﻛﺄن اﻟﺘﻤﺜﺎل
أﺻﺒﺢ ﺣﻴ dﺣﺎﺿﺮ .hوﺣﺘﻰ ﺗﻠﻚ اXﻣﺜﻠﺔ اﻟﻤﺮﺗﺒﻄﺔ ﺑﺠﻨﺎﺋﺰﻳﺔ اﻟﻮﺟﻪ
ﻛﺒﻮرﺗﺮﻳﻬﺎت اﻟﻔﻴﻮم أو اﻟﻮﺟﻮه اﻟﺘﺪﻣﺮﻳﺔ اﻟﻌﻴﻮن ﻣﻔﺘﻮﺣﺔ داﺋﻤﺎ.
ﺗﺤﺪﺛﻨﺎ اXﺳﻄﻮرة اjﻏﺮﻳﻘﻴﺔ ﺑﺄﻧﻪ ﻓﻲ اﻟﻘﺮن اﻟﺴﺎدس ﻗﺒﻞ
اﻟﻤﻴﻼد ،ﻛﺎن ﻟﺪى اﻟﺨﺰاّف ﺑﻮﺗﺎدس اﻟﻴﻮﻧﺎﻧﻲ ﺑﻨﺖ أﺣﺒﺖ ﺷﺎﺑ ًّﺎ.
وﻛﺎن اﻟﺸﺎب ﻋﻠﻰ ﺳﻔﺮ .وﻗﺒﻞ رﺣﻴﻠﻪ اﺳﺘﻮﻗﻔﺘﻪ اﻟﻔﺘﺎة،
وأﺧﺬت ﺗﺘﺒﻊ ﻋﻠﻰ اﻟﺤﺎﺋﻂ ﻣﺤﻴﻂ ﻇﻠﻪ اﻟﺠﺎﻧﺒﻲ ،وﻣﻦ ﺧﻼل
ﺿﻮء ﻣﺼﺒﺎح ،وﺑﻮاﺳﻄﺔ ﻗﻄﻌﺔ ﻓﺤﻢ راﺣﺖ ﺗﺮﺳﻤﻪ ﻟﺘﺤﺘﻔﻆ
ﺑﺸﻲء ﻣﻦ ﻣﻼﻣﺤﻪ وﺻﻮرﺗﻪ ،ﺑﻄﻴﻒ ﻳﺒﻘﻰ ﻣﻨﻪ ﻋﻨﺪ ﻏﻴﺎﺑﻪ.
ﻋﻨﺪﻣﺎ اﻛﺘﺸﻒ أﺑﻮﻫﺎ ﺑﻮﺗﺪاس اﻟﺮﺳﻢ ،وﺿﻊ اﻟﻄﻴﻦ ﻋﻠﻰ
ﺗﻠﻚ اﻟﻤﻼﻣﺢ اﻟﻤﺮﺳﻮﻣﺔ ،وﺛﻢ ﺷﻮى ذﻟﻚ اﻟﻄﻴﻦ ،ﻓﻜﺎن ﺑﺬﻟﻚ
ﺑﺤﺴﺐ ﺗﻠﻚ اXﺳﻄﻮرة اﻟﺘﻲ ﻏﺎﻟﺒﺎ ﻣﺎ اﺳﺘﺸﻬﺪﻧﺎ ﺑﻬﺎ ،ﻛﺄول
رﺳﻢ وﻣﻨﺤﻮﺗﺔ ﻟﻮﺟﻪ .ﻟﻘﺪ ذُ ﻛﺮت ﻫﺬه اXﺳﻄﻮرة ﻟﻠﻤﺮة اXوﻟﻰ
ﻣﻦ ﻗﺒﻞ ﺑﻠﻴﻨﻴﻮس اXﻛﺒﺮ اﻟﻤﺆرخ اﻟﺮوﻣﺎﻧﻲ )ﻓﻲ ﻣﺠﻠﺪه
اﻟﺨﺎﻣﺲ واﻟﺜﻼﺛﻴﻦ ﻣﻦ اﻟﺘﺎرﻳﺦ اﻟﻄﺒﻴﻌﻲ ،اﻟﻤﻨﺠﺰ ﻋﺎم 77م(،
ﻓﻤﻦ ﺧﻼل اﻟﺼﻮرة " أﺻﺒﺢ اﻟﻐﺎﺋﺐ ﺣﺎﺿﺮا" ﻛﻤﺎ ﻳﻘﻮل ﻟﻴﻮن
ﺑﺎﺗﻴﺴﺘﺎ أﻟﺒﻴﺮﺗﻲ ) 1435ﻓﻲ رﺳﺎﻟﺘﻪ ﻋﻦ اﻟﻔﻦ( .ﻳﺘﺤﺪث أﻟﺒﻴﺮﺗﻲ
ﻋﻦ اﻟﻨﺮﺟﺴﻴﺔ ﻓﻲ اﻟﺼﻮرة ،وﺑﺄن أﺳﻄﻮرة ﻧﺮﺳﻴﺲ ﻫﻲ أﺻﻞ
اﻟﺒﻮرﺗﺮﻳﻬﺎت )أو ﺑﺎXﺣﺮى اXﺗﻮﺑﻮرﺗﺮﻳﻬﺎت "اﻟﺼﻮر اﻟﺬاﺗﻴﺔ ﻟﻠﻔﻨﺎن
اﻟﺬي ﻳﺼﻮر ﻧﻔﺴﻪ"( ﺣﻴﺚ ﺗﻘﻮل ﺑﺄن ﻧﺮﺳﻴﺲ أو ﻧﺮﻛﺴﻮس ﻗﺪ
اﺷﺘﻬﺮ ﺑﺠﻤﺎﻟﻪ ،رأى اﻧﻌﻜﺎس ﺻﻮرﺗﻪ ﻓﻲ ﺻﻔﺤﺔ اﻟﻤﺎء اﻟﺼﺎﻓﻲ
اﻟﺴﺎﻛﻦ ﻛﺎﻟﻤﺮآة ،ﻓﺄﻋﺠﺐ ﺑﻬﺎ ،وﻋﺸﻘﻬﺎ ،وﺑﻘﻴﺖ ﻋﻴﻨﺎه ﻻ ﺗﻔﺎرق

ﺻﻮرة وﺟﻬﻪ اﻟﺠﻤﻴﻞ ﺣﺘﻰ ﻫﻼﻛﻪ .ﻟﻘﺪ ارﺗﺒﻄﺖ اﻟﺼﻮرة وﻣﻨﺬ
اﻟﺒﺪاﻳﺔ ﺑﻐﻴﺎب اXﺷﺨﺎص واXﺷﻴﺎء ،ﻓﺒﺎﺗﺖ ﺣﺎﻣ ً
ﻼ ﻟﺬﻛﺮاﻫﻢ
وﺣﺎﺿﺮه ﻓﻲ ﻏﻴﺎﺑﻬﻢ.
اﻟﺒﻮرﺗﺮﻳﻪ وﻗﺪﺳﻴﺔ اﻟﻤﻮﺿﻮع
إن ﻓﻦ اﻟﺒﻮرﺗﺮﻳﻪ اﻟﻤﺘﻤﺜﻞ ﻓﻲ ﺗﺼﻮﻳﺮ أو إﺧﻔﺎء اﻟﻮﺟﻪ ﻣﺘﺠﺬر
ﻓﻲ اXﺻﻮل اﻟﻤﻘﺪﺳﺔ اﻟﻘﺪﻳﻤﺔ ،وﻣﺮﺗﺒﻂ ﺑﺎXﺳﺎﻃﻴﺮ اXوﻟﻰ ذات
اﻟﻤﻨﺸﺄ اﻟﺪﻳﻨﻲ .واﻟﺘﻤﺎﺛﻴﻞ اﻟﻤﺬﻛﻮرة أﻋﻼه )اﻟﺘﻲ ﺗﻌﻮد إﻟﻰ
اﻟﺸﺮق اXوﺳﻂ اﻟﻘﺪﻳﻢ( ﻗﺪ ُﺻﻮرت ﻛﺂﻟﻬﺔ ﺣﺎرﺳﺔ ﻟﻠﻤﺪن ،وﻗﺪ
ﻛﺎن ﻟﻜﻞ إﻟﻪ ﻣﻌﺒﺪه وﺗﻤﺜﺎﻟﻪ ،ﻓﺎﻟﻮﺟﻪ ﺣﺎﺿﺮ داﺋﻤﺎ ،وﻛﻠﻤﺎ ﻛﺎﻧﺖ
اﻟﻌﻴﻮن أﻛﺜﺮ اﺗﺴﺎﻋﺎ وأﻛﺒﺮ ﺣﺠﻤﺎ ﻛﻠﻤﺎ ﻛﺎﻧﺖ أﻫﻤﻴﺔ اjﻟﻪ أﻛﺒﺮ.
وﻓﻴﻤﺎ ﺑﻌﺪ وﻣﻊ ﻇﻬﻮر اﻟﺪﻳﺎﻧﺎت اﻟﺘﻮﺣﻴﺪﻳﺔ اﻟﺜﻼث ،أﺧﺬ ﺗﺼﻮﻳﺮ
اﻟﻮﺟﻪ ﻃﺎﺑﻌﺎ ﻣﺨﺘﻠﻔﺎ ﺑﻴﻦ دﻳﺎﻧﺔ وأﺧﺮى ،وﻧﺠﺪ ذﻟﻚ ﺟﻠﻴﺎ ﻓﻲ
ﺗﺼﻮﻳﺮ اﻟﻮﺟﻪ وﻣﺮﺟﻌﻴﺘﻪ ﻓﻲ اﻟﺪﻳﻦ اﻟﻤﺴﻴﺤﻲ .وﻳﻌﻮد ﺗﺼﻮﻳﺮ
اﻟﺴﻴﺪ اﻟﻤﺴﻴﺢ إﻟﻰ اﻟﻄﻘﺲ اXرﺛﻮذﻛﺴﻲ ﻟﻮﺟﻬﻪ "اﻟﻀﺎﺑﻂ
ﻋﺪاي" وﻳﺮﺟﻊ إﻟﻰ
اﻟﻜﻞ" ،اﻟﻤﺬﻛﻮر ﻓﻲ ﻧﺺ ﻣﺴﻤﻰ "ﺑﻌﻘﻴﺪة ّ
ﻋﺎم ُ .325ﻳﺬﻛﺮ ﺑﺄن اﻟﻤﻠﻚ أﺑﺠﺮ ،ﻣﻠﻚ أدﻳﺴﺎ ﻓﻲ ﺳﻮرﻳﺔ ،ﻛﺎن
ﻣﺮﻳﻀﺎ ،وﻛﺎن ﻟﺪﻳﻪ إﻳﻤﺎن ﺑﺄن ﻣﺠﺮد رؤﻳﺔ ﺻﻮرة اﻟﺴﻴﺪ اﻟﻤﺴﻴﺢ
ﻳﻤﻜﻦ ﺷﻔﺎؤه ،ﻓﺒﻌﺚ ﺑﺮﺳﺎم ﻟﻜﻲ ﻳﺼﻮر وﺟﻪ اﻟﺴﻴﺪ اﻟﻤﺴﻴﺢ،
ﻟﻜﻦ اﻟﺮﺳﺎم ﻟﻢ ﻳﻘﺪر أن ﻳﻨﻔﺬ اﻟﻤﻬﻤﺔ ﺑﺴﺒﺐ ﻣﻬﺎﺑﺔ ﻣﺤﻴﺎه،
ﻓﻮﺿﻊ اﻟﻤﺴﻴﺢ ﻗﻄﻌﺔ ﻣﻦ اﻟﻜﺘﺎن ﻋﻠﻰ وﺟﻬﻪ ،ﻓﺈذ ﺑﻤﻼﻣﺤﻪ
ﻗﺪ ُﻃﺒﻌﺖ ﻋﻠﻰ ﻗﻄﻌﺔ اﻟﻘﻤﺎش ﺑﻄﺮﻳﻘﺔ إﻋﺠﺎزﻳﺔ .إن ﻟﻬﺬه
اﻟﻘﺼﺔ ﻣﻜﺎﻧﺔ ﻫﺎﻣﺔ ﺟﺪا ﻓﻲ ﺗﻘﻠﻴﺪ اﻟﻜﻨﻴﺴﺔ اﻟﺴﺮﻳﺎﻧﻴﺔ .وﺛﻤﺔ
ﻗﺼﺔ أﺧﺮى ﺗﻌﻮد إﻟﻰ اﻟﻄﻘﺲ اﻟﻜﺎﺛﻮﻟﻴﻜﻲ واﻟﺬي ﻳﺪﻋﻰ
ﻛﻔﻦ ﺗﻮرﻳﻨﻮ أو ﻗﺼﺔ اﻟﻘﺪﻳﺴﺔ ﻓﻴﺮوﻧﻴﻜﺎ اﻟﺘﻲ ﺳﻠﻜﺖ ﻃﺮﻳﻖ
اﻟﺠﻠﺠﻠﺔ ،وﻣﺴﺤﺖ وﺟﻪ اﻟﺴﻴﺪ اﻟﻤﺴﻴﺢ ،ﻓﻮﺟﺪت ﺻﻮرﺗﻪ
ﻣﻄﺒﻮﻋﺔ ﻋﻠﻰ اﻟﻤﻨﺪﻳﻞ .إن ﻫﺎﺗﻴﻦ اXﺳﻄﻮرﺗﻴﻦ ﻗﺪ أﻏﻨﺘﺎ
اﻟﺘﺼﻮﻳﺮ واﻟﻔﻜﺮ اXورﺑﻲ إﻟﻰ ﺣﺪ ﺑﻌﻴﺪ ،وﻫﻨﺎ ﻻ ﺑﺪ ﻣﻦ اjﺷﺎرة
إﻟﻰ أن ﻣﻮﺿﻮع وﺷﺎح اﻟﻤﺴﻴﺢ أو ﻛﻔﻦ ﺗﻮرﻳﻨﻮ ﻟﻢ ﻳﻈﻬﺮ
ﻓﻲ اﻟﻔﻦ اﻟﻤﺴﻴﺤﻲ ﺣﺘﻰ أواﺧﺮ اﻟﻌﺼﻮر اﻟﻮﺳﻄﻰ ،ﻛﻤﺎ ذﻛﺮ
إﻳﻤﻴﻞ ﻣﺎل اﻟﻤﺆرخ اﻟﻔﻨﻲ اﻟﻤﺨﺘﺺ ﺑﺎﻟﻔﻦ اﻟﻤﺴﻴﺤﻲ .وﻓﻲ
ﺣﻴﻦ أن اjﻟﻪ اﻻﺑﻦ ﻓﻲ اﻟﺪﻳﻦ اﻟﻤﺴﻴﺤﻲ ﻗﺪ ﺟﺴﺪ ﻓﻨﻴ ،dﻓﺈن
ﻫﺬا اﻟﻤﻔﻬﻮم ﻣﺨﺘﻠﻒ ﺗﻤﺎﻣﺎ ﻋﻨﻪ ﻓﻲ اﻟﺪﻳﻦ اﻟﻴﻬﻮدي ،وﺗﺼﻮﻳﺮ
اﻟﺮب ﻣﺤﺮم ،ﻟﻜﻦ ﻛﻼم ا ﻣﻤﻜﻦ ﺗﺼﻮﻳﺮه ﻣﻦ ﺧﻼل رﺳﻢ اﻟﻴﺪ.
اXﻣﺮ ﻓﻲ اﻟﺪﻳﻦ اjﺳﻼﻣﻲ أﻛﺜﺮ ﺗﻘﻴﻴﺪ ،hﺣﻴﺚ أن اﻟﺸﻲء اﻟﻮﺣﻴﺪ
اﻟﻤﻤﻜﻦ ﻫﻮ ﻛﺘﺎﺑﺔ اﺳﻢ ا X ،ن ا واﺣﺪ ﻣﻄﻠﻖ وﻏﻴﺮ ﻣﺮﺋﻲ،
اﻟﻨﺺ اﻟﻤﻘﺪس اﻟﻘﺮآن وﺣﺪه ﻳﻜﻔﻲ .وﻓﻲ ﻫﺬا اﻟﺴﻴﺎق ﻣﻦ
اﻟﻤﻬﻢ اﻟﺘﻄﺮق ﻟﻠﺤﺠﺎب واﻟﺘﺨﻔﻲ ،ﻓﻌﻨﺪ اﻟﺼﻮﻓﻴﻴﻦ ﻛﻞ ﺷﻲء
ﻓﺎن ﻣﺎ ﻋﺪا وﺟﻬﻪ ،إن ا ﻻ ﻳﺘﻜﻠﻢ إﻻ ﻣﻦ ﺧﻼل اﻟﻮﺣﻲ أو ﻣﻦ ﻣﺎ
ٍ
وراء اﻟﺤﺠﺎب.

3ﺗﻘﻊ ﻣﻨﻄﻘﺔ اﻟﻔﻴﻮم ﺟﻨﻮب ﻏﺮب اﻟﻘﺎﻫﺮة ﻋﻠﻰ ﺑﻌﺪ  ٦٠ﻛﻢ .ﻋﻠﻤﺎ ﺑﺄﻧﻨﺎ ﻧﺠﺪ ﻫﺬا اﻟﻨﻮع ﻣﻦ اﻟﺘﺼﻮﻳﺮ ﻓﻲ ﻣﻨﺎﻃﻖ أﺧﺮى ﻓﻲ ﻣﺼﺮ ،ﻏﻴﺮ أن ﻏﺰارة ﻣﺎ وﺻﻠﻨﺎ ﻣﻦ ﺗﻠﻚ اﻟﺒﻮﺗﺮﻳﻬﺎت ﻓﻲ ﺗﻠﻚ
اﻟﻤﻨﻄﻘﺔ دﻋﺖ اﻟﺒﺎﺣﺜﻴﻦ ﺑﺘﺴﻤﻴﺘﻬﺎ ﺑﺒﻮرﺗﺮﻳﻬﺎت اﻟﻔﻴﻮم.
Max Mallowan, Twenty-five years of Mesopotamian discovery (1956-1932), London, The British School of Archaeology in Iraq, 1956, p. 31-254

اOﻳﻘﻮﻧﺔ اﻟﺴﻮرﻳﺔ وﻣﺪرﺳﺔ ﺣﻠﺐ

اﻟﺒﻮرﺗﺮﻳﻪ وﺗﺪاوﻟﻪ ﻓﻲ ﺳﻮرﻳﺔ

ﻳﺠﻤﻊ اﻟﺒﺎﺣﺜﻮن ﺑﺄن ﻓﻦ اXﻳﻘﻮﻧﺔ ﻗﺪ راﻓﻖ اﻧﺘﺸﺎر اﻟﺤﺮﻛﺔ
اﻟﺮﻫﺒﺎﻧﻴﺔ ﻓﻲ ﺳﻮرﻳﺔ وﻣﺼﺮ ﻣﻨﺬ اﻟﻘﺮن اﻟﺮاﺑﻊ اﻟﻤﻴﻼدي.
وﻫﻨﺎك اﻟﻌﺪﻳﺪ ﻣﻦ اXﻣﺜﻠﺔ ﻋﻠﻰ ذﻟﻚ ،ﻛﺎﻟﺼﻮر اﻟﺠﺪارﻳﺔ ،أو
اﻟﻤﺨﻄﻮﻃﺎت اﻟﺴﺮﻳﺎﻧﻴﺔ اﻟﻤﺰﻳﻨﺔ ﺑﺎXﻳﻘﻮﻧﺎت ،ﻛﻤﺜﺎل إﻧﺠﻴﻞ راﺑﻮﻻ
)اﻟﺬي ﻳﻌﻮد إﻟﻰ اﻟﻘﺮن اﻟﺴﺎدس اﻟﻤﻴﻼدي ﻣﻮﺟﻮد ﺣﺎﻟﻴﺎ ﻓﻲ
اﻟﻤﻜﺘﺒﺔ اﻟﻠﻮرﻧﺴﻴﺔ ﻓﻲ ﻓﻠﻮرﻧﺴﺎ ،اﻳﻄﺎﻟﻴﺎ( .أﻣﺎ ﺑﺎﻟﻨﺴﺒﺔ إﻟﻰ
ﻣﻌﺮﻓﺘﻨﺎ ﺑﺎﻟﺘﺎرﻳﺦ اﻟﺤﺪﻳﺚ ﻟﻠﺘﺼﻮﻳﺮ اﻟﻜﻨﺴﻲ ﻓﻲ ﺳﻮرﻳﺔ ،ﻓﺈﻧﻪ
ﻳﻌﻮد إﻟﻰ اﻟﻨﺼﻒ اﻟﺜﺎﻧﻲ ﻣﻦ اﻟﻘﺮن اﻟﺴﺎﺑﻊ ﻋﺸﺮ .ﻟﻘﺪ ﺑﻘﻲ
اﻟﺮﺳﺎﻣﻮن أوﻓﻴﺎء ﻟﻣﺜﻠﺔ اﻟﺒﻴﺰﻧﻄﻴﺔ ،وﻫﻮ ﻣﺎ ﺟﻌﻞ اﻟﺘﻤﻴﻴﺰ ﻓﻲ
ﺑﻌﺾ اXﺣﻴﺎن ﺑﻴﻦ إﺑﺪاﻋﺎﺗﻬﻢ ورﺳﻮم اﻟﻔﻨﺎﻧﻴﻦ اﻟﻴﻮﻧﺎﻧﻴﻴﻦ
ﺻﻌﺒﺎ .ﻟﻜﻦ وﻣﻨﺬ اﻟﻘﺮن اﻟﺜﺎﻣﻦ ﻋﺸﺮ ،اﺗﺨﺬت اXﻳﻘﻮﻧﺔ اﻟﺴﻮرﻳﺔ
ﻃﺎﺑﻌﺎ أﻛﺜﺮ ﺧﺼﻮﺻﻴﺔ ،وﺗﺄﺛﺮت ﺑﻔﻦ اﻟﺰﺧﺮﻓﺔ اjﺳﻼﻣﻲ .إن أول
رﺳﺎم أﻳﻘﻮﻧﺎت ﻗﺪ ُﻋﺮف ﻓﻲ ﺳﻮرﻳﺔ ﻫﻮ اXب ﻳﻮﺳﻒ اﻟﻤﺼﻮر
ّ
اﻟﺤﻠﺒﻲ ،اﻟﺬي ﻋﺎش ﻓﻲ اﻟﻨﺼﻒ اﻟﺜﺎﻧﻲ ﻣﻦ اﻟﻘﺮن اﻟﺴﺎﺑﻊ
ﻋﺸﺮ ﻓﻲ ﻣﺪﻳﻨﺔ ﺣﻠﺐ وﻛﺎن ﻳﺘﻜﻠﻢ اﻟﻌﺮﺑﻴﺔ واﻟﻴﻮﻧﺎﻧﻴﺔ ﻓﺼﻮر
اXﻳﻘﻮﻧﺎت ﻋﻠﻰ اﻟﺨﺸﺐ ،ﻛﻤﺎ ﻛﺎن ﺧﻄﺎﻃ dوﻗﺎم ﺑﺘﺮﺟﻤﺔ
اﻟﻌﺪﻳﺪ ﻣﻦ اﻟﻜﺘﺐ إﻟﻰ اﻟﻌﺮﺑﻴﺔ ،وزﻳﻨﻬﺎ ﺑﺰﺧﺎرف ﻣﺸﺎﺑﻬﺔ ﻟﺘﻠﻚ
اﻟﻤﺘﻮاﺟﺪة ﻓﻲ ﻋﻨﺎوﻳﻦ اﻟﻔﺼﻮل اﻟﻤﺴﺘﺨﺪﻣﺔ ﻓﻲ اﻟﻤﺨﻄﻮﻃﺎت
اjﺳﻼﻣﻴﺔ .ﻳﻌﺘﺒﺮ ﻳﻮﺳﻒ اﻟﻤﺼﻮر ﻣﺆﺳﺴﺎ ﻟﻤﺎ ﺳﻤﻴﻨﺎه ﻻﺣﻘﺎ
ﺑﻤﺪرﺳﺔ ﺣﻠﺐ ،اﻟﺘﻲ أﻋﻄﺖ أﺟﻴﺎﻻ ﻣﻦ اﻟﻔﻨﺎﻧﻴﻦ اﺑﺘﺪاء ﻣﻦ اXب
ﺣﺘﻰ اﻻﺑﻦ واﻟﺤﻔﻴﺪ .اﺑﻨﻪ ﻧﻌﻤﺔ ا اﻟﻤﺼﻮر ﻫﻮ أول رﺳﺎم ﻣﻦ
ﺳﻮرﻳﺔ ﻗﺪ ﻛﺘﺐ ﺑﺎﻟﻌﺮﺑﻴﺔ ﻋﻠﻰ اXﻳﻘﻮﻧﺔ ،وﻟﻘﺪ ﺗﺎﺑﻊ أﻋﻤﺎل واﻟﺪه
ﻓﻲ ﺗﺼﻮﻳﺮ اXﻳﻘﻮﻧﺎت واﻟﻤﺨﻄﻮﻃﺎت ،وﻗﺪ ﻋﻤﻞ ﻣﻊ ﻧﻌﻤﺔ ا
اﺑﻨﻪ ﺣﻨﺎﻧﻴﺎ ﺛﻢ ﺟﺎء ﻣﻦ ﺑﻌﺪه ﺟﺮﺟﺲ اﺑﻦ ﺣﻨﺎﻧﻴﺎ ،واﺳﺘﻤﺮ
ذﻟﻚ ﺣﺘﻰ أواﺧﺮ اﻟﻘﺮن اﻟﺜﺎﻣﻦ ﻋﺸﺮ .إن ﻣﻮﺿﻮﻋﺎت اXﻳﻘﻮﻧﺎت
ﻣﺘﺸﺎﺑﻬﺔ وﻣﺘﻜﺮرة ﺑﺘﻤﺜﻴﻞ ﺻﻮر اﻟﺴﻴﺪ اﻟﻤﺴﻴﺢ وﻣﺮﻳﻢ
اﻟﻌﺬراء واﻟﻘﺪﻳﺴﻴﻦ ،ووﺟﻮه اﻟﻘﺪﻳﺴﻴﻦ ﻏﺎﻟﺒﺎ ﻣﺎ ﺗﺼﻮر ﻣﻊ
ﻋﻴﻨﻴﻦ واﺳﻌﺘﻴﻦ وأذﻧﻴﻦ ﺻﻐﻴﺮﺗﻴﻦ ﻣﻠﺘﺼﻘﺘﻴﻦ ﺑﺎﻟﺨﺪﻳﻦ،
واﻟﺸﻔﺘﻴﻦ رﻗﻴﻘﺘﻴﻦ ﺻﺎﻣﺘﺘﻴﻦ ﻣﺜﻞ أﻳﻘﻮﻧﺔ اXم اﻟﻌﺬراء /
ﻣﺎدوﻧﺎ اﻟﺘﻲ ﺗﻨﺴﺐ إﻟﻰ ﺟﺮﺟﺲ اﻟﻤﺼﻮر.

ﺑﻌﻴﺪ hﻋﻦ اﻟﻤﺪارس اﻟﻔﻨﻴﺔ واﻟﺘﺄﺛﻴﺮات اXورﺑﻴﺔ ،ﻻ ﺑﺪ ﻣﻦ اﻟﻘﻮل
أن اﻟﻔﻦ اﻟﺸﻌﺒﻲ ﻓﻲ ﺳﻮرﻳﺔ ﻗﺪ ﺗﺮك ﺑﺼﻤﺘﻪ ﻓﻲ ﻣﺠﺎل اﻟﻌﻤﻞ
ﻋﻠﻰ اﻟﻮﺟﻪ ،وﻣﻦ اﻟﻀﺮوري اﻟﻨﻈﺮ ﻋﻦ ﻛﺜﺐ ﻟﻠﻨﺘﺎج اjﺑﺪاﻋﻲ
Xﺑﻮ ﺻﺒﺤﻲ اﻟﺘﻴﻨﺎوي )ﻣﺤﻤﺪ أﺣﻤﺪ ﺣﺮب(  1973-1884اﻟﺬي ﻓﺘﺢ
ﻣﻊ رﺳﻮﻣﻪ ﻋﺎﻟﻢ اﻟﺨﻴﺎل اﻟﻤﺘﻤﻢ ﻟﻠﺤﻜﺎﻳﺎ اﻟﺸﻌﺒﻴﺔ اﻟﻤﺮددة
ﻓﻲ اﻟﻤﻘﺎﻫﻲ اﻟﺪﻣﺸﻘﻴﺔ ﻋﻠﻰ ﻟﺴﺎن اﻟﺤﻜﻮاﺗﻴﻴﻦ اﻟﺬﻳﻦ
ﺳﺎﻣﺮوا اﻟﻨﺎس ﻓﻲ اXﻣﺴﻴﺎت .وﺗﻌﺘﺒﺮ ﻟﻮﺣﺎﺗﻪ ﻣﺜﺎﻻ ﻟﻔﻦ ﺷﻌﺒﻲ
ﻋﻔﻮي وﻣﺒﺴﻂ ،ﻳﺴﺘﻠﻬﻢ ﻣﻮاﺿﻴﻌﻪ ﻣﻦ اﻟﻘﺼﺺ اﻟﺸﻌﺒﻴﺔ
وﺣﻜﺎﻳﺎت اﻟﺒﻄﻮﻟﺔ واﻟﻔﺮوﺳﻴﺔ اﻟﻤﺤﺒﺒﺔ إﻟﻰ اﻟﻨﺎس ،ﻓﻠﻘﺪ أﻳﻘﻆ
اﻟﺘﻴﻨﺎوي اﻟﺒﻄﻞ اﻟﻌﺮﺑﻲ اﻟﻬﺎﺟﻊ ﻓﻲ اﻟﻤﻼﺣﻢ اﻟﺸﻌﺒﻴﺔ وأﻋﺎد ﻟﻪ
وﺻﻮر اﻟﺒﻄﻮﻟﺔ ﻓﻲ ﺷﺎرﺑﻲ ﻋﻨﺘﺮ
اﻟﺤﻴﺎة ﻋﻦ ﻃﺮﻳﻖ ﻓﻦ ﺑﺼﺮي،
ّ
وﻓﻲ درع أﺑﻲ زﻳﺪ اﻟﻬﻼﻟﻲ ،وﻏﻴﺮﻫﻤﺎ .إﻻ أن ﺗﻨﺎوﻟﻪ ﻟﻠﻤﻮﺿﻮع،
وﺷﺎﻋﺮﻳﺘﻪ اﻟﻠﻮﻧﻴﺔ وﻃﺮﻳﻘﺔ اﻟﺘﻌﺎﻣﻞ ﻣﻊ اﻟﻤﺴﺎﺣﺔ إﺿﺎﻓﺔ إﻟﻰ
أﻫﻤﻴﺔ اﻟﻔﺮاغ اﻟﻤﻮﺟﻮد ﻓﻲ اﻟﻌﻤﻞ واﻟﻤﻨﻈﻮر اﻟﺴﻄﺤﻲ ،ﻛﻞ
ذﻟﻚ ﻳﺬﻛﺮﻧﺎ إﻟﻰ ﺣﺪ ﻛﺒﻴﺮ ﺑﺮﺳﻮم ﺷﻴﺦ اﻟﻤﺼﻮرﻳﻦ اﻟﻌﺮب
ﻳﺤﻴﻰ ﺑﻦ ﻣﺤﻤﻮد اﻟﻮاﺳﻄﻲ ﻣﻦ اﻟﻘﺮن اﻟﺜﺎﻟﺚ ﻋﺸﺮ اﻟﻤﻴﻼدي،
اﻟﺬي ز ّﻳﻦ ﻛﺘﺎب ﻛﻠﻴﻠﺔ ودﻣﻨﺔ وﻣﻘﺎﻣﺎت اﻟﺤﺮﻳﺮي ﻋﺎم  .1237ﻣﻦ
دﻛﺎﻧﻪ اﻟﻤﺘﻮاﺿﻊ ﻓﻲ ﺑﺎب اﻟﺠﺎﺑﻴﺔ ﺑﺪﻣﺸﻖ اﺗﺴﻌﺖ ﺷﻬﺮة أﺑﻮ
ﺻﺒﺤﻲ اﻟﺘﻴﻨﺎوي ﺣﻴﺚ أﻧﺘﺞ ﺑﻮرﺗﺮﻳﻬﺎت وﺗﺸﺨﻴﺼﺎت ﺑﺎﻟﺮﺳﻢ
ﻋﻠﻰ اﻟﺰﺟﺎج 6وﻋﻠﻰ ﻗﻤﺎش ﻟﺸﺨﺼﻴﺎت ﺗﺎرﻳﺨﻴﺔ ﻣﺜﻞ ﺑﻮرﺗﺮﻳﻪ
ﺧﺎﻟﺪ اﺑﻦ اﻟﻮﻟﻴﺪ "ﺳﻴﻒ ا اﻟﻤﺴﻠﻮل" اﻟﺬي ﻳﻌﺪ أﺣﺪ ﻗﺎدة
اﻟﺠﻴﻮش اﻟﻘﻼﺋﻞ اﻟﺬﻳﻦ ﻟﻢ ﻳﻬﺰﻣﻮا ﻓﻲ ﻣﻌﺮﻛﺔ ﻃﻮال ﺣﻴﺎﺗﻬﻢ.
وﻳﻠﻌﺐ اﻟﺘﺴﺠﻴﻞ اﻟﺨﻄﻲ )اﻟﻜﺘﺎﺑﺔ( اﻟﺘﻲ دوﻧﻬﺎ ﻓﻲ أﻋﻠﻰ أو
ﻓﻲ أﺳﻔﻞ اﻟﺼﻮرة دور hﻓﻲ ﻓﻬﻤﻬﺎ وﻓﻲ ﺗﺄوﻳﻠﻬﺎ.

ﻧﺴﺘﻄﻴﻊ اﻟﺘﻤﻴﻴﺰ ﺑﻴﻦ ﺛﻼﺛﺔ أﺳﺎﻟﻴﺐ ﻣﺨﺘﻠﻔﺔ ﻓﻲ اXﻳﻘﻮﻧﺔ
اﻟﺴﻮرﻳﺔ :ﻣﺪرﺳﺔ ﺣﻠﺐ اﻟﺘﻲ ﻇﻬﺮت ﻓﻲ اﻟﻘﺮﻧﻴﻦ اﻟﺴﺎﺑﻊ
واﻟﺜﺎﻣﻦ ﻋﺸﺮ ،وﻗﺪ اﻫﺘﻤﺖ ﺑﺎﻟﺘﻔﺎﺻﻴﻞ وﻧُﻔﺬت ﺑﺄﺳﻠﻮب
ﻛﻼﺳﻴﻜﻲ ﺗﻘﻠﻴﺪي ُﺳﻤﻲ "ﻣﺎ ﺑﻌﺪ اﻟﺒﻴﺰﻧﻄﻴﺔ" .وﻫﻨﺎﻟﻚ
أﻳﻘﻮﻧﺎت ﺗﻌﻮد إﻟﻰ اﻟﻘﺮن اﻟﺜﺎﻣﻦ واﻟﺘﺎﺳﻊ ﻋﺸﺮ ،ﺗﻠﻚ اﻟﺘﻲ
ﻧ ُِﻔﺬت ﺑﻄﺮﻳﻘﺔ ﻋﻔﻮﻳﺔ ،وﻛﺎﻧﺖ ﺷﻌﺒﻴﺔ وﻣﺤﺒﺒﺔ ﻟﻠﻨﺎس .أﻣﺎ
اXﻳﻘﻮﻧﺎت اﻟﻤﺘﺄﺛﺮة ﺑﻤﺪرﺳﺔ اﻟﻘﺪس ،واﻟﻌﺎﺋﺪة إﻟﻰ اﻟﻘﺮن
اﻟﺘﺎﺳﻊ ﻋﺸﺮ ،ﻓﻬﻲ ﺗﺘﺴﻢ ﺑﺄﺳﻠﻮب واﻗﻌﻲ ﻣﺘﺄﺛﺮة ﺑﺎﻟﻠﻮﺣﺎت
اﻟﺪﻳﻨﻴﺔ اﻟﻐﺮﺑﻴﺔ اﻟﺘﻲ ﻛﺎﻧﺖ ﺗﺮد ﻣﻊ اﻟﺰوار واﻟﺤﺠﺎج إﻟﻰ اﻟﻤﻨﺎﻃﻖ
اﻟﻤﻘﺪﺳﺔ5.

وﺑﺎﻟﻨﻈﺮ واﻟﺘﻤﻌﻦ ﻓﻲ اﻟﺴﻴﺎق اﻟﺜﻘﺎﻓﻲ ﻓﻲ ﺳﻮرﻳﺔ ﻣﻨﺬ ﺑﺪاﻳﺔ
اﻟﻘﺮن اﻟﻌﺸﺮﻳﻦ ﻋﻨﺪﻣﺎ دﺧﻞ إﻟﻰ ذاﺋﻘﺘﻨﺎ ﻣﻔﻬﻮم اﻟﻠﻮﺣﺔ
اﻟﻤﺘﻨﻘﻠﺔ اXورﺑﻴﺔ اﻟﺘﻲ ﺗﻌﺎﻟﺞ ﺻﻮرة أو ﻣﻮﺿﻮﻋﺎ ﺑﻌﻴﺪا ﻋﻦ
اﻟﺘﻮﻇﻴﻒ واﻟﻐﺎﻳﺎت اﻟﺘﺰﻳﻨﻴﺔ ،ﻓﺈﻧﻨﺎ ﻧﺮى أن ﻣﻌﻈﻢ اﻟﺠﻴﻞ اXول
واﻟﺜﺎﻧﻲ ﻣﻦ اﻟﻔﻨﺎﻧﻴﻦ اﻟﺴﻮرﻳﻴﻦ ﻗﺪ درﺳﻮا اﻟﻔﻦ ﻓﻲ أﻛﺎدﻳﻤﻴﺎت
ﻏﺮﺑﻴﺔ ،اﻟﺒﻌﺾ ﻣﻨﻬﻢ ﻓﻲ ﺑﺎرﻳﺲ ﻣﺜﻞ )ﺗﻮﻓﻴﻖ ﻃﺎرق وﻣﻴﺸﻴﻞ
ﻛﺮﺷﺔ( ،وآﺧﺮﻳﻦ درﺳﻮا ﻓﻲ روﻣﺎ ﻣﺜﻞ )ﻣﺤﻤﻮد ﺣﻤﺎد وأدﻫﻢ
ﺣﻤﺎد وﻟﺆي ﻛﻴﺎﻟﻲ وﻓﺎﺗﺢ اﻟﻤﺪ ّرس( ،أو
إﺳﻤﺎﻋﻴﻞ وﻣﺤﻤﻮد ّ
ﻓﻲ ﺑﺮﻟﻴﻦ )ﻣﺮوان ﻗﺼﺎب ﺑﺎﺷﻲ( ،وﻓﻲ ﺻﻮﻓﻴﺎ وﺑﻮداﺑﺴﺖ
)إﻟﻴﺎس اﻟﺰ ّﻳﺎت( .ﻛﻤﺎ أن ﻫﻨﺎك اﻟﻌﺪﻳﺪﻳﻦ اﻟﺬﻳﻦ درﺳﻮا اﻟﻔﻦ ﻓﻲ
ﻣﺼﺮ ،ﺣﻴﺚ أن ﻛﻠﻴﺔ اﻟﻔﻨﻮن اﻟﺠﻤﻴﻠﺔ ﻓﻲ اﻟﻘﺎﻫﺮة ﻗﺪ اﻓﺘﺘﺤﺖ
ﻋﺎم  ،1908وﺗﻌﺪ اXوﻟﻰ ﻣﻦ ﻧﻮﻋﻬﺎ ﻓﻲ اﻟﺒﻼد اﻟﻌﺮﺑﻴﺔ ،وﻗﺪ
اﺳﺘﻘﻄﺒﺖ ﻫﺬه اﻟﻜﻠﻴﺔ اﻟﻌﺪﻳﺪ ﻣﻦ اﻟﻔﻨﺎﻧﻴﻦ اﻟﻌﺮب وﻣﻨﻬﻢ
اﻟﺴﻮرﻳﻴﻦ ﻣﺜﺎل )ﻓﺘﺤﻲ ﻣﺤﻤﺪ وﻧﺼﻴﺮ ﺷﻮرى وﻧﺎﻇﻢ اﻟﺠﻌﻔﺮي

 5ﺑﺨﺼﻮص ﻫﺬا اﻟﻤﻮﺿﻮع ﺷﺎﻫﺪElias Zayat, The Icon, in The Second Syrian Icon Exhibition, Damascus National Museum, Aleppo National Museum,
Agnès-Mariam de la Croix and François Zabbal, Icônes arabes. Art chrétien du Levant, Institut du Monde .1999 Ministry of Tourism, Damascus
.2003 ,Arabe, Paris, Editions Grégoriennes
⁶ﺗﻌﻮد ﺗﻘﻨﻴﺔ اﻟﺮﺳﻢ ﻋﻠﻰ اﻟﺰﺟﺎج إﻟﻰ اﻟﻌﺼﻮر اﻟﻘﺪﻳﻤﺔ ،ﻛﺄﻣﺜﻠﺔ ﺗﻌﻮد إﻟﻰ اﻟﺤﻀﺎرات اﺷﻮرﻳﺔ واﻟﻔﻴﻨﻴﻘﻴﺔ .وﻓﻲ اﻟﻌﺼﻮر اﻟﻮﺳﻄﻰ ،وﺗﺄﺛﺮ hﺑﺎjﻧﺘﺎج اﻟﺒﻴﺰﻧﻄﻲ ،ﻟﻘﺪ ُﻋ ِﺮﻓﺖ ﻫﺬه اﻟﺘﻘﻨﻴﺔ
ﺑﻤﺪﻳﻨﺔ اﻟﺒﻨﺪﻗﻴﺔ ﺑﺈﻳﻄﺎﻟﻴﺎ ،ﺣﻴﺚ أﺻﺒﺤﺖ اﻟﺒﻨﺪﻗﻴﺔ اﻧﻄﻼﻗﺎ ﻣﻦ اﻟﻘﺮن اﻟﺴﺎدس واﻟﺴﺎﺑﻊ ﻋﺸﺮ ﻣﺮﻛﺰ إﻧﺘﺎج ﻫﺬا اﻟﻔﻦ واﻟﺬي أﺻﺒﺢ ﺷﻌﺒﻴ .dإن ﺗﻄﻮر ﺗﺼﻨﻴﻊ اﻟﻤﺮاﻳﺎ ﻓﻲ اﻟﺒﻨﺪﻗﻴﺔ ﻗﺪ
أدى إﻟﻰ اﻧﺘﺸﺎر ﻫﺬه اﻟﻮﺳﻴﻠﺔ ﺑﺎﻟﺮﺳﻢ ﻋﻠﻰ اﻟﺰﺟﺎج ﻓﻲ ﺗﻮﻧﺲ ﻛﻤﺎ ﻫﻮ اﻟﺤﺎل ﻓﻲ اﻟﻤﺸﺮق اﻟﻌﺮﺑﻲ .ﺗﻢ اﻧﺘﺸﺎر ﻫﺬا اﻟﻨﻮع ﻣﻦ اﻟﺮﺳﻢ ﻓﻲ ﺳﻮرﻳﺔ وﻣﺼﺮ أﺛﻨﺎء اﻟﻔﺘﺮة اﻟﻌﺜﻤﺎﻧﻴﺔ.

وﻧﺬﻳﺮ ﻧﺒﻌﺔ وﻟﻴﻠﻰ ﻧﺼﻴﺮ( .وﻟﻘﺪ ﺗﻮﺟﺐ اﻻﻧﺘﻈﺎر ﺣﺘﻰ ﻋﺎم 1960
وﺻﻤﻤﺖ
ﻻﻓﺘﺘﺎح أول ﻛﻠﻴﺔ ﻓﻨﻮن ﺟﻤﻴﻠﺔ ﻓﻲ ﺟﺎﻣﻌﺔ دﻣﺸﻖ ُ
ﻋﻠﻰ ﻏﺮار ﻣﺜﻴﻠﺘﻬﺎ ﻓﻲ ﻣﺼﺮ ،وﻗﺪ ُدﺷﻨﺖ أﺛﻨﺎء اﻟﻮﺣﺪة ﻣﻊ
ﻣﺼﺮ )اﻟﺠﻤﻬﻮرﻳﺔ اﻟﻌﺮﺑﻴﺔ اﻟﻤﺘﺤﺪة( ﻋﺎم  1958-1961ﻟﺘﺮﺑﻲ ﻓﻴﻤﺎ
ﺑﻌﺪ أﺟﻴﺎﻻ ﻣﻦ اﻟﻔﻨﺎﻧﻴﻦ اﻟﺴﻮرﻳﻴﻦ اﻟﺬﻳﻦ ﺑﺪأوا دراﺳﺔ اﻟﻔﻦ
ﻓﻲ ﻫﺬه اXﻛﺎدﻳﻤﻴﺔ أﻣﺜﺎل ﻟﻴﻠﻰ ﻣﺮﻳﻮد وزﻳﺎد دﻟﻮل وﻳﻮﺳﻒ
ﻋﺒﺪﻟﻜﻲ وأﺳﻌﺪﻋﺮاﺑﻲ وﻏﻴﺮﻫﻢ.
ﻳﻌﺘﺒﺮ ﺗﻮﻓﻴﻖ ﻃﺎرق ﻣﻦ أواﺋﻞ اﻟﺮﺳﺎﻣﻴﻦ اﻟﺴﻮرﻳﻴﻦ اﻟﺬﻳﻦ
درﺳﻮا اﻟﻔﻦ ﻓﻲ أورﺑﺎ ،ﺣﻴﺚ ﺗﺨﺼﺺ ﻓﻲ اﻟﺘﺼﻮﻳﺮ اﻟﺰﻳﺘﻲ ﻓﻲ
ﻛﻠﻴﺔ اﻟﻔﻨﻮن اﻟﺠﻤﻴﻠﺔ واﻟﻄﺒﻮﻏﺮاﻓﻴﺎ ﻓﻲ ﺑﺎرﻳﺲ ﺑﻴﻦ اXﻋﻮام
 1895و .1901وﻫﻨﺎك اﺳﺘﻄﺎع ﻣﻦ ﺧﻼل دراﺳﺘﻪ اﻟﺘﻌﺮف ﻋﻠﻰ
أﺳﺎﻟﻴﺐ واﺗﺠﺎﻫﺎت اﻟﻔﻨﻮن ،ورﺑﻤﺎ أﺗﻴﺢ ﻟﻪ ﻣﺸﺎﻫﺪة اﻟﻤﻌﺮض
اﻟﺪوﻟﻲ اﻟﺨﺎﻣﺲ ﻓﻲ ﺑﺎرﻳﺲ آﻧﺬاك ﻋﺎم  ،1900واﻟﺬي اﻋﺘُ ﺒﺮ
ﺣﺪﺛﺎ ﻣﺒﺪﻋﺎ ﻟﻠﺤﻘﺒﺔ "اﻟﺠﻤﻴﻠﺔ" وﻛﺎن ﻣﻮﺿﻮﻋﻪ "ﺣﺼﻴﻠﺔ ﻗﺮن"،
ﻟﻘﺪ ﺗﺮك ﻫﺬا اﻟﻤﻌﺮض ﻟﺒﺎرﻳﺲ اﻟﻌﺪﻳﺪ ﻣﻦ اﻟﻤﺒﺎﻧﻲ ،أﻫﻤﻬﺎ.
اﻟﻘﺼﺮﻳﻦ اﻟﻜﺒﻴﺮ واﻟﺼﻐﻴﺮ ،واﺳﺘﻘﻄﺐ أﻛﺜﺮ ﻣﻦ ﺧﻤﺴﻴﻦ
ﻣﻠﻴﻮن ﻣﺸﺎﻫﺪ آﻧﺬاك )ﻣﻤﺎ ﺗﺠﺎوز ﻋﺪد ﺳﻜﺎن ﻓﺮﻧﺴﺎ ﺣﻴﻨﻬﺎ(.
ُ
ﺗﺒ َﻊ ﻓﻴﻤﺎ ﺑﻌﺪ ﺑﺎﻟﻤﻌﺮض اﻟﺪوﻟﻲ ﻟﻠﻔﻨﻮن اﻟﺰﺧﺮﻓﻴﺔ واﻟﺼﻨﺎﻋﻴﺔ
وأ ِ
ﻋﺎم  .1925وﻗﺪ ﻓﺘﺤﺖ ﺗﻠﻚ اﻟﻤﻌﺎرض اﻟﺪوﻟﻴﺔ أﻓﺎق اﻟﻌﻘﻠﻴﺔ
اXوروﺑﻴﺔ ﻟﻠﻔﻨﻮن ُ
ﻛﻜﻞ ،وﻣﻨﻬﺎ ﻓﻦ اﻟﺮﻗﺺ اﺗﻲ ﻣﻦ أﻣﺎﻛﻦ
ﻋﺪﻳﺪة ﻣﻦ اﻟﻌﺎﻟﻢ ،وﻣﻦ اﻟﻔﺮق اﻟﺘﻲ ﻗﺪ ﺷﺎرﻛﺖ ﻓﻴﻪ ﻓﺮﻗﺔ
اﻟﻤﻴﻠﻮﻳﺔ ﻓﻲ ﺳﻮرﻳﺔ ،اﻟﺘﻲ أﺗﻴﺤﺖ ﻟﻨﺎ ﻣﻌﺮﻓﺔ ﻣﺸﺎرﻛﺘﻬﺎ
ﺑﻔﻀﻞ ﻟﻮﺣﺔ ﺗﻮﻓﻴﻖ ﻃﺎرق اﻟﺘﻲ ﺗﺼﻮر ﺑﻮرﺗﺮﻳﻪ ﺷﻴﺦ ﻓﺮﻗﺔ
اﻟﺪراوﻳﺶ اﻟﻤﻮﻟﻮﻳﺔ ﻣﻊ وﺳﺎﻣﻴﻦ ،أﺣﺪﻫﻤﺎ ﻳﺤﻤﻞ ﻋﻠﻢ ﻓﺮﻧﺴﺎ
ﺣﻴﺚ ﻛُ ﺘﺐ ﻋﻠﻰ اﻟﻤﻴﺪاﻟﻴﺔ ﻛﻠﻤﺔ "ﻣﻌﺮض ﺑﺎﻟﻠﻐﺔ اﻟﻔﺮﻧﺴﻴﺔ"،
وآﺧﺮ ﻳﺤﻤﻞ ﻋﻠﻢ Xﻣﻴﺮﻛﺎ وﻋﻠﻰ اﻟﻤﻴﺪاﻟﻴﺔ ﻳﻮﺟﺪ ﻣﻨﻈﺮ ﻧﻤﻄﻲ
ﻟﻘﺼﺮ .وﻗﺪ ﻗﻴﻞ ﺑﺄن اﻟﻔﺮﻗﺔ ﻗﺪ ﺷﺎرﻛﺖ ﻓﻲ اﻟﻤﻌﺮض اﻟﺪوﻟﻲ
ﻓﻲ ﺑﺎرﻳﺲ ،وﻓﻲ ﻧﻔﺲ اﻟﻌﺎم ﺗﻮﺟﻬﺖ إﻟﻰ ﻟﻮس أﻧﺠﻠﻮس
ﻓﻲ أﻣﻴﺮﻛﺎ jﺣﻴﺎء ﺣﻔﻠﺔ أﺧﺮى ،وﻣﻦ ﻫﻨﺎ ﺟﺎء رﺳﻢ اXوﺳﻤﺔ ﻓﻲ
اﻟﻠﻮﺣﺔ ،ﻋﻠﻤﺎ أن ﺳﻮرﻳﺔ ﻛﺎﻧﺖ آﻧﺬاك ﺗﺤﺖ اﻻﻧﺘﺪاب اﻟﻔﺮﻧﺴﻲ
) 7.(1920-1946وﻓﻲ اﻟﻠﻮﺣﺔ ﻳﻈﻬﺮ اﻟﻜﺜﻴﺮ ﻣﻦ اﻟﻤﻬﺎرة ﻓﻲ ﺗﻨﻔﻴﺬ
اﻟﺒﻮرﺗﺮﻳﻪ اﻟﻤﺮﺳﻮم ﺑﺸﻜﻞ واﻗﻌﻲ ﻛﻼﺳﻴﻜﻲ ،ﻓﻬﻮ ﺑﻮرﺗﺮﻳﻪ
ﻧﺼﻔﻲ ﻣﻮاﺟﻪ ﻣﻊ اﻟﻘﻠﻴﻞ ﻣﻦ اﻟﻤﻴﻼن اﻟﻨﺎﺗﺞ ﻋﻦ ﺗﺴﺠﻴﻞ
وﻣﺸﺎﻫﺪة دﻗﻴﻘﺔ ﻟﻠﺸﻜﻞ ﻣﻊ اﻟﺒﺤﺚ ﻋﻦ اﻟﻤﺸﺎﺑﻬﺔ واﻻﻫﺘﻤﺎم
ﺑﺘﻔﺎﺻﻴﻞ ﻣﻼﻣﺢ اﻟﻮﺟﻪ )ﻣﺎ ﻳﻌﻄﻴﻨﺎ إﺣﺴﺎﺳﺎ وﻛﺄن ﻛﻞ ﺷﻌﺮة
ﻣﻦ اﻟﺤﺎﺟﺐ أو اﻟﻠﺤﻴﺔ ﻗﺪ ُرﺳﻤﺖ ﻋﻠﻰ ﺣﺪة( ،إﺿﺎﻓﺔ إﻟﻰ اﻟﺘﺮﻛﻴﺰ
ﻋﻠﻰ اﻟﻤﻼﺑﺲ اﻟﺘﻘﻠﻴﺪﻳﺔ ﻟﻠﺪراوﻳﺶ ﺣﻴﺚ ﻳﻈﻬﺮ اﻟﻄﺮﺑﻮش
ﻋﻠﻰ ﺷﻜﻞ ﻗﺒﻌﺔ ﻣﺨﺮوﻃﻴﺔ ﺗﺪﻋﻰ ﻓﻲ ﺑﻼد اﻟﺸﺎم "ﺑﺎﻟﻜ ّﻠﺔ"
واﻟﺮداء اXﺳﻮد ،أﻣﺎ اﻟﻘﻤﺎش اﻟﺬي ﻳﻐﻄﻲ اﻟﻌﻨﻖ ﻓﻴﺒﺪو أﻧﻪ ﻣﻦ
اﻟﺒﺮوﻛﺎر اﻟﺪﻣﺸﻘﻲ .إن ﺧﻠﻔﻴﺔ اﻟﻠﻮﺣﺔ اﻟﻔﺎرﻏﺔ ﻣﻦ أي ﻋﻨﺼﺮ،
ﻣﻦ ﺷﺄﻧﻬﺎ أن ﺗﺒﺮز اﻟﺒﻮرﺗﺮﻳﻪ وﺗﻔﺎﺻﻴﻠﻪ ﺑﺸﻜﻞ أﺳﺎﺳﻲ .وﺑﻬﺬه

اﻟﻄﺮﻳﻘﺔ ذاﺗﻬﺎ ﺗﻨﺎول ﻃﺎرق ﻣﻮﺿﻮﻋﺎﺗﻪ ﻓﻲ ﻟﻮﺣﺎت أﺧﺮى،
ﻛﺮﺳﻤﻪ ﻟﺒﻮرﺗﺮﻳﻪ واﻟﺪﺗﻪ ﻣﻊ اﻟﺮداء اXﺳﻮد اﻟﻠﺒﺎس اﻟﺘﻘﻠﻴﺪي
اﻟﺪﻣﺸﻘﻲ .إن ﺗﻮﻓﻴﻖ ﻃﺎرق ﻗﺪ أ ٌﺛﺮ ود ّرس ﻋﺪدا ﻣﻦ اﻟﻔﻨﺎﻧﻴﻦ
ﻣﻨﻬﻢ رﺷﺎد زﻛﻲ ﻣﺼﻄﻔﻰ ،اﻟﺬي أﺧﺬ ﻣﻨﻪ ﺧﺒﺮﺗﻪ ﻓﻲ اXﺳﻠﻮب
اﻟﻮاﻗﻌﻲ اﻟﻜﻼﺳﻴﻜﻲ اﻟﺪﻗﻴﻖ ﻓﻲ ﺗﻨﺎول اﻟﻤﻮﺿﻮع ،واﻻﻫﺘﻤﺎم
ﺑﺎﻟﺸﺒﻪ ﻣﻊ اﻟﻤﻮدﻳﻞ اﻟﻤﺮﺳﻮم ،ﻛﻠﻮﺣﺘﻪ اﻟﺘﻲ ﻳﺼﻮر ﻓﻴﻬﺎ أﻣﻪ
وﻓﻴﻬﺎ ﺗﺴﺠﻴﻞ واﻗﻌﻲ ودﻗﻴﻖ ﻟﺘﻔﺎﺻﻴﻞ اﻟﻮﺟﻪ ،ﻳﻘﺪم ﻟﻨﺎ
اﻟﺮﺳﻢ ﻫﻨﺎ وﺳﻴﻠﺔ ﻟﺘﺼﻮﻳﺮ إﻧﺴﺎن ﻣﻔﻌﻢ ﺑﺎﻟﺤﻴﻮﻳﺔ وﻧﺎﺑﺾ
ﺑﺎﻟﺤﻴﺎة.
ﺗﺬﻛﺮﻧﺎ ﻟﻮﺣﺎت ﺗﻮﻓﻴﻖ ﻃﺎرق ﺑﻮﻇﻴﻔﺔ اﻟﺒﻮرﺗﺮﻳﻪ اXﺳﺎﺳﻴﺔ
ﻛﻤﻨﻬﺞ ﻓﻲ اﻟﺮﺳﻢ ،ﺣﻴﺚ ﻫﻨﺎك رﻏﺒﺔ رادﻳﻜﺎﻟﻴﺔ ﺑﺈﻇﻬﺎر
اﻟﻤﻈﻬﺮ اﻟﺨﺎرﺟﻲ اﻟﻤﺸﺎﺑﻪ ﻟﻠﻤﻮدﻳﻞ ،واﻟﺬي ﻳﺘﻢ ﻣﻦ ﺧﻼﻟﻪ
اﻟﺘﻌﺮف ﻋﻠﻰ اﻟﺸﺨﺺ اﻟﻤﺮﺳﻮم ،ﻟﻜﻦ ﻳﻮﺟﺪ أﻳﻀ dﻣﺤﺎوﻟﺔ
jﻇﻬﺎر اﻟﻤﻌﻨﻰ اﻟﺠﻮﻫﺮي واﻟﺪاﺧﻠﻲ اﻟﻨﻔﺴﻲ ﻟﻠﺸﺨﺼﻴﺔ ﻛﻤﺎ
ﻳﺮاﻫﺎ اﻟﻔﻨﺎن .ﻳﻘﻮل أرﺳﻄﻮ إن وﻇﻴﻔﺔ اﻟﻔﻦ ﺗﺘﻤﺜﻞ ﻓﻲ إﻇﻬﺎر
ﺣﻘﺎﺋﻖ اXﺷﻴﺎء وﺟﻮاﻫﺮﻫﺎ ،وﻋﺪم اﻻﻛﺘﻔﺎء ﺑﺎﻟﻤﻈﻬﺮ اﻟﺨﺎرﺟﻲ
واﻟﺘﻔﺎﺻﻴﻞ اﻟﺘﻲ ﻻ ﺗﺒﻨﻲ ﺣﻘﻴﻘﺘﻪ اﻟﻔﻌﻠﻴﺔX ،ن اﻟﺪاﺧﻞ ﻫﻮ اﻟﺬي
ﻳﻤﺜﻞ ﺣﻘﻴﻘﺔ اﻟﻔﻦ ﻻ اﻟﺨﺎرج .وﻳﻌﻮد ﺗﺼﻮﻳﺮ اﻟﻮﺟﻪ اﻟﺬي ُﻳﻌﻨﻰ
ﺑﺘﺼﻮﻳﺮ اﻟﺸﺒﻪ إﻟﻰ أواﺋﻞ اﻟﻌﺼﺮ اﻟﺤﺪﻳﺚ ﻓﻲ أورﺑﺎ ،ﺧﺎﺻﺔ إﻟﻰ
اﻟﻔﻦ اﻟﻔﻠﻤﻨﻜﻲ واﻟﺒﺪاﺋﻴﻴﻦ اjﻳﻄﺎﻟﻴﻴﻦ ﻓﻲ اﻟﻘﺮن اﻟﺨﺎﻣﺲ
ﻋﺸﺮ .وإن ﻛﻨﺎ ﻧﺠﺪ ﻗﺒﻞ ﻫﺬا اﻟﺘﺎرﻳﺦ ﺻﻮرا ﺟﺎﻧﺒﻴﺔ ﻟﻮﺟﻮه ﻗﺪ
ُﺣﻔﺮت ﻏﺎﻟﺒﺎ ﻋﻠﻰ ﻗﻄﻊ اﻟﻨﻘﻮد اﻟﺼﻐﻴﺮة أو ﻋﻠﻰ ﻣﻴﺪاﻟﻴﺎت،
ﻓﻬﻲ ﺑﺬﻟﻚ ﺗﻤﺜﻞ ﺷﻴﺌﺎ ﻣﺘﻨﻘﻼ ﻳﺨﺺ اﻟﺘﺠﺎرة )أو اﻟﺘﻜﺮﻳﻢ
اﻟﺮﺳﻤﻲ( .أﻣﺎ ﻣﻊ ﺑﺪاﻳﺔ ﻋﺼﺮ اﻟﻨﻬﻀﺔ ،ﻓﻠﻘﺪ أﺻﺒﺢ ُﻳﻄﻠﺐ ﻣﻦ
اﻟﻔﻨﺎن إﻧﺘﺎج ﺑﻮرﺗﺮﻳﻪ ﻳﻌﻜﺲ اﻟﻄﺎﺑﻊ اﻟﻔﺮﻳﺪ ﻟﻠﺸﺨﺺ اﻟﻤﺮاد
رﺳﻤﻪ .وﻓﻲ ﻣﻨﺘﺼﻒ اﻟﻘﺮن اﻟﺨﺎﻣﺲ ﻋﺸﺮ ،ﻛﺎن اﻟﺒﻮرﺗﺮﻳﻪ
ُﻳﺮﺳﻢ ﻏﺎﻟﺒ dﻣﻊ ﻣﻨﻈﺮ ﻃﺒﻴﻌﻲ ،ﻧﺸﺎﻫﺪ ﻓﻴﻪ اﻧﺴﺠﺎم اﻟﺸﺨﺺ
اﻟﻤﺼﻮر ﻓﻲ ﻣﻘﺪﻣﺔ اﻟﻌﻤﻞ ﻣﻊ اﻟﺨﻠﻔﻴﺔ اﻟﻤﺘﻀﻤﻨﺔ ﻣﻨﻈﺮ
ّ
رﻳﻔﻲ "ﻣﻜﺎن ﻟﻄﻴﻒ" وﻣﺎ ﻳﺤﺘﻮﻳﻪ ﻣﻦ اﻟﻄﺒﻴﻌﺔ .ﻟﻘﺪ ﺟﺎء ﻃﻠﺐ
اﻟﺒﻮرﺗﺮﻳﻪ ﻓﻲ اﻟﺒﺪاﻳﺔ ﻣﻦ ﻃﺒﻘﺔ اﻟﻨﺒﻼء ورﺟﺎل اﻟﺪﻳﻦ واﻟﻄﺒﻘﺔ
اﻟﺒﺮﺟﻮازﻳﺔ ﻓﻲ أورﺑﺎ .ﻓﻔﻲ ﻋﺼﺮ اﻟﺘﻨﻮﻳﺮ ،ﻓﻲ اﻟﻘﺮن اﻟﺜﺎﻣﻦ
ﻋﺸﺮ ،ﻛﺎﻧﺖ ﻟﻮﺣﺔ اﻟﺒﻮرﺗﺮﻳﻪ ﺗُﻄﻠﺐ ﻓﻘﻂ ﻣﻦ ﻗﺒﻞ أﺻﺤﺎب
اﻻﻣﺘﻴﺎزات ﻓﻲ اﻟﻤﺠﺘﻤﻊ ،وﻏﺎﻟﺒﺎ ﻣﺎ ﺗﻜﻮن ﻫﺬه اﻟﺼﻮر وﺛﺎﺋﻖ
ﻣﻬﻤﺔ ﻟﻠﺪوﻟﺔ وﻟﺳﺮ اﻟﺒﺮﺟﻮازﻳﺔ .ﺛﻢ ﻗﺎﻣﺖ اXﻛﺎدﻳﻤﻴﺔ اﻟﻤﻠﻜﻴﺔ
ﻟﻠﺮﺳﻢ واﻟﺘﺼﻮﻳﺮ ﻓﻲ ﻓﺮﻧﺴﺎ ﻓﻲ اﻟﻘﺮن اﻟﺜﺎﻣﻦ ﻋﺸﺮ ،ﺑﺎjﻗﺮار
أن ﻓﻦ اﻟﺒﻮرﺗﺮﻳﻪ ﻫﻮ أدﻧﻰ ﻣﻜﺎﻧ dﻣﻦ اﻟﻔﻦ اﻟﺬي ﻳﺼﻮر اXﺣﺪاث
اﻟﺘﺎرﻳﺨﻴﺔ ،ﺑﻤﺎ ﻳﺘﻀﻤﻨﻪ ﻣﻦ ﻣﻮاﺿﻴﻊ دﻳﻨﻴﺔ أو ﺳﻴﺎﺳﻴﺔ .وﻣﻦ ﺛﻢ
إن اﺧﺘﺮاع اﻟﺘﺼﻮﻳﺮ اﻟﻔﻮﺗﻮﻏﺮاﻓﻲ ﻓﻲ اﻟﻘﺮن اﻟﺘﺎﺳﻊ ﻋﺸﺮ ،ﻗﺪ
أﺛﺮ ﺗﺄﺛﻴﺮا ﻛﺒﻴﺮا ﻋﻠﻰ ﺗﺼﻮﻳﺮ اﻟﺒﻮرﺗﺮﻳﻪ اﻟﻮاﻗﻌﻲ ،ﻛﻮﻧﻪ اﻟﻮﺳﻴﻂ
اﻟﺬي ﻳﻘﺪم ﺻﻮرة ﻣﻄﺎﺑﻘﺔ ﻟﺻﻞ ،وﻳﺼﺒﺢ ﺗﺼﻮﻳﺮ اﻟﺒﻮرﺗﺮﻳﻪ
ﺑﻮاﺳﻄﺔ ﻋﻴﻦ اﻟﻔﻨﺎن ﺑﺎﻟﺘﻘﺎط اﻟﺼﻮرة.

ﻣﺪون ﻋﻠﻰ اﻟﻠﻮﺣﺔ ،وﻣﻦ ﺛﻢ ﻓﻲ أرﺷﻴﻒ اﻟﻤﻌﺎرض اﻟﺪوﻟﻴﺔ ﻓﻲ ﺑﺎرﻳﺲ ﻟﻢ ﻳﺘﺴﻨﻰ
 ⁷ﻻ ﻳﻮﺟﺪ ﻟﺪﻳﻨﺎ أدﻟﺔ ﻛﺎﻓﻴﺔ jﺛﺒﺎت وﻗﺖ اﻟﻤﺸﺎرﻛﺔ ﺑﺎﻟﺘﺤﺪﻳﺪ ،ﻓﺈن اﻟﺘﺎرﻳﺦ ﻏﻴﺮ
ّ
ﻟﻨﺎ اﻟﺘﺤﻘﻖ ﻣﻦ اﻟﺘﺎرﻳﺦ اﻟﻤﺤﺪد ﻻﺷﺘﺮاك ﻓﺮﻗﺔ اﻟﻤﻴﻠﻮﻳﺔ اﻟﺴﻮرﻳﺔ ،ﻓﻬﻨﺎك ﻣﺸﺎرﻛﺎت ﺑﺎﻟﺮﻗﺺ ﻣﻦ دول ﻣﺜﻞ ﻣﺼﺮ ،ﺗﻮﻧﺲ ،اﻟﻬﻨﺪ ،اﻟﺦ .ﻟﻜﻦ ﻣﻦ اﻟﻤﻌﺘﻘﺪ ﺑﺄن
اﻟﻔﺮﻗﺔ اﻟﻤﻴﻠﻮﻳﺔ ﻗﺪ ﺷﺎرﻛﺖ ﻓﻲ اﻟﻤﻌﺮض اﻟﺪوﻟﻲ اﻟﻘﺎﺋﻢ ﻓﻲ ﺳﻨﻮات اﻟﻌﺸﺮﻳﻨﺎت ﻣﻦ ﻣﻄﻠﻊ اﻟﻘﺮن .وﻳﻤﻜﻦ أن ﻧﻀﻊ اﻟﻔﺮﺿﻴﺔ اﻟﺘﺎﻟﻴﺔ اﻟﻘﺎﺋﻠﺔ ﺑﺄن اﻟﻤﺸﺎرﻛﺔ ﻗﺪ
ﺗﻤﺖ ﺑﻤﺮﺳﻴﻠﻴﺎ وﻟﻴﺴﺖ ﻓﻲ ﺑﺎرﻳﺲ .ﺣﻴﺚ ﻗﺪ أﻗﻴﻢ ﻣﻌﺮﺿﺎن "اﺳﺘﻌﻤﺎرﻳﺎن" ﻓﻲ ﻣﺪﻳﻨﺔ ﻣﺎرﺳﻴﻠﻴﺎ اﻟﻔﺮﻧﺴﻴﺔ ،اXول ﻋﺎم  ١٩٠٦واﻟﺜﺎﻧﻲ ﻋﺎم  ١٩٢٢وﻗﺪ اﺳﺘﻘﻄﺒﺎ
أﻛﺜﺮ ﻣﻦ ﺛﻼﺛﺔ ﻣﻼﻳﻴﻦ ﻣﺸﺎﻫﺪ ،أو أن ﻣﺸﺎرﻛﺔ اﻟﻔﺮﻗﺔ ﻗﺪ ﺗﻤﺖ ﻓﻲ ﺑﺎرﻳﺲ ﻓﻲ اﻟﻤﻌﺮﺿﻴﻦ اﻟﺪوﻟﻴﻴﻦ "اﻻﺳﺘﻌﻤﺎرﻳﻴﻦ" ﻋﺎم  ١٩٣١أو ﻋﺎم ) ١٩٣٧؟(.

وأﻣﺎ ﻓﻲ اﻟﻌﺎﻟﻢ اjﺳﻼﻣﻲ ،ﻓﺈﻧﻨﺎ ﻧﺠﺪ أن أول ﻃﻠﺐ ﻟﺒﻮرﺗﺮﻳﻪ
ﺷﺨﺼﻲ ﻟﺤﺎﻛﻢ ﻓﻲ اﻟﻌﺎﻟﻢ اjﺳﻼﻣﻲ ،ﻳﻌﻮد إﻟﻰ اﻟﻔﺘﺮة
اﻟﻌﺜﻤﺎﻧﻴﺔ ،وﺗﺤﺪﻳﺪ hﻟﻔﺘﺮة ﻋﻬﺪ اﻟﺴﻠﻄﺎن ﻣﺤﻤﺪ اﻟﺜﺎﻧﻲ اﻟﺬي
ﻓﺘﺢ اﻟﻘﺴﻄﻨﻄﻴﻨﻴﺔ ﻋﺎم  ،1453ﺣﻴﺚ أراد اﻟﺴﻠﻄﺎن ﻓﺘﺢ
ﻟﻜﻦ ﻣﺤﺎوﻟﺘﻪ ﺑﺎءت ﺑﺎﻟﻔﺸﻞ ﻋﻨﺪ ﻣﻮﺗﻪ
ﺑﻼﻃﻪ ﻟﻠﻔﻦ اﻟﻐﺮﺑﻲ،
ّ
ﻋﺎم  .1481ﻟﻘﺪ ﻃﻠﺐ اﻟﺴﻠﻄﺎن ﻣﻦ اﻟﻔﻨﺎن اﻟﻔﻴﻨﻴﺴﻲ ﺟﻨﺘﻴﻞ
ﺑﻴﻠﻴﻨﻲ ﺑﻮرﺗﺮﻳﻬﺎ ﻟﻪ ،وﻟﻘﺪ ﻗﺎم اﻟﻔﻨﺎن ﺑﺈﻧﺠﺎز اﻟﻌﻤﻞ وﻓﻘd
ﻟﻠﻤﻔﻬﻮم اﻟﻐﺮﺑﻲ ﻟﻠﻤﻨﻈﻮر ،ﻟﻜﻦ ﺧﻼﻓ dﻗﺪ ﺣﺪث ﺑﻌﺪ ﻫﺬا
اﻟﺮﺳﻢ ﻓﻲ اﻟﺒﻼط ،ﻳﻘﻮل ﻫﺎﻧﺰ ﺑﻠﺘﻨﻚ ﻣﺆرخ اﻟﻔﻦ ﻓﻲ ﻛﺘﺎﺑﻪ
ﻓﻠﻮرﻧﺴﺎ وﺑﻐﺪاد ،اﻟﺬي ﻳﻌﺘﺒﺮ ﻛﺘﺎﺑﺎ ﻣﻔﺼﻠﻴ dﻓﻴﻤﺎ ﻳﺘﻌﻠﻖ
ﺑﻤﻔﻬﻮم اﻟﺮؤﻳﺔ واﻟﺮﺳﻢ اﻟﻤﻨﻈﻮري ﺑﻴﻦ اﻟﺸﺮق واﻟﻐﺮب» :إن
اﻟﻤﻔﻬﻮم اﻟﻐﺮﺑﻲ ﻟﻠﺼﻮرة اﻟﻤﺘﻮاﺟﺪ ﻓﻲ اﻟﻠﻮﺣﺔ واﻟﻤﺘﻤﺮﻛﺰ ﻓﻲ
اﻟﺒﻮرﺗﺮﻳﻪ ،ﻗﺪ ﺧﻠﻖ ﻓﻲ اﻟﺒﻼط اﻟﻌﺜﻤﺎﻧﻲ ﺧﻼﻓﺎت أدت إﻟﻰ رﻓﺾ
ﻫﺬا اﻟﻤﻔﻬﻮم ﻣﻨﺬ ﻋﺼﺮ اﻟﻨﻬﻀﺔ (...) .إن اﻟﺮﻏﺒﺔ ﻓﻲ ﺗﺼﻮﻳﺮ
8.
اﻟﺒﻮرﺗﺮﻳﻪ ،أدت إﻟﻰ ﻧﻬﺎﻳﺔ اﻟﺘﺼﻮﻳﺮ اjﺳﻼﻣﻲ«
وﻟﻜﻦ ﻣﺎ ﻫﻮ ﻣﺼﺪر وﺗﻌﺮﻳﻒ اﻟﺒﻮرﺗﺮﻳﻪ ﻋﻨﺪ اﻟﻔﻨﺎﻧﻴﻦ
اﻟﺴﻮرﻳﻴﻦ ،وﻛﻴﻒ ﺗﻢ ﺗﻨﺎوﻟﻪ ﻣﻦ ﻗﺒﻞ اﻟﻔﻨﺎﻧﻴﻦ ﻣﻨﺬ ﺗﻮﻓﻴﻖ
ﻃﺎرق؟ ﻫﻞ ﺑﺈﻣﻜﺎﻧﻨﺎ اﻟﻤﻘﺎرﻧﺔ أو اXﺧﺬ ﺑﻌﻴﻦ اﻻﻋﺘﺒﺎر ﺑﺘﻠﻚ
اﻟﺘﻌﺎرﻳﻒ اﻟﺘﻲ ﺗﺨﺺ اﻟﺒﻮرﺗﺮﻳﻪ ﻓﻲ أورﺑﺎ؟ ﻓﻨﺤﻦ ﻧﺴﺘﻄﻴﻊ
ﻣﻦ ﺧﻼل دراﺳﺔ ﻓﻦ ﺗﺼﻮﻳﺮ اﻟﺒﻮرﺗﺮﻳﻪ وﺣﺪه ﻗﺮاءة اﻟﻔﻦ
اﻟﻐﺮﺑﻲ ﺑﺄﻛﻤﻠﻪ ﻣﻨﺬ ﻋﺼﺮ اﻟﻨﻬﻀﺔ ،أﻣﺎ ﺑﻤﺎ ﻳﺨﺺ اﻟﻔﻦ اﻟﻌﺮﺑﻲ
وﻣﻔﻬﻮم اﻟﻠﻮﺣﺔ اﻟﻤﺘﻨﻘﻠﺔ اﻟﺘﻲ ﻗﺪ ﺑﺪأت ﺑﺎﻟﻈﻬﻮر ﻓﻌﻠﻴﺎ ﻣﻨﺬ
ﺑﺪاﻳﺔ اﻟﻘﺮن اﻟﻌﺸﺮﻳﻦ ﻓﻲ اﻟﺒﻼد اﻟﻌﺮﺑﻴﺔ ،ﻛﻤﺎ ﻫﻮ اﻟﺤﺎل ﻓﻲ
ﺳﻮرﻳﺔ ،أﺳﺌﻠﺔ ﻋﺪﻳﺪة ﺗﻄﺮح ﻧﻔﺴﻬﺎ ﻫﻨﺎ :ﻣﺎ ﻫﻮ اﻟﻤﻜﺎن اﻟﺬي
ﻳﺸﻐﻠﻪ اﻟﺒﻮرﺗﺮﻳﻪ ﻓﻲ ﻋﻤﻞ اﻟﻔﻨﺎﻧﻴﻦ اﻟﺴﻮرﻳﻴﻦ؟ وإﻟﻰ أي ﺣﺪ
ﻳﻤﻜﻦ اﻋﺘﺒﺎر ﻣﻮﺿﻮع اﻟﺒﻮرﺗﺮﻳﻪ ،اﻻﺗﻮﺑﻮرﺗﺮﻳﻪ ،اﻟﺠﺴﺪ ،أﺳﺎﺳﻴﺎ
ﺑﺈﻧﺘﺎﺟﻬﻢ اﻟﻔﻨﻲ؟ وﻫﻞ ﻣﻦ اﻟﻤﻤﻜﻦ ﻗﺮاءة "اﻟﻔﻦ اﻟﺴﻮري
اﻟﻤﻌﺎﺻﺮ" ﻣﻦ ﺧﻼل ﻓﻦ اﻟﺒﻮرﺗﺮﻳﻪ؟ وﻻ ﺑﺪ ﻟﻨﺎ ﻋﻨﺪ اjﺟﺎﺑﺔ
اﻻﻧﻄﻼق ﻣﻦ ﺗﻌﺮﻳﻒ اﻟﻜﻠﻤﺎت :ﺑﻮرﺗﺮﻳﻪ واﺗﻮﺑﻮرﺗﺮﻳﻪ ووﺟﻪ.
ﻋﻨﺪﻣﺎ ﻧﺘﺼﻔﺢ ﻗﺎﻣﻮس اﻟﻠﻐﺔ اﻟﻌﺮﺑﻴﺔ ﻓﻠﻦ ﻧﺠﺪ ﻛﻠﻤﺔ ﻣﺤﺪدة
ﺗﻌﺎدل اﻟﺒﻮرﺗﺮﻳﻪ ﻓﻲ اﻟﻠﻐﺔ اﻟﻌﺮﺑﻴﺔ ﺑﻤﻌﻨﻰ ﺗﺼﻮﻳﺮ )رﺳﻢ(
وﺟﻪ ﺷﺨﺺ ﺑﺎXﻟﻮان ،وإﻧﻤﺎ ﻧﺴﺘﺨﺪم ﻛﻠﻤﺔ "ﺻﻮرة" ﻓﻨﻘﻮل
إن اﻟﻔﻨﺎن رﺳﻢ ﺻﻮرة ﺷﺨﺼﻴﺔ jﻧﺴﺎن .ﻛﻠﻤﺔ ﺑﻮرﺗﺮﻳﻪ ﻫﻲ
ﻣﻦ أﺻﻞ ﻻﺗﻴﻨﻲ واﻟﺘﻲ ﺗﻌﻨﻲ ﺗﺒﻠﻮر ﺷﻜﻞ ﺷﺨﺺ أو ﺷﻜﻞ
اﻟﺸﻲء اﻟﺬي ﺑﻪ ﺳﻨﺘﻌﺮف ﻋﻠﻴﻪ ﺑﺄي وﻗﺖ ﻛﺎن .إن اﻟﻠﻐﺔ
اﻟﻌﺮﺑﻴﺔ اﻟﻤﺘﻌﻠﻘﺔ ﺑﺎﻟﻔﻦ ﻗﺪ اﺳﺘﻤﺪت اﻟﻌﺪﻳﺪ ﻣﻦ اﻟﻤﻔﺮدات
ﻣﻦ اXﺻﻞ اXورﺑﻲ ،ﻓﺎﻟﻴﻮم ﺗﺴﺘﺨﺪم ﻣﺪارس اﻟﻔﻨﻮن اﻟﻌﺮﺑﻴﺔ
ﺗﻠﻚ اﻟﻤﺼﻄﻠﺤﺎت ،ﻛﻤﺎ ﻫﻮ اﻟﺤﺎل ﺑﺎﻟﻨﺴﺒﺔ ﻟﻤﻔﻬﻮم اﻟﻠﻮﺣﺔ
اﻟﻤﺘﻨﻘﻠﺔ اﻟﺬي ُوﻓﺪ ﻣﻦ أورﺑﺎ ﻓﻲ ﺑﺪاﻳﺔ اﻟﻘﺮن .وﻛﺬﻟﻚ اﻟﺤﺎل

ﺑﺎﻟﻨﺴﺒﺔ ﻟﻜﻠﻤﺔ اﺗﻮﺑﻮرﺗﺮﻳﻪ واﻟﺘﻲ ﺗﻌﻨﻲ رﺳﻢ ذاﺗﻲ ،أو ﺻﻮرة
ذاﺗﻴﺔ ﺷﺨﺼﻴﺔ ﻣﻨﺠﺰة ﻣﻦ ﻗﺒﻞ اﻟﻔﻨﺎن ﻧﻔﺴﻪ .وﻋﻠﻰ ﻣﺪار
اﻟﺘﺎرﻳﺦ واﻟﺤﻀﺎرات ﻳﺸﻜﻞ اﻟﻮﺟﻪ اﻟﺠﺰء اﻟﻤﻜﺸﻮف ﻣﻦ اﻟﺠﺴﺪ
واXﻛﺜﺮ ﻇﻬﻮرا وارﺗﺒﺎﻃﺎ ﺑﺎﻟﺮؤﻳﺔ ،ﺣﺘﻰ إذا ﻛﺎن ﻣﻐﻄﻰ ﺑﺸﻜﻞ
ﺟﺰﺋﻲ أو ﺑﺸﻜﻞ ﻛﺎﻣﻞ وﻓﻘﺎ ﻟﻠﻄﻘﻮس اﻟﺪﻳﻨﻴﺔ أو اﻻﺣﺘﻔﺎﻟﻴﺔ،
اﻟﻌﺮي ،وXﻧﻪ ﻳﺤﻤﻞ اﻟﻤﻼﻣﺢ اXﺳﺎﺳﻴﺔ اﻟﻤﻤﻴﺰة
Xن ﻓﻴﻪ ﻣﻦ ُ
ﻟﺸﺨﺺ ﻣﺎ ،ﻓﺈﻧﻪ )اﻟﻮﺟﻪ( ﻳﺼﺒﺢ اﻟﻤﻜﺎن اXﺳﺎﺳﻲ اﻟﺠﻮﻫﺮي
ﻟﻠﺘﻌﺮف ﻋﻠﻰ اﻟﺸﺨﺼﻴﺔ وﻛﺸﻒ اﻟﻬﻮﻳﺔ ،وﻣﻦ ﺧﻼﻟﻪ إﻧﻨﺎ ﻧُﻌﺮف
وﻋﻤﺮﻧﺎ ،واﻻﻧﺘﺴﺎب ﻟﻤﺠﻤﻮﻋﺔ
وﻧُﺴﻤﻰ ،وﺗُﻌﺮف ﻫﻮﻳﺘﻨﺎ وﺟﻨﺴﻨﺎ ُ
وﻟﻠﻮن ،اﻟﺦ .ﻛﻞ وﺟﻪ ﻫﻮ وﺟﻪ-وﻗﺖ )زﻣﻦ( ،وﻛﻞ ﺷﺨﺺ
ﻟﺪﻳﻪ "ﻣﺠﻤﻮﻋﺔ" ﻣﻦ اﻟﻮﺟﻮه ،ﻣﻨﺬ اﻟﻄﻔﻮﻟﺔ إﻟﻰ اﻟﺸﻴﺨﻮﺧﺔ،
وﻟﻘﺎؤﻧﺎ ﻣﻊ اﺧﺮ ﻳﺒﺪأ ﻣﻦ ﺧﻼل اﻟﻮﺟﻪ ﻋﺒﺮ ﻋﻼﻗﺔ ﺗﺒﺎدﻟﻴﺔ
ﺑﺎﻟﺮؤﻳﺔ واﻟﻜﻼم ،واﻟﻮﺟﻪ ﻫﻮ ﻧﺎﻓﺬﺗﻨﺎ اXوﻟﻰ ﻟﻠﻌﺎﻟﻢ .وﻫﻮ ﻣﻜﺎن
اﻻﺳﺘﻘﺒﺎل واﻻﺳﺘﻀﺎﻓﺔ ،ﻧﻘﻮل "ﻟﻘﺪ ﻗﺎﺑﻠﻨﻲ ﺑﻮﺟﻪ ﺑﺸﻮش".
واﺳﺘﻘﺒﺎل اﺧﺮ ُﻳﺴﺎﺋﻞ ﺣﺮﻳﺔ اﻟﺸﺨﺺ اﻟﻤﺴﺘﻘﺒﻞ ،وﻣﺪى
اﻻﻧﻔﺘﺎح ﻋﻠﻰ اﺧﺮ .ﻳﺬﻫﺐ اﻟﻮﺟﻪ ﺑﺤﺮﻛﺔ ﻣﻌﺎﻛﺴﺔ ﺛﻨﺎﺋﻴﺔ إﻟﻰ
اﻟﺨﺎرج ﻣﻦ ﺧﻼل اﻟﻌﻼﻗﺔ ﻣﻊ اﺧﺮ ،ﻟﻜﻨﻪ ﻳﺤﻤﻞ أﻳﻀﺎ اﻟﺮﻏﺒﺔ ﻟﻨﺮاه،
ﻟﻤﻌﺮﻓﺘﻪ ،اﻧﻪ ﺑﺤﺚ ﻋﻦ اﻟﺬات .وأﺑﻌﺪ ﻣﻦ ذﻟﻚ ،ﻓﺈن اjﻧﺴﺎن ﻻ
ﻳﺸﺎﻫﺪ ﺻﻮرﺗﻪ ،إﻻ ﻣﻦ ﺧﻼل ﻋﻴﻮن اﺧﺮ ،وﻣﻦ ﺧﻼل اﻟﻤﺮآة ﺣﻴﺚ
ﻧﺸﺎﻫﺪ ﺻﻮرﺗﻨﺎ ﻛﻤﺎ ﻟﻮ ﻛﺎن اﺧﺮ ﻳﺸﺎﻫﺪﻧﺎ ﻣﻊ ﻣﻌﺮﻓﺔ أﻧﻪ "أﻧﺎ"
ذاﺗﻲ ،ﻟﻘﺪ اﺧﺘﺮﻋﺖ اﻟﻤﺮآة ﻟﻜﻲ ﻳﺘﻌﺮف اﻟﻤﺮء ﻋﻠﻰ ﺻﻮرﺗﻪ.
ﻳﺒﺪو أن رﺳﻢ اﻟﺒﻮرﺗﺮﻳﻪ ﻋﻨﺪ اﻟﻔﻨﺎﻧﻴﻦ اﻟﺴﻮرﻳﻴﻦ ﻓﻲ ﺑﺪاﻳﺔ
اﻟﻘﺮن ،ﻧﺘﺞ ﻋﻦ ﺣﺎﺟﺔ ذاﺗﻴﺔ ﻣﻦ ﻗﺒﻞ اﻟﻔﻨﺎن ،وﻻ ﻳﻤﺖ ﺑﺼﻠﺔ
ﻟﻬﺪف رﺑﺤﻲ ،أي أﻧﻪ ﻃﻠﺐ ﺧﺎرﺟﻲ ﻣﻦ ﺷﺨﺺ ﻣﺎ .ﻟﻘﺪ ﺗﻢ
ﺗﻨﺎول ﻫﺬا اﻟﻤﻮﺿﻮع ،وﺑﻤﺎ ﻳﺘﻀﻤﻨﻪ ﻣﻦ اﻟﺘﺸﺨﻴﺺ ﻣﺜﻞ
ﻣﻌﺎﻟﺠﺔ اﻟﻤﻮاﺿﻴﻊ اﻟﻜﻼﺳﻴﻜﻴﺔ اXﺧﺮى ،ﻛﺎﻟﻤﻨﺎﻇﺮ اﻟﻄﺒﻴﻌﻴﺔ
أو اﻟﻄﺒﻴﻌﺔ اﻟﺼﺎﻣﺘﺔ .ﻓﻠﻘﺪ اﻟﺘﺰم اﻟﺠﻴﻞ اXول ﻣﻦ اﻟﻔﻨﺎﻧﻴﻦ
اﻟﺴﻮرﻳﻴﻦ ﺑﺎﻟﻠﻮﺣﺎت اﻟﻮاﻗﻌﻴﺔ واﻻﻧﻄﺒﺎﻋﻴﺔ ،وﻛﺎﻧﺖ اﻟﻤﻮاﺿﻴﻊ
اﻟﻤﺘﻨﺎوﻟﺔ ﻣﺘﺸﺎﺑﻬﺔ ،ﻟﻜﻦ ﺗﺄﺛﺮﻫﻢ ﺑﺎﻟﻔﻦ اﻟﻐﺮﺑﻲ ﻗﺪ اﺗﺴﻢ
ﺑﻤﻼﻣﺢ ﻣﻦ اﻟﺒﻴﺌﺔ اﻟﻤﺤﻠﻴﺔ واﻟﺘﻔﻜﻴﺮ اﻟﺸﻌﺒﻲ أو "اﻟﻮﻃﻨﻲ" ﻓﻲ
ﺑﻌﺾ اXﺣﻴﺎن.
ﻳﻌﺪ ﻣﻴﺸﻴﻞ ﻛﺮﺷﺔ أول رﺳﺎم ﺳﻮري رﺳﻢ ﻓﻲ اﻟﻬﻮاء اﻟﻄﻠﻖ،
ّ
وﻣﻦ ﻣﻮاﺿﻴﻌﻪ اXﺳﺎﺳﻴﺔ دﻣﺸﻖ وﻧﺎﺳﻬﺎ .وﻫﻮ ﻣﻦ أواﺋﻞ
ﻣﻦ ﺟﻠﺒﻮا اﻟﻤﺪارس اﻟﻔﻨﻴﺔ اﻟﺤﺪﻳﺜﺔ ﻣﻦ اﻟﻐﺮب ،واﻟﺘﻲ ﺗﺘﻤﺜﻞ
ﺑﺎﻻﻧﻄﺒﺎﻋﻴﺔ ،ﺗﻠﻚ اﻟﺘﻲ ﻻ ﺗﻬﻤﻞ ﻣﻮﺿﻮع أو ﻣﻮﺗﻴﻒ اﻟﻌﻤﻞ وإﻧﻤﺎ
ﺗﻌﻤﻞ ﻋﻠﻰ إﻏﻨﺎﺋﻪ ،ﺧﺼﻮﺻﺎ ﺑﻤﺎ ﻳﺘﻌﻠﻖ ﺑﻤﺴﺄﻟﺔ اﻟﻀﻮء ﻋﻠﻰ
اﻟﻌﻨﺎﺻﺮ اﻟﻤﺮﺳﻮﻣﺔ .ﻟﻘﺪ أﻧﺠﺰ ﻛﺮﺷﺔ اﻟﻌﺪﻳﺪ ﻣﻦ اﻟﺒﻮرﺗﺮﻳﻬﺎت
اﻟﺘﻲ ﺗﻨﺘﻤﻲ إﻟﻰ اﻟﻤﺠﺘﻤﻊ اﻟﺪﻣﺸﻘﻲ ﺑﻠﻤﺴﺎت ﻃﺮﻳﺔ ،وﺑﺼﻴﻐﺔ
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واﻗﻌﻴﺔ اﻧﻄﺒﺎﻋﻴﺔ ،ﻣﻊ ﺣﻀﻮر ﻟﻠﺸﻜﻞ واﻻﺑﺘﻌﺎد ﻋﻦ اﻟﺘﻔﺎﺻﻴﻞ.
وﻳﻨﻄﺒﻖ ﻫﺬا ﻋﻠﻰ ﺑﻮرﺗﺮﻳﻬﺎت ﻧﺎﻇﻢ اﻟﺠﻌﻔﺮي وﻧﺼﻴﺮ ﺷﻮرى
ﺣﻴﺚ ﻳﺘﻢ ﺗﻨﺎول اﻟﺒﻮرﺗﺮﻳﻪ ﺑﺸﻜﻞ ﻛﻼﺳﻴﻜﻲ ﻳﺘﻮاﻓﻖ إﻟﻰ
ﺣﺪ ﻛﺒﻴﺮ ﻣﻊ ﻣﻔﻬﻮم اﻟﻠﻮﺣﺔ اﻟﻐﺮﺑﻴﺔ اﻻﻧﻄﺒﺎﻋﻴﺔ ،ﻟﻜﻦ ﻣﻊ
إﻏﻨﺎﺋﻬﺎ ﺑﻄﺎﺑﻊ ﻣﺤﻠﻲ ﻣﺴﺘﻤﺪ ﻣﻦ اﻟﺒﻴﺌﺔ اﻻﺟﺘﻤﺎﻋﻴﺔ ﺑﺘﻘﺪﻳﻢ
اXﺷﺨﺎص ،ﻛﺒﻮرﺗﺮﻳﻬﺎت ﻧﺼﻴﺮ ﺷﻮرى اﻟﺘﻲ أﻧﺠﺰت ﺧﻼل ﻓﺘﺮة
دراﺳﺘﻪ ﻓﻲ ﻣﺼﺮ .وﻧﺴﺘﻄﻴﻊ ﻣﺜ ً
ﻼ اﻟﺘﻌﺮف ﻋﻠﻰ ﺻﻮرة ﺗﻠﻤﻴﺬ
ﻓﻲ ﻣﺪرﺳﺔ ﺳﻮرﻳﺔ ﻓﻲ ﻟﻮﺣﺔ ﻧﺎﻇﻢ اﻟﺠﻌﻔﺮي ،وذﻟﻚ ﻣﻦ ﺧﻼل
اﻟﻠﺒﺎس وﺷﻜﻞ اﻟﻤﻘﻌﺪ اﻟﺪراﺳﻲ .ﻟﻘﺪ ُﻋﺮف أﻳﻀﺎ اﻟﺘﻮﺟﻪ إﻟﻰ
ﺗﻘﺪﻳﻢ ﻟﻮﺣﺔ ﺣﺪﻳﺜﺔ ﻋﺮﺑﻴﺔ ﺗﺴﺘﻘﻲ أﺑﻌﺎدﻫﺎ ﻣﻦ اﻟﺘﺮاث اﻟﻌﺮﺑﻲ،
وذﻟﻚ ﻣﻦ ﺧﻼل اﺳﺘﻠﻬﺎم ﻓﻦ اﻟﺰﺧﺮﻓﺔ اﻟﻌﺮﺑﻴﺔ واﻟﻔﻠﻜﻠﻮر
واﻟﺨﻂ اﻟﻌﺮﺑﻲ ،ﻓﺈن اﻟﺤﺮف وﻋﻨﺎﺻﺮ اﻟﺰﺧﺮﻓﺔ ﻳﺸﻜﻼن أدوات
ﺑﺼﺮﻳﺔ ﻣﺴﺘﻘﻠﺔ ﻳﻤﻜﻦ إدﺧﺎﻟﻬﺎ ﻓﻲ اﻟﻠﻮﺣﺔ ﻛﻌﻨﺼﺮ ﺗﺸﻜﻴﻠﻲ،
وﻧﺠﺪ ﻣﺜﺎﻟﻬﺎ ﻓﻲ ﻋﺪة ﺗﺠﺎرب ،ﻟﺪى أدﻫﻢ إﺳﻤﺎﻋﻴﻞ وﻧﻌﻴﻢ
إﺳﻤﺎﻋﻴﻞ وﻣﺤﻤﻮد ﺣﻤﺎد وﻋﺒﺪ اﻟﻘﺎدر أرﻧﺎؤوط .ﻟﻘﺪ اﺑﺘﻌﺪ
ﺗﻘﺪﻳﻢ اﻟﺒﻮرﺗﺮﻳﻪ واﻟﺠﺴﺪ ﻣﻊ ﻫﺆﻻء اﻟﻔﻨﺎﻧﻴﻦ ﻋﻦ اﻟﺘﺴﺠﻴﻞ
اﻟﻮﺻﻔﻲ اﻟﻮاﻗﻌﻲ اﻟﺪﻗﻴﻖ ﻟﺸﻜﻞ اﻟﺸﺨﺺ اﻟﻤﺮﺳﻮم ،وﺗﻤﺖ
ﻣﻌﺎﻟﺠﺘﻪ ﺿﻤﻦ ﻋﻨﺎﺻﺮ زﺧﺮﻓﻴﺔ ،وﺗﻨﺎﻏﻤﺎت ﻟﻮﻧﻴﺔ ﺗﺘﺪاﺧﻞ
ﺑﺤﻴﻮﻳﺔ ﻣﻊ اXﺷﻜﺎل اﻟﻤﺼﻮرة ،ﻣﻤﺎ ﺗﺮك اﻟﻤﺠﺎل Xﺳﺌﻠﺔ
ﺗﺸﻜﻴﻠﻴﺔ أﺳﺎﺳﻴﺔ ﺗﺄﺗﻲ ﻣﻦ ﺻﻠﺐ اﻟﻌﻤﻞ اﻟﺰﻳﺘﻲ ،ﻛﻤﺜﺎل
اﻟﺒﻮرﺗﺮﻳﻪ اﻟﺠﺎﻧﺒﻲ اﻟﻤﺮﺳﻮم ﻣﻦ ﻗﺒﻞ أدﻫﻢ إﺳﻤﺎﻋﻴﻞ ،إن
ﺷﻜﻞ اﻟﺒﺮوﻓﻴﻞ وﺧﻠﻔﻴﺔ اﻟﻌﻤﻞ ﻳﻠﻌﺒﺎن اﻟﺪور ذاﺗﻪ.
إن أﺣﺪ اﻟﻤﻮاﺿﻴﻊ اXﺛﻴﺮة ﻟﺪى اﻟﻔﻨﺎﻧﻴﻦ اﻟﺴﻮرﻳﻴﻦ ،ﺗﺘﻤﺜﻞ ﺑﺮﺳﻢ
اﻟﺒﺪو اﻟﺮﺣﻞ ﻓﻲ اﻟﺒﺎدﻳﺔ اﻟﺴﻮرﻳﺔ ،واXﻣﺜﻠﺔ ﻋﺪﻳﺪة ﻋﻨﺪ ﻣﻴﺸﻴﻞ
ﻛﺮﺷﺔ وﻣﺤﻤﻮد ﺟﻼل وﺻﺒﺤﻲ ﺷﻌﻴﺐ وﻧﺼﻴﺮ ﺷﻮرى وﻣﺤﻤﻮد
ﺣﻤﺎد وﻧﻌﻴﻢ إﺳﻤﺎﻋﻴﻞ وﻣﻤﺪوح ﻗﺸﻼن وﺑﺪاﻳﺎت ﻣﺮوان ﻗﺼﺎب
ﺑﺎﺷﻲ ،ﻓﺈن "اﻟﺼﻔﺎء اﻟﺒﺪوي" ﻳﻤﺜﻞ ﻋﺎﻟﻤ dﻣﺸﻮﻗ ،dوﺳﺤﺮh
اﺳﺘﺜﻨﺎﺋﻴ dﻣﺨﺘﻠﻔ dﻛﺎﻣﻞ اﻻﺧﺘﻼف ﻋﻦ اﻟﻤﺠﺘﻤﻊ اﻟﻤﺪﻧﻲ ﻣﻨﺸﺄ
أوﻟﺌﻚ اﻟﻔﻨﺎﻧﻴﻦ ،وﺑﺎﻟﺘﺎﻟﻲ ﻓﺈن ﺗﻨﺎول ﻫﺬا اﻟﻤﻮﺿﻮع ﻳﻌﻄﻲ
ﻫﻮﻳﺔ ﺧﺎﺻﺔ .ﺗﻌﺘﺒﺮ ﺻﻮر ﻣﺤﻤﺪ اﻟﺮوﻣﻲ اﻟﻔﻮﺗﻮﻏﺮاﻓﻴﺔ اﻟﺘﻲ
ﺗﻌﻮد إﻟﻰ اﻟﺴﺒﻌﻴﻨﺎت ،ﻣﺜﺎﻻ ﺟﻠﻴ dﻟﺒﻮرﺗﺮﻳﻬﺎت اﻟﺤﻴﺎة اﻟﺒﺪوﻳﺔ،
ﺣﻴﺚ أن ﻧﻤﻂ ﺣﻴﺎﺗﻬﻢ ﻫﻮ اﻟﺘﺮﺣﺎل ،وﻋﺪم اﻻﺳﺘﻘﺮار ﻓﻲ أرض
أو ﻓﻲ ﺳﻜﻦ داﺋﻢ ،ﻓﺈﻧﻬﻢ ﻳﺴﻜﻨﻮن اﻟﺨﻴﺎم ،وﻳﺘﻨﻘﻠﻮن ﻣﻦ
ﻣﻜﺎن إﻟﻰ آﺧﺮ ،وﻫﻢ ﻋﻠﻰ ﻣﻘﺮﺑﺔ ﻣﻦ اﻟﻄﺒﻴﻌﺔ وﻣﻦ اﻧﻔﺘﺎح
اXﻓﻖ ،واﻣﺘﺪاد اﻟﺮﺣﺎﺑﺔ اﻟﻼﻧﻬﺎﺋﻴﺔ اﻟﺘﻲ ﺗﻌﻄﻲ ﻟﺷﻴﺎء ﻣﻌﺎﻧﻲ
وإﺷﺎرات ﺧﺎﺻﺔ ،إن ﺣﻴﺎﺗﻬﻢ ﺗﻘﺪم ﺑﺬﻟﻚ ﻣﻌﺎﻳﻴﺮ ﻣﺨﺘﻠﻔﺔ ﺗﺘﻌﻠﻖ
ﺑﺠﻮﻫﺮﻳﺔ ﺣﻴﺎة اjﻧﺴﺎن اﻟﺤﺮ ،وﺗﺘﻤﺜﻞ ﺑﺜﻘﺎﻓﺘﻬﻢ ﻓﻲ اﻟﺘﻌﺎﻣﻞ
واﻟﺘﺼﺮف وﻓﻲ ﺻﻔﺎء اﻟﺬﻫﻦ .إن ﺻﻮر اﻟﺮوﻣﻲ ﻣﺴﺘﻤﺪة ﻣﻦ

ﻋﻼﻗﺘﻪ ﻣﻊ اﻟﺒﺎدﻳﺔ اﻟﺴﻮرﻳﺔ اﻟﺘﻲ ﺷﻜﻠﺖ ﻣﻠﻬﻤﺎ وﻣﺤﺮﺿﺎ ﻟﻌﻤﻠﻪ
اﻟﻔﻨﻲ ،واﻟﻮﺟﻮه اﻟﻘﺮﻳﺒﺔ ﻟﺷﺨﺎص اﻟﻤﺼﻮرﻳﻦ ﺗﺤﻤﻞ اﻟﻔﺮح
واﻟﺘﻔﺎؤل ،وﺗﻌﻄﻲ ﺷﻬﺎدة ﺣﻘﻴﻘﻴﺔ Xﻃﻔﺎل وﻧﺴﺎء ورﺟﺎل
وﺷﻴﻮخ اﻟﺒﺎدﻳﺔ ﻣﻊ اﻟﻜﺜﻴﺮ ﻣﻦ اjﻧﺴﺎﻧﻴﺔ واﻟﺸﻐﻒ ﻟﻠﺤﻴﺎة.
أﺧﺬ اﻟﺒﻮرﺗﺮﻳﻪ واﻟﺘﺸﺨﻴﺺ ﻋﻨﺪ اﻟﺠﻴﻞ اﻟﺜﺎﻧﻲ ﻣﻦ اﻟﻔﻨﺎﻧﻴﻦ
اﻟﺴﻮرﻳﻴﻦ ﺟﺎﻧﺐ أﻛﺜﺮ ﺧﺼﻮﺻﻴﺔ ،وأﺻﺒﺢ اﻟﻤﺤﺮك اXﺳﺎﺳﻲ
واﻟﻤﺮﻛﺰي ﻟﻌﻤﻠﻬﻢ ،ﻣﻤﺎ أدى إﻟﻰ إﻧﺘﺎج أﺳﻠﻮب وﻟﻮﺣﺔ ﺧﺎﺻﺔ
ﺗﺘﻔﺮد ﺑﺮؤﻳﺘﻬﻢ ،وﺗﺪور ﺑﺸﻜﻞ أﺳﺎﺳﻲ ﺣﻮل ﺗﺠﺴﻴﺪ اﻟﺸﻲء
اﻟﺬي ﻧﺮاه ﻟﺪى إﻟﻴﺎس اﻟﺰ ّﻳﺎت وﻧﺬﻳﺮ ﻧﺒﻌﺔ وﻟﺆي ﻛﻴﺎﻟﻲ وﻟﻴﻠﻰ
ﻧﺼﻴﺮ .وﻋﻦ ﺗﺸﺨﻴﺼﺎت إﻟﻴﺎس اﻟﺰ ّﻳﺎت ،ﻻ ﺑﺪ ﻣﻦ اﻟﻘﻮل إن
ﺗﺠﺮﺑﺘﻪ اﻟﻔﻨﻴﺔ ﻗﺪ ﺣﻤﻠﺖ ﻣﻔﺮدات أﺳﻄﻮرﻳﺔ ﻣﺴﺘﻤﺪة ﻣﻦ
وﺣﻲ ﺗﺮاث ﺳﻮرﻳﺔ اﻟﻘﺪﻳﻢ وﻣﻦ ﻓﻦ اXﻳﻘﻮﻧﺔ اﻟﺴﻮرﻳﺔ ،وأن
أﺑﺤﺎث اﻟﺰ ّﻳﺎت اﻟﻨﻈﺮﻳﺔ ،ﺗﻌﺘﺒﺮ اﻟﻤﺮﺟﻊ اXول ﺑﻤﺎ ﻳﺘﻌﻠﻖ ﺑﻬﺬا
اﻟﻤﻮﺿﻮع .ﻓﺎﻟﻮﺟﻮه ذات اﻟﻌﻴﻮن اﻟﻜﺒﻴﺮة ﺗﺸﺒﻪ إﻟﻰ ﺣﺪ ﻛﺒﻴﺮ
اﻟﻮﺟﻮه اﻟﺘﺪﻣﺮﻳﺔ اﻟﻘﺪﻳﻤﺔ .ﻻ ﻳﺘﻨﺎول اﻟﺰ ّﻳﺎت ﻣﻮﺿﻮﻋﻪ ﺑﺸﻜﻞ
واﻗﻌﻲ ،وإﻧﻤﺎ ﺑﻄﺮﻳﻘﺔ ﺗﺄﻣﻠﻴﺔ ،ﻓﻬﻮ ﻳﻌﻮد إﻟﻰ ﺣﻀﺎرات اﻟﺸﺮق
اﻟﻘﺪﻳﻤﺔ ﺳﺎﻋﻴﺎ إﻟﻰ إﻋﺎدة إﺣﻴﺎﺋﻬﺎ ﺗﺠﺮﻳﺪﻳ ،dوﻓﻖ ﺣﺲ ﻓﻨﻲ
ﻣﻐﺘﻦ ﺑﻤﻌﺮﻓﺘﻪ اﻟﺪﻗﻴﻘﺔ ﺟﺪ hﻟﺨﻼﺻﺔ اﻟﺘﻘﻨﻴﺎت اﻟﺤﺪﻳﺜﺔ
ﻣﻌﺎﺻﺮ
ٍ
اﻟﺘﻲ ﺗﺨﺺ ﻓﻦ اﻟﺘﺼﻮﻳﺮ اﻟﺰﻳﺘﻲ ﻣﻦ ﺣﻴﺚ ﺗﻮﺻﻞ إﻟﻴﻬﺎ ﻣﺤﺪﺛﻮ
أورﺑﺔ ،ﻓﻴﻤﻨﺢ ﺗﻠﻚ اﻟﺼﻮر واXﺷﻜﺎل ﻓﻲ ﻟﻮﺣﺎﺗﻪ ﻣﻌﻨﻰ ﺟﺪﻳﺪ،h
وﻳﻜﺴﺒﻬﺎ ﻃﺎﺑﻌ dروﺣﻴ dأﻳﻘﻮﻧﻴ .dوﻛﻤﺜﺎل ﻋﻠﻰ ذﻟﻚ ﻟﻮﺣﺘﻪ اﻟﺘﻲ
ﺗﺼﻮر ﺑﻮرﺗﺮﻳﻪ ﻟﻤﻠﻜﺔ ﺗﺪﻣﺮ زﻧﻮﺑﻴﺎ ،ﺣﻴﺚ ﻳﺤﺘﻞ وﺟﻪ اﻟﻤﻠﻜﺔ
ﻣﺮﻛﺰﻳﺔ اﻟﻠﻮﺣﺔ ،وﺣﻮل اﻟﺒﻮرﺗﺮﻳﻪ ﻫﻨﺎك اﻟﻌﺪﻳﺪ ﻣﻦ اﻟﺼﻮر ،ﻣﻦ
أﺣﺼﻨﺔ وﻋﺼﺎﻓﻴﺮ وأﺷﺨﺎص واﻗﻔﻴﻦ ﻣﻊ اXﻳﺪي اﻟﻜﺒﻴﺮة )ﻳﺘﻜﺮر
ﻫﺬا اﻟﻤﻮﺗﻴﻒ ﻏﺎﻟﺒﺎ ﻓﻲ ﻟﻮﺣﺘﻪ( إﺿﺎﻓﺔ إﻟﻰ اﻟﻤﻨﻈﺮ اﻟﻄﺒﻴﻌﻲ
ﻓﻲ اﻟﺨﻠﻒ .إن اﻟﻤﻮﺿﻮﻋﺎت اﻟﻘﺼﺼﻴﺔ اjﻧﺠﻴﻠﻴﺔ واXﺳﻄﻮرﻳﺔ
اﻟﻤﻠﺤﻤﻴﺔ ﺗﺄﺧﺬ ﻣﻨﺤﻰ ﻣﻬﻤﺎ ﻓﻲ ﻟﻮﺣﺔ اﻟﺰ ّﻳﺎت ،ﺗﻠﻚ اﻟﺘﻲ ﺗﺸﻖ
ﻃﺮﻳﻘ dإﻟﻰ ﺣﺪاﺛﺔ ﻓﻨﻴﺔ .وﻣﻦ اﻟﻤﻤﻜﻦ ﻗﺮاءة اﻟﺘﺄوﻳﻞ اﻟﺬي ﻳﺤﻤﻞ
ﺑﻌﺪا أﺳﻄﻮرﻳﺎ أﻳﻀ ،dﻓﻲ ﻟﻮﺣﺎت "ﻓﺘﻴﺎت" ﻧﺬﻳﺮ ﻧﺒﻌﺔ ،اﻟﻠﻮاﺗﻲ
ﻳﺘﻮاﺟﺪن ﻏﺎﻟﺒﺎ وﺳﻂ ﻣﻜﺎن ،ﻳﺬﻛﺮ ﺑﺎﻟﻄﺒﻴﻌﺔ ،ﻣﻊ اﻟﺘﻌﺒﻴﺮ
ﻓﻲ ﺗﻔﺎﺻﻴﻠﻬﺎ اﻟﻤﺮﺋﻴﺔ وﺧﺎﺻﺔ زﻫﻮرﻫﺎ ،ﻣﻊ ﺣﻀﻮر ﻋﻨﺎﺻﺮ ﻣﻦ
اﻟﻄﺒﻴﻌﺔ اﻟﺼﺎﻣﺘﺔ اﻟﺘﻲ ﺗﺄﺧﺬ ﻃﺎﺑﻌﺎ ﺷﺮﻗﻴﺎ ﺗﺮاﺛﻴﺎ ،وﻳﺘﺒﻊ ﻧﺒﻌﺔ
ﻓﻲ ﺗﻠﻚ اXﻋﻤﺎل أﺳﻠﻮﺑ dواﻗﻌﻴ dﻳﺬﻛﺮﻧﺎ إﻟﻰ ﺣﺪ ﻣﺎ ﺑﺘﻴﺎر ﻓﻨﺎﻧﻲ
ﻣﺎ ﻗﺒﻞ اﻟﺮﻓﺎﺋﻴﻠﻴﺔ  .9ﻓﻜﺄن ﻣﻮﺿﻮﻋﺎﺗﻪ ﻗﺪ اﺳﺘﺨﺮﺟﻬﺎ ﻣﻦ ﺗﺎرﻳﺦ
اداب واXﺳﺎﻃﻴﺮ ،ﻟﻘﺪ اﻋﺘﻤﺪ ﻋﻠﻰ اﻟﺘﻌﺎﻣﻞ ﺑﺄﻣﺎﻧﺔ ﻣﻊ ﺗﺼﻮﻳﺮ
اXﻧﺜﻰ ،ﻣﻊ ﻏﻨﺎﺋﻴﺔ ﺷﺎﻋﺮﻳﺔ ﺧﺎﺻﺔ أﻋﻄﺎﻫﺎ ﻟﻠﺜﻴﺎب واﻟﻮﺟﻮه
ﺣﻤﻠﻬﺎ ﺑﻤﺨﺘﻠﻒ اﻟﻤﻌﺎﻧﻲ اﻟﺪﻻﻟﻴﺔ ،ﻛﺎﺳﺘﻌﺎرة
واﻟﺤﻠﻲ ،وﺑﺬﻟﻚ ّ
ﻟﻠﺠﻤﺎل واﻟﺤﺐ واﻟﻔﻦ واﻟﻤﻮﺳﻴﻘﺎ .اﺿﺎﻓﺔ إﻟﻰ ﺟﻤﺎﻟﻴﺔ ﺷﺮﻗﻴﺔ
ﺧﺎﺻﺔ ﻓﻲ ﻟﻮﺣﺎﺗﻪ.

 9ﻣﺎﻗﺒﻞ اﻟﺮﻓﺎﺋﻠﻴﺔ ﻫﻲ ﺣﺮﻛﺔ ﻓﻨﻴﺔ ﻧﺸﺄت ﻓﻲ اﻟﻤﻤﻠﻜﺔ اﻟﻤﺘﺤﺪة ﻓﻲ ﻋﺎم  ،١٨٤٨اﻟﺘﻲ ﺗﻌﺘﺒﺮ اﻟﻔﻦ اjﻳﻄﺎﻟﻲ ﻣﺎ ﻗﺒﻞ رﻓﺎﺋﻴﻠﻮ ﺳﺎﻧﺰﻳﻮ )ﻓﻲ اﻟﻘﺮن اﻟﺨﺎﻣﺲ ﻋﺸﺮ(
اﻟﻤﺜﺎل اXﻋﻠﻰ اﻟﺬي ﻳﺠﺐ أﺗﺒﺎﻋﻪ.

ﻗﺪ ﻛﺎن ﻟﻠﺘﺸﺨﻴﺺ ﻋﻨﺪ ﻟﺆي ﻛﻴﺎﻟﻲ دورا ﻓﻲ ﺗﻔﺮد اﻟﻔﻨﺎن،
ﻣﻨﺒﻌﻪ ﻣﺸﺎﻫﺪ ﻣﻦ ﺣﻴﺎة اﻟﻨﺎس اﻟﻌﺎدﻳﻴﻦ ،ﻣﻦ اﻟﻌﺎﻣﻠﻴﻦ
ﻓﻲ اﻟﺤﻘﻮل واﻟﻤﺸﺮدﻳﻦ وﻣﺎﺳﺤﻲ اXﺣﺬﻳﺔ واﻟﺒﺎﻋﺔ اﻟﺠﻮاﻟﻴﻦ
واXﻣﻬﺎت .اﻟﻜﻞ ﻣﺼﻮر ﺑﺤﺎﻟﺔ ذاﺗﻴﺔ ﺟﺪ ،hواﻟﻮﺟﻪ ﺑﺸﻜﻞ ﻋﺎم
ﻣﺘﻮا ٍر ﻋﻦ اXﻧﻈﺎر ،رﻏﻢ ﺣﻀﻮره ،ﻓﻬﻮ ﻻ ﻳﻨﻈﺮ إﻟﻰ اﻟﻤﺸﺎﻫﺪ
ﻣﺒﺎﺷﺮة ،وإﻧﻤﺎ ﻳﻨﻈﺮ ﺑﺸﻜﻞ ﺟﺎﻧﺒﻲ ،أو ﺣﺘﻰ إذا ﺻﺢ اﻟﻘﻮل،
ﻓﺈن اﻟﻌﻴﻮن ﺗﺘﺠﻪ ﻧﺤﻮ اﻟﺬات .وﻳﻠﻌﺐ اﻟﻔﺮاغ دورا ﻛﺒﻴﺮا ﻓﻲ
ﺻﻴﺎﻏﺔ ﻟﻮﺣﺘﻪ ،وﻏﺎﻟﺒﺎ ﻣﺎ ﻳﻜﻮن ﺳﻄﺢ اﻟﻌﻤﻞ اﻟﻤﻨﺠﺰ ﻋﻠﻰ
اﻟﺨﺸﺐ ،واﻟﺬي ﻳﺼﺒﺢ ﻣﻜﻮﻧﺎ أﺳﺎﺳﻴﺎ ﻓﻲ اﻟﻌﻤﻞ ،ﻓﻴﻘﺘﺮب
ﺑﺬﻟﻚ ﻣﻦ ﺷﺎﻋﺮﻳﺔ وﻣﻔﻬﻮم اﻟﻔﺮاغ واﻻﻣﺘﻼء ﺑﺎﻟﻌﻤﻞ اﻟﺬي
ﻳﺤﻤﻠﻨﺎ ﻧﺤﻮ ﺟﻤﺎﻟﻴﺔ ﺧﺎﺻﺔ ﺗﺸﺘﻬﺮ ﺑﻬﺎ اﻟﺮﺳﻮﻣﺎت اﻟﻘﺎدﻣﺔ ﻣﻦ
اﻟﺸﺮق اXﻗﺼﻰ ،ﻟﻜﻦ أﺳﻠﻮﺑﻪ اﻟﺘﻌﺒﻴﺮي اﻟﺤﺪﻳﺚ ﻳﺠﻌﻠﻪ ﻳﺘﻔﺮد
ﺑﺈﻧﺘﺎﺟﻪ اﻟﺘﺸﻜﻴﻠﻲ.
ﻋﻠﻰ ﻏﺮار ﻟﺆي ﻛﻴﺎﻟﻲ ،ﺗﺘﻤﺤﻮر أﻋﻤﺎل ﻟﻴﻠﻰ ﻧﺼﻴﺮ ﺣﻮل ﺣﻴﺎة
اﻟﻨﺎس اﻟﻌﺎدﻳﻴﻦ .ﻓﺘﺴﺘﻤﺪ اﻟﺸﺨﻮص واﻟﻮﺟﻮه ﻣﺼﺪرﻫﺎ
ﺑﺸﻜﻞ أﺳﺎﺳﻲ ﻣﻦ ﻣﻌﺎﻳﺸﺔ ﻟﻴﻮﻣﻴﺎت اjﻧﺴﺎن اﻟﺬي ﻳﺸﻜﻞ
اﻟﻬﺎﺟﺲ اﻟﺮﺋﻴﺴﻲ ﻓﻲ ﻋﻤﻠﻬﺎ .وﻳﺄﺧﺬ اﻟﻮﺟﻪ ﻣﻨﺤﻰ ﺟﻮﻫﺮﻳﺎ
ﻫﻨﺎ ،ﺣﻴﺚ ﻳﺘﻢ اﺳﺘﺤﻀﺎر ﻣﻼﻣﺤﻪ ﻏﺎﻟﺒﺎ ﻣﻦ اXﻧﺎ اﻟﺸﺨﺼﻲ
اﻟﻌﺎﻛﺲ ﻟﻧﺎ اﻟﺠﻤﻌﻲ .وﻳﺘﻢ رﺳﻢ اXﺷﻜﺎل ﻓﻲ ﻋﻤﻠﻬﺎ ﻣﻦ
ﺧﻼل ﺧﻂ واﺣﺪ واﺛﻖ وواﺿﺢ ،ﺗﺤﺪد ﻣﻦ ﺧﻼﻟﻪ اﻟﺼﻮرة ،ﻣﻊ
اﻗﺘﺼﺎد ﻓﻲ اﻟﻠﻮن ،ﻣﻤﺎ ﻳﻮﺣﻲ ﻓﻲ ﺑﻌﺾ اXﺣﻴﺎن ﺑﺘﻼﺷﻲ
اﻟﺸﻜﻞ .ﺗﺘﺄرﺟﺢ أﻋﻤﺎل ﻟﻴﻠﻰ ﻧﺼﻴﺮ ﺑﻴﻦ اﻟﺤﻀﻮر اﻟﻜﻠﻲ
ﻟﻠﺠﺴﺪ ،وﺑﻴﻦ اﻟﺘﻔﺼﻴﻞ ﻓﻲ ﺗﻨﺎول اﻟﻮﺟﻪ ﻟﻴﻘﺪم ﺑﺸﻜﻞ ﻗﺮﻳﺐ
ﺟﺪ hوﻣﻨﻔﺮد ،ﻟﻴﺤﺘﻞ ﻓﻀﺎء اﻟﻠﻮﺣﺔ ﺑﻜﻠﻴﺘﻬﺎ .إن ﻏﺎﻟﺒﻴﺔ اﻟﻮﺟﻮه
ﻣﻘﺪﻣﺔ ﺑﺸﻜﻞ ﻣﻮاﺟﻪ ﻟﻠﻨﺎﻇﺮ ،ﻣﻊ اﻟﻌﻴﻮن اﻟﻜﺒﻴﺮة اﻟﺘﻲ ﻣﻦ
ﺧﻼﻟﻬﺎ ﻳﺘﻢ اﻟﻌﺒﻮر إﻟﻰ ﺳﺮ ﻣﺎ ﺗﺒﻄﻦ ﺑﻪ اﻟﺪواﺧﻞ.
ّ
ﻳﻜﻒ ﺗﺼﻮﻳﺮ اﻟﻮﺟﻪ ﻋﻦ ﻣﻔﻬﻮﻣﻪ اﻟﺘﻘﻠﻴﺪي ﻛﺒﻮرﺗﺮﻳﻪ ﻓﻲ
ﻟﻮﺣﺎت ﻓﺎﺗﺢ اﻟﻤﺪ ّرس وﻣﺮوان ﻗﺼﺎب ﺑﺎﺷﻲ ،ﺑﻤﺎ ﻳﺘﻀﻤﻨﻪ ﻣﻦ
ﻣﻌﻨﻰ ﺗﺼﻮﻳﺮ إﻧﺴﺎن ﻣﻌﻴﻦ .ﻓﺈن اﻋﺘﺒﺎر ﻫﺬا اﻟﻤﻮﺿﻮع ﻛﻤﺤﻮر
ﻓﻲ أﻋﻤﺎﻟﻬﻤﺎ ،وﻣﻦ ﺛﻢ ﺗﻜﺮاره ﻋﻠﻰ ﻣﺪار ﺳﻨﻮات ﻃﻮﻳﻠﺔ ﻣﻦ
إﻧﺘﺎﺟﻬﻤﺎ اﻟﻔﻨﻲ ،ﻓﺬﻟﻚ أﻣﺮ ﻳﻘﺘﻀﻲ ﻣﻨﺎ اﻟﺘﻤﻬﻞ واﻟﻨﻈﺮ .إﻧﻨﺎ
ﻧﺠﺪ ﻓﻲ ﻣﻌﻈﻢ أﻋﻤﺎل اﻟﻤﺪ ّرس وﺟﻮﻫﺎ ﺗﺄﺧﺬ ﻃﺎﺑﻌﺎ ﺧﺎﺻﺎ،
ﻣﻦ ﺧﻼل اﻟﺘﺒﺴﻴﻂ اﻟﻜﺒﻴﺮ ﻟﻠﺸﻜﻞ اﻟﺬي ﻳﺘﺮاوح ﺑﻴﻦ اﻟﺘﺠﺮﻳﺪ
واﻟﺤﻀﻮر ،ﻓﻤﻦ ﺧﻼل ﺧﻄﻮط ﺗﻠﻘﺎﺋﻴﺔ ﻗﻠﻴﻠﺔ ﺗُﺮﺳﻢ ﻋﻴﻨﺎن
ﻛﺒﻴﺮﺗﺎن ،وﺧﻂ ﻟﻧﻒ ،وﺧﻂ ﻟﻠﻔﻢ ،وﻳﻜﻮن اﻟﻮﺟﻪ ﻋﺮﻳﻀﺎ ﺑﻼ
ﺟﺒﻴﻦ ،ﻳﺘﻮاﺟﺪ اﻟﻮﺟﻪ ﺿﻤﻦ ﻓﺮاغ اﻟﻠﻮﺣﺔ اﻟﺬي ﻳﻠﻌﺐ دورا
أﺳﺎﺳﻴﺎ ﻓﻲ ﺻﻴﺎﻏﺘﻬﺎ اﻟﺘﺸﻜﻴﻠﻴﺔ ،ﻟﻴﺬﻛﺮ ﺑﺎﻟﻄﺒﻴﻌﺔ .وﻳﺘﻢ
ﻛﻞ ذﻟﻚ ﻣﻦ ﺧﻼل ﺗﻨﺎول ﻣﺠﻤﻮﻋﺔ ﻗﻠﻴﻠﺔ ﻣﻦ اXﻟﻮان .ﺗﺘﻮاﺟﺪ
اﻟﺮؤوس ﻓﻲ ﻟﻮﺣﺘﻪ وﻗﺪ ﺗﺮاﻛﻢ اﻟﻮاﺣﺪ ﻓﻮق اﺧﺮ ،أو اﻟﻮاﺣﺪ

ﺑﺠﺎﻧﺐ اﺧﺮ .ﺗﺘﺨﺬ اﻟﺼﻮر ﻣﺼﺪرﻫﺎ ﻋﻨﺪ اﻟﻤﺪ ّرس ﻣﻦ اﻟﺬاﻛﺮة
"واﻟﺬاﻛﺮة ﺗﻘﺮب اﻟﺒﻌﻴﺪ ،وﺗﺒﻌﺪ اﻟﻘﺮﻳﺐ ،ﻓﻔﻴﻬﺎ ﻟﻠﻮن ﺛﻘﻠﻪ
وﻟﻠﺤﺰن وزﻧﻪ" ﻛﻤﺎ ﻳﻘﻮل اﻟﻔﻨﺎن ،ﻓﻴﺼﺒﺢ ﺗﺼﻮﻳﺮ اﻟﻮﺟﻪ ﻧﻮﻋﺎ
ﻣﻦ اﻟﺘﻌﺒﻴﺮ ﻋﻦ ﻗﻀﻴﺔ ﺗﺄﺧﺬ ﻣﺼﺪرﻫﺎ ﻣﻦ ﺳﻴﺮﺗﻪ اﻟﺬاﺗﻴﺔ ،وﻣﻦ
وﺟﻮه اﻟﻔﻼﺣﻴﻦ اﻟﻔﻘﺮاء ﻓﻲ اﻟﺸﻤﺎل اﻟﺴﻮري ،وﻣﻦ وﺟﻪ اﻟﺴﻴﺪ
اﻟﻤﺴﻴﺢ اﻟﺬي ﻛﺎن ﻣﻮﺿﻮﻋﺎ ﻟﻠﻌﺪﻳﺪ ﻣﻦ أﻋﻤﺎﻟﻪ .وﺗﺘﻜﺮر اﻟﻮﺟﻮه
إﻟﻰ ﻣﺎ ﻻ ﻧﻬﺎﻳﺔ ﻓﻲ رﺳﻮﻣﺎﺗﻪ ،ﻟﺘﺬﻛﺮﻧﺎ ﺑﺄن ﻫﻨﺎﻟﻚ ﻣﻌﻨﻰ
ﻓﻲ اﻟﻮﺟﻪ ﻻ ﻳﻤﻜﻦ ﻓﻬﻤﻪ ﻓﻬﻤﺎ ﻛﺎﻣﻼ ،وﻣﻦ ﻏﻴﺮ اﻟﻤﻤﻜﻦ
"إﻣﺴﺎﻛﻪ" ،وﻓﻲ اﻟﻮﻗﺖ ذاﺗﻪ ،ﺗﺘﻌﺪد اﻟﻮﺟﻮه ﻓﻲ اﻟﻠﻮﺣﺔ،
ﻓﻨﺴﺘﻄﻴﻊ ﻣﻦ ﺧﻼﻟﻬﺎ ﻗﺮاءة وﺟﻪ اXب واXم واﻟﻄﻔﻞ ،ﺣﻴﺚ
ﻳﻨﻈﺮ اﻟﻤﺪ ّرس ﺑﻜﺜﺎﻓﺔ إﻟﻰ اﻟﻮﺟﻮه ﺣﻮﻟﻪ ،واﻟﻔﺮاغ واﻟﻤﺴﺎﺣﺔ
اﻟﺘﻲ ﺗﺤﻴﻂ ﺑﻬﺎ ،ﺷﺎﺳﻌﺔ ﻟﺘﺤﻤﻞ ﻛﻞ اﻟﺪﻻﻻت ،ﺑﻤﺎ ﻳﺸﺒﻪ اﻟﺤﻠﻢ.
ﻋﻠﻰ ﻧﻘﻴﺾ اﻟﻤﺪ ّرس ،ﻻ ﻳﻠﺒﺚ ﻣﺮوان إﻻ أن ﻳﻘﺘﺮب ﺑﺎﻟﻨﻈﺮ إﻟﻰ
اﻟﻮﺟﻪ ،وﺟﻬﻪ ،ﻓﻤﻦ ﺧﻼﻟﻪ وﺣﺪه ﺗﺘﺸﻜﻞ ﻋﻨﺎﺻﺮ اﻟﻌﻤﻞ ،إذ
وﻗﺼﻪ اﻟﻮﺟﻪ ﻋﻨﺪ ﻣﺮوان ﺗﺒﺪأ ﺑﺮﺳﻢ
ﻳﻤ ﻛﻠﻴﺔ ﻓﻀﺎء اﻟﻠﻮﺣﺔ.
ّ
وﺟﻪ ﺑﺪر ﺷﺎﻛﺮ اﻟﺴﻴﺎب وﻣﻨﻴﻒ اﻟﺮزاز ،وﺑﺴﺮﻋﺔ ﺳﻴﺼﺒﺢ وﺟﻪ
اﻟﻔﻨﺎن ذاﺗﻪ ﻣﻮﺿﻮﻋ dﺗﻔﺎدﻳ dﻟﻬﻮ ّﻳﺔ ﺷﺨﺼﻴﺔ ﻣﺤﺪدة وﻧﺴﻴﺎن
اﻟﻤﻬﻤﺔ اXﺳﺎﺳﻴﺔ ﻟﻠﻌﻤﻞ اﻟﻔﻨﻲ وﻣﺼﺪاﻗﻴﺘﻪ .ﻻ ﻳﺘﻢ ﺗﻘﺪﻳﻢ
اﻟﻮﺟﻪ ﻓﻲ اﻟﻠﻮﺣﺔ ﻛﺼﻮرة ذاﺗﻴﺔ ،وإﻧﻤﺎ ﻛﺎﺳﺘﻌﺎرة ،ﻛﻤﻔﻬﻮم
ﻓﻨﻲ .إن اﻟﻮﺟﻪ ﻫﻮ اﻟﺬرﻳﻌﺔ اXوﻟﻰ ﻟﻠﺮﺳﻢ وﻣﻦ ﺧﻼﻟﻪ ﻳﺘﻢ ﻓﻬﻢ
اﻟﻌﺎﻟﻢ ﻣﻦ ﺧﻼل ﻟﻐﺔ اﻟﺮﺳﻢ .ﻓﻲ اﻟﺒﺪاﻳﺔ ﻋﺮﻓﺖ ﻟﻮﺣﺘﻪ اﻟﻮﺟﻮه
اﻟﻤﻨﻈﺮﻳﺔ ،وﻫﻨﺎ ﺑﺈﻣﻜﺎﻧﻨﺎ اﻟﻘﻮل أن اﻟﻮﺟﻪ ﻛﻄﺒﻴﻌﺔ ﻟﻪ ﻣﺠﻤﻮﻋﺔ
ﻟﻮﻧﻴﺔ ﻣﺴﺘﻤﺪة ﻣﻦ ﻟﻮن اXرض ،اﻟﻮﺟﻪ ﻛﻮﻛﺐ .إن اﻟﺮؤوس
واﻟﻮﺟﻮه ﻓﻲ ﺣﺎﻟﺔ ﺗﻜﺮار داﺋﻢ ﻓﻲ إﻧﺘﺎﺟﻪ اﻟﻔﻨﻲ ،ﺑﺤﺎﻟﺔ دوران
ﺣﻴﺚ اﻧﻪ "ﻳﻮﻟﺪ اﻟﻮﺟﻪ ﻓﻴﻤﺎ ﻳﻤﻮت ﻓﻲ وﺟﻪ آﺧﺮ" ﻛﻤﺎ ﻛﺘﺐ ﻳﻮﻣﺎ
ﻋﻠﻰ أﺣﺪ أﻋﻤﺎﻟﻪ اﻟﺤﻔﺮﻳﺔ ،ﻳﺒﺪو أن اﻟﻮﺟﻪ أﻳﻀﺎ ﻓﻲ ﺣﺎﻟﺔ ﺣﺮﻛﺔ
داﺋﻤﺔ ﺑﻴﻦ ﻇﻬﻮر وﻏﻴﺎب .ﺑﺸﻜﻞ ﻣﻮازي ﻟﻤﻮﺿﻮﻋﻪ اXﺳﺎﺳﻲ
ﺣﻮل اﻟﻮﺟﻪ ،ﻟﻘﺪ أﻧﺘﺞ ﻣﺮوان أﻛﺜﺮ ﻣﻦ أرﺑﻌﻴﻦ ﺑﻮرﺗﺮﻳﻪ اﻧﻄﻼﻗﺎ
ﻣﻦ اﻟﺮﺳﻢ اﻟﺤﻲ اﻟﻤﺒﺎﺷﺮ ﻋﻦ ﻣﻮدﻳﻞ .وﻟﻢ ﺗﻜﻦ ﺗﻠﻚ اﻟﺮﺳﻮم
ﻧﺎﺗﺠﺔ ﻋﻦ ﻃﻠﺐ ﺧﺎرﺟﻲ ﺑﻬﺪف رﺑﺤﻲ ،وإﻧﻤﺎ ﻛﺈﺷﺎرة ﺻﺪاﻗﺔ
ﻟﻠﺸﺨﺺ اﻟﻤﺮﺳﻮم.
وﺑﻌﻴﺪا ﻋﻦ ﺣﻀﻮر اﻟﻮﺟﻪ ﻛﻌﻨﺼﺮ ﻣﺤﻮري ﻓﻲ اﻟﻠﻮﺣﺔ ،ﻗﺪم
ﻋﺪد ﻣﻦ اﻟﻔﻨﺎﻧﻴﻦ ﻓﻲ أﻋﻤﺎﻟﻬﻢ ﻣﺠﻤﻮﻋﺎت ﺑﺸﺮﻳﺔ ﻛﺤﺸﻮد
ﻣﺘﺮاﻛﻤﺔ ﻓﻲ ﻓﻀﺎء اﻟﻌﻤﻞ ،ﻛﻤﺎ ﻧﺠﺪ ﻓﻲ ﻟﻮﺣﺎت أﺣﻤﺪ ﻣﻌﻼ
وﻋﻠﻲ ﻣﻘﻮص وﺳﻌﺪ ﻳﻜﻦ ،وﻟﻜﻞ ﻣﻨﻬﻢ ﻟﻪ ﻣﺮﺟﻌﻴﺘﻪ
اﻟﻤﺨﺘﻠﻔﺔ ،ﻣﻦ ﻧﺎﺣﻴﺔ اﻟﺘﻨﻔﻴﺬ واﻟﻤﺼﺪر اﻟﻔﻨﻲ ،وﻟﻜﻞ أﺳﻠﻮﺑﻪ.
ﺗﺘّﺤﻮل اXﺟﺴﺎم إﻟﻰ ﺻﻮر ﻇ ّﻠ ّﻴﺔ ﻓﻲ ﻟﻮﺣﺎت ﻣﻌﻼ ،ﻓﺘﻠﻚ
اﻟﺸﺨﻮص ﻣﺘﻼﺻﻘﺔ وﻣﺘﺠﺎورة ،وﺗﺘﺒﺎﻳﻦ ﺿﻤﻦ اﻟﻔﺮاغ ﺑﻔﻌﻞ
اﻟﺘﻀﺎد اﻟﻠﻮﻧﻲ اﻟﻨﺎﺗﺞ ﻋﻦ اﺳﺘﺨﺪام ﻟﻮن ﻗﺎﺗﻢ ﻟﻬﻴﻜﻠﺔ اXﺟﺴﺎد

اﻟﻤﺮﺳﻮﻣﺔ ،وﻛﺄن اﻟﺤﺸﻮد ﺗﺘﻮاﺟﺪ ﻋﻠﻰ ﺧﺸﺒﺔ ﻣﺴﺮح أو ﺿﻤﻦ
ﻓﻀﺎء ﻃﺒﻴﻌﻲ .ﺗﺄﺧﺬ اﻟﻌﻼﻗﺔ ﺑﻴﻦ اjﻧﺴﺎن واﻟﻄﺒﻴﻌﺔ ﻣﻨﺤﻰ
واﺿﺤﺎ ﻓﻲ ﻣﺠﻤﻮﻋﺔ "ﻣﻠﺤﻤﺔ ﺑﻌﻞ" ﻟﻌﻠﻲ ﻣﻘﻮص ،ﺣﻴﺚ ﺗﺘﻮاﺟﺪ
ﺣﺸﻮد ﺑﺸﺮﻳﺔ ﺑﺠﺎﻧﺐ ﺷﺠﺮة ﺿﺨﻤﺔ ﻣﻌﻤﺮة ووﺣﻴﺪة ﻓﻲ وﺳﻂ
اﻟﻠﻮﺣﺔ ﺗﺤﻤﻞ ﺑﻌﺪا رﻣﺰﻳﺎ وﻣﻠﺤﻤﻴﺎ ،وﻳﻤﻜﻦ رﺑﻄﻬﺎ ﺑﻤﻴﺜﻮﻟﻮﺟﻴﺎ
اﻟﺸﺮق اﻟﻘﺪﻳﻢ ﻣﻦ ﺧﻼل ﻋﻼﻗﺔ اXرض واﻟﺴﻤﺎء ،ﺣﻴﺚ ﻳﺘﻢ
رﺳﻢ اXﺷﻜﺎل ﻓﻲ ﻟﻮﺣﺘﻪ ﻣﻦ ﻣﺨﺰون اﻟﺬاﻛﺮة وﻣﻦ ﺧﻼل
اﺳﺘﺨﺪام اﻟﺤﺒﺮ اXﺳﻮد ،ﻣﻤﺎ ﻳﻌﻄﻲ ﺧﺼﻮﺻﻴﺔ ﻟﻌﻤﻠﻪ .وﻗﺪ
ﻳﻜﻮن ﺣﻀﻮر اﻟﺠﺴﺪ ﺗﺮاﻛﻤﻴﺎ ﻓﻲ ﺑﻌﺾ ﻟﻮﺣﺎت ﺳﻌﺪ ﻳﻜﻦ،
ﻟﻜﻨﻪ ﻳﺘﻢ ﻏﺎﻟﺒﺎ ﺿﻤﻦ ﻣﻜﺎن ﻣﺤﺪد ﻛﺎﻟﻤﻘﻬﻰ ،ذﻟﻚ اﻟﻤﻠﺘﻘﻰ
اﻟﻤﺴﻠﻲ ﻟﻠﻨﺎس اﻟﺬي ﻣﻦ ﺧﻼﻟﻪ ﻳﻠﺘﻘﻲ اﻟﻘﻬﻮﺟﻲ واﻟﺤﻜﻮاﺗﻲ
واﻟﻨﺎدل .وﻳﺴﺘﺨﺪم ﻳﻜﻦ ﻏﺎﻟﺒﺎ اXﻟﻮان اﻟﺼﺮﻳﺤﺔ ﻟﺨﺪﻣﺔ اﻟﺘﻌﺒﻴﺮ،
وﻳﻠﺠﺄ إﻟﻰ ﺗﺤﻮﻳﺮ أﺷﻜﺎل اXﺷﺨﺎص ﻣﻊ اﻟﺘﺄﻛﻴﺪ ﻋﻠﻰ اﻟﺤﺮﻛﺔ
وﺗﻌﺒﻴﺮ اﻟﻮﺟﻮه .وﺑﻄﺮﻳﻘﺔ ﺗﻌﺒﻴﺮﻳﺔ ﻛﺎﻣﻠﺔ اﻻﺧﺘﻼف ﻋﻦ اﻟﻔﻨﺎﻧﻴﻦ
اﻟﻤﺬﻛﻮرﻳﻦ أﻋﻼه ،ﻳﻘﺪم ﻋﻤﺮ ﺣﻤﺪي )ﻣﺎﻟﻔﺎ( ﻓﻲ ﻟﻮﺣﺘﻪ ﺣﺸﻮدا
ﻣﻦ اﻟﻨﺎس ،ﻣﻊ اﻟﺘﺮﻛﻴﺰ ﻋﻠﻰ اﻟﺘﻌﺒﻴﺮ اﻟﻮﺟﻬﻲ ﻟﻜﻞ ﺷﺨﺺ،
ﻓﺎﻟﻮﺟﻪ اﻟﺘﻌﺒﻴﺮي واﻟﺘﺮﻛﻴﺰ ﻋﻠﻰ اﻟﻤﻼﻣﺢ اﻟﻮﺟﻬﻴﺔ ﻫﻲ أﺣﺪ
أﻫﻢ ﺻﻔﺎت اﻟﻌﻤﻞ ﻋﻨﺪ ﻣﺎﻟﻔﺎ ،اﻟﺬي ﻳﻘﺪم ﻣﻮﺿﻮﻋﻪ ﺑﻀﺮﺑﺎت
رﻳﺸﺔ ﺳﺮﻳﻌﺔ واﺛﻘﺔ ﻣﺸﺒﻌﺔ ﺑﺎﻟﻠﻮن.
ﻗﺪم ﻳﻮﺳﻒ ﻋﺒﺪﻟﻜﻲ ﻋﻠﻰ ﻣﺮاﺣﻞ ﻣﺨﺘﻠﻔﺔ ﻣﻦ إﻧﺘﺎﺟﻪ اﻟﻔﻨﻲ،
ﻣﺠﻤﻮﻋﺎت ﺑﺸﺮﻳﺔ ﺑﺮؤوس ﻣﻘﻨﻌﺔ ،ﺑﺠﻤﺎﺟﻢ ،أو ﺑﺪون رؤوس
ﻛﺄﺷﺒﺎح ،ﺿﻤﻦ ﺳﻮاد ﺣﺎﻟﻚ ،ﻳﺨﻔﻲ ﺑﻌﺾ اXﺷﺨﺎص وﻳﻈﻬﺮ
آﺧﺮﻳﻦ .وﻓﻲ ذات اﻟﻮﻗﺖ ﺗﻜﺜﻔﺖ ﻣﻼﻣﺢ ﺷﺨﻮﺻﻪ ﺑﻘﻮة ﻣﻦ ﺧﻼل
اﻟﺮﺳﻢ اﻟﻮاﻗﻌﻲ اﻟﺪﻗﻴﻖX ،ن ﻋﺒﺪﻟﻜﻲ ﻳﻌﺮف ﻛﻴﻔﻴﺔ اﻟﻨﻈﺮ
ﺑﺸﺪة إﻟﻰ ﻋﻤﻖ وﺗﻔﺼﻴﻞ اﻟﺸﻜﻞ ،وﻳﺴﺠﻠﻪ ﺿﻤﻦ ﺗﻀﺎد
ﻟﻮﻧﻲ ﺑﺎﻟﺮﻣﺎدﻳﺎت ﻣﻦ ﺧﻼل ﻗﻠﻢ اﻟﻔﺤﻢ اXﺳﻮد .ﻻ ﺷﻲء ﻳﺤﻴﻂ
ﺑﺎﻟﺸﻜﻞ اﻟﻤﺘﻮﺣﺪ ﺑﺎﻟﻌﻤﻞ ،اﻟﺬي ﻗﺪ ﻳﻜﻮن ﺟﺴﺪا أو ﺟﻤﺠﻤﺔ
أو ﺳﻤﻜﺔ أو ﺷﻴﺌﺎ آﺧﺮ ،ﺳﻮى اﻟﻔﺮاغ اﻟﺬي ﻳﺴﻠﻂ اﻟﻨﻈﺮ إﻟﻰ
اﻟﺒﺆرة ،واﻧﻪ ﺗﺤﺪﻳﺪا ﻣﻦ ﺧﻼل ﻫﺬا اﻟﻔﺮاغ ،اﻟﻔﻀﺎء ،ﻳﺴﺘﻌﻴﺪ
ﻋﻤﻠﻪ "اﻟﻘﻮة اﻟﺼﺎﻣﺘﺔ ﻟﻠﺘﺼﻮﻳﺮ" ﻋﻠﻰ ﺣﺪ ﻗﻮل ﻳﻮﺟﻴﻦ دﻳﻼﻛﺮوا.
ﻣﻦ اXﺳﺌﻠﺔ اXﺳﺎﺳﻴﺔ اﻟﺘﻲ ﺗﺘﻌﻠﻖ ﺑﺘﺼﻮﻳﺮ اﻟﻮﺟﻪ ،ﺗﺮﺗﺒﻂ
ﺑﺸﻜﻞ ﺟﻮﻫﺮي ﺑﻤﺴﺄﻟﺔ اﻟﺘﺨﻔﻲ واﻟﺘﻮرﻳﺔ واﻟﻘﻨﺎع ،وﻣﻦ ﺛﻢ
ﺗﻌﺮﻳﺔ اﻟﺠﺴﺪ وإﺧﻔﺎءه .إن اﻟﻨﺘﺎج اﻟﺘﺸﻜﻴﻠﻲ ﻟﻠﻴﻠﻰ ﻣﺮﻳﻮد
ﻳﻌﺘﺒﺮ أﺳﺎﺳﻴﺎ ﻓﻲ ﻫﺬا اﻟﺨﺼﻮص ،ﻓﻬﻮ ﻳﺪور ﺣﻮل اﻟﺠﺴﺪ
اXﻧﺜﻮي اﻟﺬي ﻳﺄﺧﺬ ﻓﻲ ﻋﻤﻠﻬﺎ ﻣﻌﻨﻰ وﺑﻌﺪا اﺟﺘﻤﺎﻋﻴﺎ ،وﻣﻦ ﺛﻢ
ﻳﺠﻲء اﻟﺒﻮرﺗﺮﻳﻪ اﻟﻤﺨﺘﺒﺊ ﺧﻠﻒ اﻟﻘﻨﺎع واﻟﻐﻄﺎء .وﻳﺘﻢ اﻟﺘﻨﻔﻴﺬ
اﻟﺘﺸﻜﻴﻠﻲ ﻣﻦ ﺧﻼل اﺳﺘﺨﺪام ﻛﺎﻓﺔ اﻟﺘﻘﻨﻴﺎت ﻣﻦ رﺳﻢ
وﻛﻮﻻج وﻧﺤﺖ وﺗﺼﻮﻳﺮ ﺿﻮﺋﻲ .ﺗﺪﺧﻞ اﻟﺤﻠﻲ واXﻗﻨﻌﺔ اﻟﺘﻲ

ﺗﻌﺘﺒﺮ ﻓﻲ ﺣﺪ ذاﺗﻬﺎ ﻋﻤﻞ ﻧﺤﺘﻲ ﻣﺴﺘﻘﻞ ﻣﺼﻨﻮع ﻣﻦ ﻣﻮاد
ﻣﺨﺘﻠﻔﺔ وﻣﺨﺘﻠﻄﺔ ﻣﺜﻞ اﻟﺮﻳﺰﻳﻦ واﻟﻤﺮاﻳﺎ واﻟﺪاﻧﺘﻴﻞ واﻟﻶﻟﺊ
واﻟﻨﺒﺎﺗﺎت واﻟﻤﻌﺎدن ﺿﻤﻦ إﻃﺎر اﻟﺠﺴﺪ اﻟﻌﺎري واﺳﺘﻤﺮارﻳﺘﻪ ﻓﻲ
ﻋﻤﻞ ﻣﺮﻳﻮد .ﻓﺎﻟﻘﻨﺎع اﻟﺬي ﻳﻐﻄﻲ أﻏﻠﺒﻴﺔ اﻟﻮﺟﻮه ﻓﻲ أﻋﻤﺎﻟﻬﺎ،
ﻫﻮ ﻋﺘﺒﺔ اﻟﺮؤﻳﺔ اﻟﻔﺎﺻﻠﺔ ﺑﻴﻦ اﻟﺪاﺧﻞ واﻟﺨﺎرج ،وارﺗﺪاؤه ﻫﻨﺎ
ﻟﻴﺲ ﻟﻠﺘﻨﻜﺮ ،وإﻧﻤﺎ ﻟﻠﺪﺧﻮل إﻟﻰ ﺣﻘﻴﻘﺔ وﻣﺎﻫﻴﺔ اﻟﻮﺟﻪ ،ﻓﻤﻦ
ﺧﻼﻟﻪ ﻳﺘﻢ اﻟﺘﻌﺒﻴﺮ ،وﺑﻪ ﻳﺘﻢ ﺗﺴﻠﻴﻂ اﻟﺮؤﻳﺔ ﻟﻤﺸﺎﻫﺪة ﺗﻔﺼﻴﻞ
ﻣﺎ  :ﻣﺜ ً
ﻼ ﻋﻴﻦ ،ﻓﻢ ،أو ﺟﺴﺪ ﻣﻊ ﺑﻌﺾ اﻟﺤﻠﻲ ،وﻻ ﻳﺮاد ﺑﺬﻟﻚ
ﺗﺠﻤﻴﻠﻪ ،ﻓﺤﻠﻲ ﻣﺮﻳﻮد ﻻ ﺗﻠﻤﻊ وﻻ ﻳﻮﺟﺪ ﻓﻴﻬﺎ أي اﺳﺘﺨﺪام
ﻟﻤﻌﺎدن ﺛﻤﻴﻨﺔ ،واﻟﺠﺴﺪ ﻫﻨﺎ ﻳﻼﻣﺲ وﻳﺤﺎط ﺑﺎXﻗﻤﺸﺔ ﺣﺎﻣﻼ
ﺑﻌﺾ اﻟﺪﻻﻻت اﻻﻳﺮوﺗﻴﻜﻴﺔ.
ﺣﻀﻮر اﻟﻮﺟﻪ ﻓﻲ أﻋﻤﺎل اﻟﻔﻨﺎﻧﻴﻦ اﻟﺸﺒﺎب
ﻟﻘﺪ ﻋﺮﻓﺖ اﻟﺴﺎﺣﺔ اﻟﺘﺸﻜﻴﻠﺔ اﻟﺴﻮرﻳﺔ ﺗﻐ ّﻴﺮا ﻣﻠﺤﻮﻇﺎ
ﻓﻲ اﻟﻮﺳﻂ اﻟﻔﻨﻲ ﻣﻨﺬ اﻟﺴﻨﻮات اﻟﻌﺸﺮ اXﺧﻴﺮة ،وﻗﺪ أﺧﺬ
ﺗﻘﺪﻳﻢ اﻟﺠﺴﺪ اﻟﺬي ﻳﺘﺄرﺟﺢ ﺑﻴﻦ ﻇﻬﻮر وﻏﻴﺎب ﻟﻠﺸﻜﻞ
ﺗﻌﺒﻴﺮا ﻣﻐﺎﻳﺮ hﻣﻨﺬ  .2011وﻣﻦ اﻟﻤﻤﻜﻦ رﺑﻂ ﻫﺬا اﻟﺸﻲء
وﺑﺸﻜﻞ ﻛﺒﻴﺮ ﺑﺎﻟﻔﻦ اﻟﺬي ﻇﻬﺮ ﻓﻲ ﺑﻠﺪان ﻋﺪﻳﺪة أﺛﻨﺎء
اXﺣﺪاث اﻻﺟﺘﻤﺎﻋﻴﺔ اﻟﻤﺄﺳﺎوﻳﺔ ،ﻛﻤﺜﺎل اﻟﺤﺮﻛﺔ اﻟﻔﻨﻴﺔ ﻓﻲ
اﻟﻤﻜﺴﻴﻚ  1910-1940وذﻟﻚ ﻣﻦ ﺧﻼل ﺗﺼﻮﻳﺮ اﻟﺤﺪث ﺑﻄﺮﻳﻘﺔ
ﻗﺪ ﺗﺘﺴﻢ ﺑﺎﻟﺘﻌﺒﻴﺮ اﻟﻤﺒﺎﺷﺮ .أو اﻟﺴﻨﻮات "اﻟﺴﻮداء" ﺑﺄﻟﻤﺎﻧﻴﺎ
 ،1918-1930وﺗﻴﺎر "اﻟﻤﻮﺿﻮﻋﻴﺔ اﻟﺠﺪﻳﺪة" اﻟﺬي ﺟﻤﻊ ﻋﺪدا ﻣﻦ
اﻟﻤﻔﻜﺮﻳﻦ واﻟﻔﻨﺎﻧﻴﻦ واﻟﺬي ﻳﻨﺒﻊ ﻣﻦ اjﻳﻤﺎن ﺑﺎﻟﻤﺴﺆوﻟﻴﺔ
اﻟﺴﻴﺎﺳﻴﺔ واﻻﺣﺘﺠﺎج ﻛﻮاﺟﺐ ،إن اXﻣﺜﻠﺔ ﻋﺪﻳﺪة ﻛﺮوﺳﻮم
اوﺗﻮ دﻳﻜﺲ وﺟﻮرج ﻛﺮوز وﻣﺎﻛﺲ ﺑﻴﻜﻤﺎن .أو اﻟﻮﺟﻮه اﻟﺘﻲ
"ﻣﺤﻴﺖ" و"اﻟﺮؤوس ﺑﺪون وﺟﻮه" ﺣﻴﺚ أن اﻟﺠﺴﺪ اjﻧﺴﺎﻧﻲ
ُ
ﻳﺘﺒﺪد ﺣﺘﻰ اjﻟﻐﺎء ،ﻓﻲ أﻋﻤﺎل ﻋﺪﻳﺪة أﻧﺠﺰت ﺧﻼل ﻓﺘﺮة ﻣﺎ
ﺑﻴﻦ اﻟﺤﺮﺑﻴﻦ اﻟﻌﺎﻟﻤﻴﺘﻴﻦ اXوﻟﻰ واﻟﺜﺎﻧﻴﺔ ،واﻟﺘﻲ ﺷﻬﺪﺗﻬﺎ
اﻟﺴﺎﺣﺔ اﻟﺘﺸﻜﻴﻠﻴﺔ اXورﺑﻴﺔ ﻛﺮﺳﻮم ﺟﺎن ﻓﻮﺗﺮﻳﻴﻪ اﻟﺴﻴﺎﺳﻴﺔ
"اﻟﺮﻫﺎﺋﻦ" ،أو اﻟﻮﺟﻮه اﻟﻤﺠﻬﻮﻟﺔ اjﺳﺘﺤﻮاذﻳﺔ ﻋﻨﺪ ﻓﺮﻧﺴﻴﺲ
ﺑﻴﻜﻮن واﻟﺒﻴﺮﺗﻮ ﺟﻴﺎﻛﻮﻣﺘﻲ وأﺧﺮﻳﻦ .ﻣﻦ اﻟﺨﻄﺮ أﻳﻀﺎ ﺗﺄوﻳﻞ
رﺳﻮم اﻟﻔﻨﺎﻧﻴﻦ إﻟﻰ دﻣﻮﻳﺔ اﻟﺤﺪث اﻟﺮاﻫﻦ وﺻﺒﻐﺘﻪ اﻟﺴﻴﺎﺳﻴﺔ،
ﺣﺘﻰ وإن ﻛﺎن ﻫﻨﺎك ﻣﺒﺎﺷﺮة ﻓﻲ اﻟﺘﻘﺪﻳﻢ ،ﺣﻴﺚ أن اﻟﺼﻮرة
واﻟﺮؤﻳﺔ ﺗﻨﺒﻊ ﻏﺎﻟﺒﺎ ﻣﻦ اﻟﺬاﻛﺮة اﻟﺨﺼﻮﺻﻴﺔ ﻟﻠﻔﻨﺎن ،وﻣﻦ ﺗﺄوﻳﻞ
ﺷﺨﺼﻲ ﻳﺘﺒﻊ ﻟﻜﻞ ﻓﻨﺎن وﻟﺮؤﻳﺘﻪ اﻟﺨﺎﺻﺔ ﻟﻠﻮاﻗﻊ .ﻗﺪ ﻳﻜﻮن
اﻟﻔﻦ وﺳﻴﻠﺔ ﻟﻼﺣﺘﺠﺎج وﺗﻌﺒﻴﺮا ﻋﻦ اﻟﺘﻔﺎﻋﻞ ﻣﻊ اXﺣﺪاث اﻟﺠﺎرﻳﺔ
وﺗﻮﺛﻴﻘﺎ ﻟﻠﺤﺪث ،ﻓﻤﺼﺪره ﻫﻨﺎ ﻧﺎﺗﺞ ﻋﻦ اﻟﻮاﻗﻊ واﻟﻤﺸﻬﺪ
اﻟﻴﻮﻣﻲ اﻟﻤﻔﺠﻊ ،إن اXﻣﺜﻠﺔ ﻣﺘﻌﺪدة وﻣﺘﻨﻮﻋﺔ ﻓﻲ اﻟﻤﺸﻬﺪ

اﻟﺴﻮري اﻟﻔﻨﻲ اﻟﺤﺎﻟﻲ ،ﻛﻤﺜﺎل اﻟﻤﻠﺼﻘﺎت اﻟﺴﻴﺎﺳﻴﺔ ﻟﻔﺎرس
ﺧﺎﺷﻮق ،أو ﻛﻤﺠﻤﻮﻋﺔ اﻟﻔﺘﻮﻣﻮﻧﺘﺎج Xﻛﺮم اﻟﺤﻠﺒﻲ ﺣﻴﺚ أﻋﺎد
ﻓﻴﻬﺎ ﺻﻮر ﻟﻠﻤﺠﺎزر ﻣﺮﻛﺒ dﻋﻠﻴﻬﺎ ﻣﻔﺮدات ﻟﻐﻮﻳﺔ ﺗﻌﺮﻳﻔﻴﺔ
)ﺗﺴﻤﻴﺔ اﻟﺸﻲء ﺑﺎﺳﻤﻪ( ،أو ﻋﻤﻠﻪ اﻟﻤﺴﻤﻰ "ﻧﻘﻄﺔ اﻟﺘﻼﺷﻲ"
اﻟﺬي ﻳﺘﻤﺜﻞ ﺑﻌﺮض ﻓﻴﺪﻳﻮ ﻋﻠﻰ ﺷﺎﺷﺘﻴﻦ ،اXوﻟﻰ ﺗُﻈﻬﺮ
ﻣﺸﻬﺪ ﻧﺼﻔﻲ ﻟﺸﺨﺺ ﻣﺼﻮر ﻣﻦ اﻟﻈﻬﺮ ،اﻟﺮﺟﻞ ﻓﻲ ﺣﺎﻟﺔ
ﺣﺮﻛﺔ داﺋﻤﺔ ﻣﻤﺎ ﻳﺆدي إﻟﻰ ﺗﻼﺷﻲ اﻟﺮأس ﺗﻤﺎﻣﺎ ﻋﻨﺪ ﻧﻘﻄﺔ
اﻟﻔﺮار ،وﻳﺼﺒﺢ اﻟﺠﺴﺪ ﺑﺬﻟﻚ "ﺷﺒﺤﻴﺎ ﺷﻔﺎﻓﺎ" ،وﻋﻠﻰ ﺷﺎﺷﺔ
اﻟﻔﻴﺪﻳﻮ اﻟﺜﺎﻧﻴﺔ ﻧﺴﺘﻄﻴﻊ ﻣﺸﺎﻫﺪة ﺻﻮر ﻣﺘﺤﺮﻛﺔ ﻟﺒﻨﺎء ﻣﻦ
ﺳﻮرﻳﺔ ﻣﺄﺧﻮذ ﻣﻦ اﻟﻴﻮﺗﻴﻮب ﻣﺘﺮاﻓﻖ ﻣﻊ ﺻﻮت اﻟﻘﺼﻒ .ﻗﺪ
ﺗﺼﺒﺢ اﻟﺼﻮرة اﻟﻔﻮﺗﻮﻏﺮاﻓﻴﺔ وﺳﻴﻠﺔ اﻟﺘﻌﺒﻴﺮ ﻋﻦ ﻣﻮﻗﻒ
ﺳﻴﺎﺳﻲ ،ﻛﺼﻮر ﺟﺎﺑﺮ اﻟﻌﻈﻤﺔ اﻟﺬي أﺧﺬ ﻓﻴﻬﺎ ﺻﻮرا ﻟﻤﺠﻤﻮﻋﺔ
ﻣﻦ اﻟﺸﺨﺼﻴﺎت ﻓﻲ ﺳﻮرﻳﺔ ،وﻣﻦ ﺑﻴﻨﻬﻢ اﻟﻔﻨﺎﻧﻴﻦ ﺣﻴﺚ ﺗﻈﻬﺮ
ﻫﻮﻳﺘﻬﻢ اﻟﻔﻨﻴﺔ وﻫﻢ ﻳﺤﻤﻠﻮن ﺟﺮﻳﺪة اﻟﺒﻌﺚ :ﻣﻨﻴﺮ اﻟﺸﻌﺮاﻧﻲ
ﻛﺨﻄﺎط ،ﻋﻠﻲ ﻗﺎف واﻟﻮﺟﻮه اﻟﺘﻲ ﺗﺤﻮﻟﺖ إﻟﻰ ﻛﺘﻠﺔ ﺑﻴﻀﺎء أو
ﻓﺮاغ ،اﻟﺦ .وﻳﺒﺪو اﻟﻔﻦ ﻫﻨﺎ ﻛﻮﺳﻴﻠﺔ jﻳﺼﺎل اﻟﻔﻜﺮة.
ﺗﺘﻤﻴﺰ أﻋﻤﺎل اﻟﻔﻨﺎﻧﻴﻦ اﻟﺴﻮرﻳﻴﻦ اﻟﺸﺒﺎب ﺑﺎﺳﺘﺨﺪام ﻛﺎﻓﺔ
اﻟﻮﺳﺎﺋﻂ اﻟﻤﻤﻜﻨﺔ ﻣﻦ رﺳﻢ وﺗﺼﻮﻳﺮ وﻧﺤﺖ وﺣﻔﺮ وﺗﺼﻮﻳﺮ
ﺿﻮﺋﻲ وﻣﻮﻧﺘﺎج وﻓﻴﺪﻳﻮ وﺗﺠﻬﻴﺰ اﻟﻔﺮاغ وﻓﻦ اﻟﺠﺴﺪ .وﻳﻌﺪ
اﻟﺘﺸﺨﻴﺺ أﺳﺎﺳﻴﺎ ﻓﻲ إﻧﺘﺎج أﻏﻠﺒﻴﺘﻬﻢ .وﻣﻦ اﻟﺼﻌﺐ ﺣﺼﺮ
ﺗﻠﻚ اﻟﺘﺸﺨﻴﺼﺎت ﺑﺘﻴﺎر أو ﺑﻤﺪرﺳﺔ ﻓﻨﻴﺔ ﻣﻌﻴﻨﺔ ،أو ﺣﺘﻰ
إدراﺟﻬﺎ ﻛﻤﺎ ﻧﺤﺎول اﻟﻴﻮم ﺑﺴﺒﺐ ﻋﻨﻒ اﻟﺤﺪث ﻓﻲ ﺳﻮرﻳﺔ
ﺗﺤﺖ ﻣﺎ ﻧﺴﻤﻴﻪ "اﻟﻔﻦ واﻟﺜﻮرة" ﺣﻴﺚ ﻳﺪﻳﻦ اﻟﺤﺲ واﻟﻀﻤﻴﺮ
اjﻧﺴﺎﻧﻲ ﻟﺪى اﻟﻔﻨﺎن ﻋﺒﺜﻴﺔ اﻟﺤﺮب واﻟﺪﻣﺎر ،وذﻟﻚ ﻣﻦ ﺷﺄﻧﻪ أن
ﻳﻨﺘﺞ اﻟﺘﺰاﻣﺎ إﺑﺪاﻋﻴﺎ وأﻳﺪﻳﻮﻟﻮﺟﻴﺎ ﺑﻤﺎ ﻳﺘﻌﻠﻖ ﺑﺎﻟﺤﺪث وﻃﺒﻴﻌﺔ
اﻟﻤﺮﺣﻠﺔ ﻟﻴﺠﻌﻞ اﻟﻜﻞ ﺑﺸﻜﻞ أو ﺑﺂﺧﺮ ﻣﻄﺎﻟﺒﻴﻦ ﺑﺎﻟﺘﺰام
أﺧﻼﻗﻲ ﺗﺠﺎه ﻣﺎ ﻳﺤﺪث .ﻏﻴﺮ أﻧﻨﺎ ﻧﻌﺘﻘﺪ ﻛﻤﺎ آﻣﻦ ﻏﻮﺳﺘﺎف
ﻛﻮرﺑﻴﻪ ﻣﺴﺒﻘ ،dﺑﺄن اﻟﻔﻦ اﻟﻮﻃﻨﻲ ﻟﻢ ﻳﺘﻮاﺟﺪ أﺑﺪا ،ﻣﺎ ُوﺟﺪ
ﻟﻢ ﻳﻜﻦ ﺳﻮى ﻣﺤﺎوﻻت ﻓﺮدﻳﺔ وﻣﻤﺎرﺳﺎت ﻓﻲ اﻟﻔﻦ ﺗﺤﺎﻛﻲ
اﻟﻤﺎﺿﻲ .ﻓﻐﻮﺳﺘﺎف ﻛﻮرﺑﻴﻪ ﻻ ﻳﻤﺜﻞ "اﻟﻔﻦ اﻟﻔﺮﻧﺴﻲ" وإﻧﻤﺎ
ﻳﻤﺜﻞ اjﻧﺴﺎن واﻟﻔﻦ ﻓﻲ ﻓﺮﻧﺴﺎ ﻛﻤﺎ ﻓﻲ أي ﻣﻜﺎن آﺧﺮ .ﻟﻜﻨﻪ
ﻣﻦ اﻟﻤﻤﻜﻦ أن ﻳﻜﻮن ﻫﻨﺎك ﺳﻤﺎت ﻣﺸﺘﺮﻛﺔ ﺑﻴﻦ ﻓﻨﺎﻧﻴﻦ
وﻟﺪوا ﻓﻲ ﻧﻔﺲ اﻟﻤﻜﺎن اﻟﺠﻐﺮاﻓﻲ ،ﻣﻊ رؤﻳﺔ ﻣﺸﺎﺑﻬﺔ ﻟﻠﻮاﻗﻊ،
ﻟﻜﻦ ﻓﻲ اﻟﻔﻦ اﻟﺤﻘﻴﻘﻲ ﻫﻨﺎك ﻣﺎ ﻳﻬﺮب داﺋﻤ dﻣﻦ اﻟﻤﺄﻟﻮف
واﻻﻋﺘﻴﺎدي واﻟﺪارج وﻣﺎ ﻳﻨﻄﻮي ﺗﺤﺖ ﺷﻌﺎر اjﺑﺪاع اﻟﺬي ﻻ ﺣﺪود
ﻟﻪ وﻫﻮ رﻣﺰ ﻟﻠﺤﺮﻳﺔ واﻟﻜﻮﻧﻴﺔ.
ﺳﻨﺤﺎول ﻫﻨﺎ ﺗﺴﻠﻴﻂ اﻟﻀﻮء ﻋﻠﻰ ﺑﻌﺾ ﻧﺘﺎج اﻟﻔﻨﺎﻧﻴﻦ
اﻟﻤﻌﺎﺻﺮﻳﻦ اﻟﺸﺒﺎب اﻟﺴﻮرﻳﻴﻦ اﻟﺬﻳﻦ ﺗﻨﺎوﻟﻮا ﻣﺴﺄﻟﺔ اﻟﻮﺟﻪ
واﻟﺠﺴﺪ ﻛﻌﻨﺼﺮ أﺳﺎﺳﻲ ﻓﻲ ﻋﻤﻠﻬﻢ.
ﻋﻴﻮن ﻻ ﺗﻨﻈﺮ،
ﻋﻴﻮن ﻛﺒﻴﺮة ﺗﺤﺪق ﻓﻲ اﻟﻔﺮاغ،
ﻋﻴﻮن ﻣﻐﻤﻀﺔ،
ٌ
ٌ
ٌ
ﻣﻤﺤﻮة .وﺟﻮه ﻣﺸﻮﻫﺔ ﺑﺪون ﻓﻢ ،ﺑﺪون اﻧﻒ ،ﺑﺪون أذن.
ّ
ﺗﺤﺮﻳﻔﺎت ﺑﺼﺮﻳﺔ ﻓﻲ اXﺷﻜﺎل ذات ﻋﻴﻮن وأﻓﻮاه ﻣﻀﺎﻋﻔﺔ.
ﺗﻜﻮﻳﻨﺎت رﺛﺎﺋﻴﺔ .ﻛﺎﺋﻨﺎت ﻛﺎﺑﻮﺳﻴﺔ ﻣﺸﺒﻌﺔ ﺑﻬﻮل اﻟﻠﺤﻈﺔ.
وﺟﻮه ورؤوس ﻏﺎﺋﺒﻴﻦ ﻋﻦ اﻟﻠﻮﺣﺔ ،ﻳﺤﻤﻞ اﻟﺠﺴﺪ ﺗﺄوﻳﻞ

اﻟﻮﺟﻪ .ﻳﺘﺤﻮل اﻟﺠﺴﺪ إﻟﻰ ﻃﺒﻴﻌﺔ وﺗﺘﺤﻮل اﻟﻮﺟﻮه اﻟﻤﺘﻜﺮرة
إﻟﻰ ﺳﻴﻤﻔﻮﻧﻴﺔ .رؤوس ﻛﺄﻗﻨﻌﺔ .رؤوس ﻣﺤﻨﻄﺔ .رؤوس ﺑﻼ
وﺟﻮه .ﻧﺤﻦ ﻫﻨﺎ أﻣﺎم ﻣﺠﻤﻮﻋﺔ ﻣﻦ اXﻋﻤﺎل ﻟﻔﻨﺎﻧﻴﻦ ﺳﻮرﻳﻴﻦ
ّ
ﻛﻞ ﻟﻪ أﺳﻠﻮﺑﻪ اﻟﻤﻨﻔﺮد ،ﻟﻜﻨﻬﻢ ﻳﺠﺘﻤﻌﻮن "ﺑﻜﺎﺋﻨﺎﺗﻬﻢ"
اﻟﺘﻲ ﺗﺨﺘﻠﻒ ﺑﺸﻜﻞ ﻛﺒﻴﺮ ﺑﻴﻦ ﻓﻨﺎن وآﺧﺮ :ﻧﻮر ﻋﺴﻠﻴﺔ ،إﻳﻤﺎن
اﻟﺤﺎﺻﺒﺎﻧﻲ ،ﻣﻨﻴﻒ ﻋﺠﺎج ،ﻳﺎﺳﺮ اﻟﺼﺎﻓﻲ ،ﺳﺒﻬﺎن آدم ،ﻫﻤﺎم
اﻟﺴﻴﺪ ،رﻧﺪا ﻣﺪاح ،ﻧﻐﻢ ﺣﺪﻳﻔﺔ ،ﻓﺎدي ﻳﺎزﺟﻲ ،ﻋﻤﺮان ﻳﻮﻧﺲ،
ﻋﻤﺮو اﻟﺼﻔﺪي ،ﻣﺤﻤﺪ ﻋﻤﺮان .أﺳﻮ ًة ﺑﻤﺸﻬﺪ ﻣﺴﺮﺣﻲ ،ﺗُﺨﻠﻖ
اﻟﺸﺨﺼﻴﺎت ﻛﻘﺼﺔ ﺑﺼﺮﻳﺔ ﻋﻨﺪ رﻧﺪا ﻣﺪاح ﻓﻲ ﻣﺠﻤﻮﻋﺘﻬﺎ
"ﻻ ﺑﺸﺎرة" ) .(2015وﺗﺘﻮاﺟﺪ اﻟﺸﺨﺼﻴﺎت ﻛﻤﺠﻤﻮع ،ﻫﻨﺎك ﻣﻦ
"ﻳﺴﺎﻧﺪ" اﺧﺮ ،ﻛﺤﻀﻮر "اXم" اﻟﺘﻲ ﺗﺤﻤﻲ اﻟﺼﻐﺎر ﻣﻦ ﻓﻌﻞ
اﻟﺮؤﻳﺔ ،أو "اXب" اﻟﺬي ﻳﺤﺪق ﺑﺎﻟﻤﺸﺎﻫﺪ واﻟﺬي ﻳﺘﻤﺪد ﻣﺴﺘﺮﻳﺤﺎ
ﻋﻠﻰ أرﻳﻜﺔ ،ﻳﻤﺴﻚ ﺷﺨﺼ dﺑﻴﻦ ذراﻋﻴﻪ ،ﻟﺤﻤﺎﻳﺘﻪ ،ﻟﻄﻤﺄﻧﺘﻪ،
ﻟﺘﺨﻔﻴﻒ أﻟﻤﻪ ،وﻛﺄﻧﻪ اﻟﺸﺨﺺ اﻟﻮﺣﻴﺪ ﻓﻲ ﻫﺬا اﻟﻌﻤﻞ اﻟﺬي
"ﻳﺘﻨﻔﺲ" واﻟﺬي "ﻳﻔﻜﺮ" ،اﺧﺮون ﻛﺎﻟﺪﻣﻰ اﻟﺮﺛﺎﺋﻴﺔ ،ﻣﺴ ّﻴﺮون،
ﻣﻨﻬﻢ ﻣﺎ ﻫﻮ ﻣﺘﺮوك ﻋﻠﻰ اXرض ،وﻣﻨﻬﻢ ﻣﺎ ﻫﻮ ﻣﻌﺘﺪل،
وﻣﻨﻬﻢ ﻣﻦ "ﻳﺪﺧﻞ" ﻫﺎﺋﻤ dإﻟﻰ ﻣﺴﺎﺣﺔ اﻟﻌﻤﻞ .ﻟﻜﻦ ﻫﻨﺎك
ﻃﺮﻳﻘﺎ ﻟﻠﻨﺠﺎة ،ﻟﻠﻬﺮوب ،ﻟﻠﻌﺐ أو ﻟﻠﻤﻮت .ﺗﺴﻤﺢ اﻟﺤﺒﺎل اﻟﺘﻲ
ﺗﺘﺪﻟﻰ ﻣﻦ اXﻋﻠﻰ ﻟﻄﺮح ﺗﻠﻚ اXﺳﺌﻠﺔ ،وﺑﻤﺠﺮد ﻋﻤﻠﻴﺔ ﺷﺪ
ﺧﻴﻂ ﻛﻠﻪ ﻳﺘﺤﺮك وﻳﻄﻴﺮ ،وﻳﺘﺤﻮل إﻟﻰ ﻫﻮاء ،إﻟﻰ ﺳﺮاب وﻛﺄﻧﻪ
ﻋﺎﻟﻢ وﻫﻤﻲ ،ﻛﺤﻠﻢ .ﻋﺎﻟﻢ ﻣﻦ ﺻﻨﻊ اﻟﺨﻴﺎل واﻟﻮاﻗﻊ أﻳﻀ،d
ﻛﺘﻮﺛﻴﻖ ﻟﻠﺤﻈﺔ ﺗُﺠﺎوز اﻟﺨﻴﺎل ﺣﻴﺚ ﻳﺨﺘﻠﻂ ﻓﻴﻬﺎ اﻟﺤﻘﻴﻘﻲ
ﺑﺎﻟﺨﺮاﻓﻲ .وﻋﻨﺪﻣﺎ ﻳﺸﻬﺪ اﻟﻤﻜﺎن اﻟﺨﺎرﺟﻲ دﻣﺎرا وﺗﻬﺪﻳﻤﺎ ﻓﺈﻧﻪ
ﻳﻜﻮن ﺑﺬﻟﻚ ﻣﺴﺒﺒﺎ ﻻﻧﻬﻴﺎر اﻟﻌﺎﻟﻢ اﻟﺪاﺧﻠﻲ واﻟﺨﺎرﺟﻲ ﻟ¯ﻧﺴﺎن،
ﻓﻴﺘﻮﻟﺪ ﺑﺬﻟﻚ ﺷﻌﻮر داﺧﻠﻲ ﻣﻨﺎﻫﺾ ﻟﻠﺒﻘﺎء ،ﻻ ﺑﺪ ﻣﻦ ﻓﻌﻞ
ﻳﻮﻣﻲ jﻟﻐﺎء اﻟﻤﻮت ،أو jﻇﻬﺎره ﺑﻄﺮﻳﻘﺔ داﺧﻠﻴﺔ ﻛﻤﺎ ﻫﻮ ﻓﻌﻞ
"اﻟﺘﻤﺸﻴﻂ" ﺑﺼﻮرة ﺷﺨﺼﻴﺔ jﻳﻤﺎن اﻟﺤﺎﺻﺒﺎﻧﻲ ،ﺣﻴﺚ ﻳﺼﺒﺢ
وﺟﻪ اﻟﻔﻨﺎﻧﺔ ﻣﻮﺿﻮﻋﺎ ﻟﻠﻌﻤﻞ ﻛﺄﺗﻮﺑﻮرﺗﺮﻳﻪ وﻣﻦ ﺧﻼﻟﻪ وﺣﺪه
ﻳﺘﻢ اﻟﺘﻌﺒﻴﺮ .ﻫﺬه اﻟﺼﻮرة ﻫﻲ ﻣﻦ ﻣﺠﻤﻮﻋﺔ ﻓﻮﺗﻮﻣﻮﻧﺘﺎج "أﻧﺎ"
) (2014وﻓﻌﻞ اﻟﺘﻤﺸﻴﻂ وﺗﺴﺮﻳﺢ اﻟﺸﻌﺮ ﻟﻪ ﻋﻼﻗﺔ ﺑﺎﻟﻤﻈﻬﺮ
اﻟﺨﺎرﺟﻲ ،ﻟﻜﻨﻪ ﻫﻨﺎ ﻳﺼﺒﺢ ﻓﻌ ً
ﻼ ذاﺗﻴ ،dوﻣﻦ ﺛﻢ ﻳﺼﺒﺢ اﻟﺘﺠﻤﻴﻞ
دﻻﻟﺔ ﻟﻼﻧﻬﻴﺎر واﻻﻧﻔﺠﺎر ،ﻓﺎﻟﻮﺟﻪ ﻣﻐﺮق ﺑﺎﻟﻐﺒﺎر ،واﻟﻐﺒﺎر ﻫﻮ
ﻣﻦ أﺣﺪ ﺳﻤﺎت اﻟﺪﻣﺎر ،واﻟﻬﺪم ﻳﺼﺒﺢ ﻫﻨﺎ داﺧﻠﻴﺎ وﻳﺘﺮاﻛﻢ
ﻋﻠﻰ اﻟﻮﺟﻪ واﻟﺬاﻛﺮة ،ﺣﻴﺚ أن اﻟﻌﻴﻮن ﻗﺪ ُﻣﺴﺤﺖ ﻛﺮﻓﺾ
ﻟﻠﺮؤﻳﺔX ،ن اﻟﻮاﻗﻊ ﻻ ﻳﻤﻜﻦ ﻣﺸﺎﻫﺪﺗﻪ ،وﺣﻀﻮر اﻟﻌﻨﻜﺒﻮت
دﻻﻟﺔ ﻟﻠﻤﻮت .ﻳﺘﺤﻮل اﻟﻤﺸﻂ ذاﺗﻪ ﻓﻲ ﻋﻤﻞ آﺧﺮ ﻟﻠﺤﺎﺻﺒﺎﻧﻲ
Xﺑﺮ ﺷﺎﺋﻜﺔ .ﻓﻔﻲ اﻟﻈﺮوف اﻟﺘﻲ ﻳﺘﺤﻮل
ﻟﻌﻴﻨﻴﻦ ﺷﺎﺋﻜﺘﻴﻦ ٍ
ﻓﻴﻬﺎ اﻟﻤﻜﺎن اﻟﺨﺎرﺟﻲ إﻟﻰ ﻣﻜﺎن ﻗﺎﺗﻞ ،ﺗﺘﺤﻮل وﻇﻴﻔﺔ اXﺷﻴﺎء
اﻟﻌﺎدﻳﺔ اﻟﻴﻮﻣﻴﺔ إﻟﻰ وﻇﻴﻔﺔ أﺧﺮى ﻗﺪ ﺗﺴﺎﻫﻢ ﻓﻲ اﻟﻘﺘﻞ
أﻳﻀﺎ .إن ﻣﻮﺿﻮع ﻫﺬه اﻟﺼﻮر ذاﺗﻲ وﺧﺼﻮﺻﻲ ﺟﺪا ،ﻓﺎﻟﺬاﺗﻲ
واﻟﺸﺨﺼﻲ ﻳﺘﺤﻮل إﻟﻰ اﺧﺮ واﻟﻌﺎم وﻳﺼﺒﺢ ﺑﺬﻟﻚ ﺷﻬﺎدة
ﻟ¯ﻧﺴﺎن ،ﺷﻬﺎدة ﻟﻠﺰﻣﻦ.
ﺣﺎﻟﺔ اﻟﻮﺟﻪ وﻋﻼﻗﺘﻪ ﻣﻊ اﻟﺰﻣﻦ ﻫﻲ ﻣﻦ أﻫﻢ اﻟﻌﻨﺎﺻﺮ ،وﻣﺎ
ﻳﺘﻀﻤﻨﻪ ﻣﻦ وﻗﺖ ﺗﻨﻔﻴﺬ اﻟﻌﻤﻞ وزﻣﻦ ﻣﺸﺎﻫﺪ اﻟﻌﻤﻞ ،وﻣﻦ
ﺛﻢ اﻟﺰﻣﻦ اﻟﺬي ﻳﺪور داﺧﻞ اﻟﻌﻤﻞ اﻟﻔﻨﻲ .ﻋﻨﺪﻣﺎ ﻳﺘﺤﻮل اﻟﻮﺟﻪ

إﻟﻰ ﻫﻴﺌﺔ ﺛﻼﺛﻴﺔ اXﺑﻌﺎد ﻓﻲ ﻣﻨﺠﺰ ﻧﺤﺘﻲ وﻳﺼﺒﺢ "ﻣﺤﻨّﻄ"d
ﻫﻨﺎك ﻧﻮع ﻣﻦ ﺗﺨﻠﻴﺪ اﻟﻠﺤﻈﺔ ،ﻣﻦ ﺣﻔﻆ ﺣﺎﻟﺔ أﺑﺪﻳﺔ ﻟﻠﺸﻜﻞ،
ﻛﻤﻘﺎوﻣﺔ ﺿﺪ ﻫﺸﺎﺷﺔ اjﻧﺴﺎن وﺳﻬﻮﻟﺔ ﻓﻨﺎﺋﻪ .وﻫﻨﺎ ﻳﺘﺠﻠﻰ
اﻟﺘﺎرﻳﺦ اXﻛﺜﺮ ﻗﺪﻣ dﻣﻊ ﻃﻘﻮﺳﻪ اﻟﻤﺘﻌﻠﻘﺔ ﻛﻤﺎ ذﻛﺮﻧﺎ ﺑﻤﺴﺄﻟﺔ
اﻟﻐﻴﺎب ،ﺑﻤﺎ وراء اﻟﻮﺟﻮد .ﻣﻊ ﻣﺠﻤﻮﻋﺔ "ذاﻛﺮة" ) (2016ﻟﻨﻮر
ُ
ﺗﻨﺒﻌﺚ ﻛﻞ ﺗﻠﻚ اﻟﺘﺪاﻋﻴﺎت ﻣﻊ ﺣﻀﻮر اﻟﻮﺟﻪ ﻛﻨﻤﻮذج
ﻋﺴﻠﻴﺔ
ﻓﻨﻲ وﻛﻤﻔﻬﻮم ﻣﻌﺎﺻﺮ .اﻟﻤﻤﺘﻊ ﻓﻲ رؤﻳﺔ ﻫﺬا اﻟﻌﻤﻞ ﻫﻮ
اﻟﻌﺎﻟﻢ اﻟﺨﺎص اﻟﺬي ﻳﺤﻴﻂ ﺑﺎﻟﻤﻨﺤﻮﺗﺔ ،اﻟﻌﺎﻟﻢ اﻟﻤﺎدي اﻟﻔﻴﺰﻳﺎﺋﻲ،
وﻣﺎ ﻳﺼﻞ ﻟﻌﻴﻦ اﻟﻤﺘﻠﻘﻲ ﻣﻦ ازدواﺟﻴﺔ ﻧﺎﺗﺠﺔ ﻋﻦ اﻻﻧﺪﻣﺎج
ﺑﻴﻦ اﻟﻤﺎدﺗﻴﻦ اﻟﺴﺎﺋﻠﺔ واﻟﺼﻠﺒﺔ ،رﻏﻢ أن اﻟﻤﺎدﺗﻴﻦ "اﻟﺼﻠﺼﺎل
واﻟﺮﻳﺰﻳﻦ اﻟﺸﻔﺎف" ﻳﺘﺤﻮﻻن ﻣﻊ ﻓﻌﻞ اﻟﺘﻨﻔﻴﺬ اﻟﺘﺸﻜﻴﻠﻲ
إﻟﻰ ﺟﺴﻢ ﺻﻠﺐ ،إﻟﻰ ﻣﻨﺤﻮﺗﺔ ،ﻫﻨﺎك ﺧﺪاع ﺑﺼﺮي ﻧﺎﺗﺞ ﻋﻦ
ﻟﻌﺒﺔ اﻟﻀﻮء ﻓﻲ ﻓﻀﺎء اﻟﻌﻤﻞ .ﻳﺴﺒﺢ اﻟﻮﺟﻪ داﺧﻞ ﺷﻔﺎﻓﻴﺔ
ﻓﻀﺎء اﻟﻌﻤﻞ ،ﻣﻊ ﻋﻴﻮن ﻣﻐﻤﻀﺔ ،واﻟﺘﻲ ﻣﻦ ﺷﺄﻧﻬﺎ أن ﺗﻜﺜﻒ
اﻟﺘﻌﺒﻴﺮ ﻟﻴﺒﺤﺚ اﻟﺨﻴﺎل ﻋﻦ إﺟﺎﺑﺔ :اﻟﻤﻮت ،اﻟﻨﻮم ،اﻟﺤﻠﻢ ،اﻟﻤﺮض،
اﻟﺮاﺣﺔ؟ ﻛﺄن ﺗﻠﻚ اﻟﻌﻴﻮن اﻟﻜﺒﻴﺮة اﻟﻤﻔﺘﻮﺣﺔ ﻋﻠﻰ ﻣﺪار اﻟﺴﻨﻴﻦ
ﻓﻲ اﻟﺸﺮق ﻗﺪ اﺳﺘﺮاﺣﺖ ﻣﻊ ﻟﺤﻈﺔ إﻏﻼق اﻟﺠﻔﻨﻴﻦ ﺑﻤﻨﺤﻮﺗﺔ
ﻋﺴﻠﻴﺔ ،ﻟﻴﺨﻠﺪ اﻟﻮﺟﻪ ﺑﺪوره اﻟﻨﺎﺑﻊ ﻣﻦ اﻟﺬاﻛﺮة اﻟﺒﺼﺮﻳﺔ
واﻟﺒﺎﻃﻨﻴﺔ ،ﺳﺆال اﻟﻬﻮﻳﺔ ﻫﻨﺎ ﻏﻴﺮ ﻣﻬﻢ ،اﻧﻪ ﻟﻢ ﻳﻌﺪ ذاﻛﺮة
ﻓﺮدﻳﺔ ،ﻓﺎﻟﻮﺟﻪ أﺻﺒﺢ ذاﻛﺮة ﻟﻜﻞ اﻟﻮﺟﻮه.
ﻟﻦ ﻳﺴﻌﻨﺎ اﻟﺘﻄﺮق إﻟﻰ ﻛﻞ اﻟﻨﺘﺎج اﻟﻔﻨﻲ اﻟﺴﻮري اﻟﻤﻌﺎﺻﺮ
ﻣﻄﻮﻻ ،ﻟﻜﻦ
اﻟﻤﺮﺗﺒﻂ ﺑﺎﻟﻮﺟﻪ واﻟﺠﺴﺪ ،وﻗﺪ ﻳﺘﻄﻠﺐ ذﻟﻚ ﺑﺤﺜﺎ
ّ
اﻟﺴﻤﺔ اﻟﻌﺎﻣﺔ ﺗﺘﻤﺜﻞ ﻓﻲ اﺑﺘﻌﺎد ﻣﻌﻈﻢ اﻟﺘﺸﺨﻴﺼﺎت اﻟﺘﻲ
ﺗﻨﺎوﻟﻨﺎﻫﺎ ﻋﻦ اﻟﺒﻌﺪ اﻟﻮﺻﻔﻲ واﻟﻤﺴﺮﺣﻲ ،وﺗﻘﺪﻳﻢ اﻟﻮﺟﻪ
ﻋﻤﻮﻣﺎ ﺑﻬﻴﺌﺔ ﻣﻮاﺟﻬﺔ :وﺟﻬﺎ ﻟﻮﺟﻪ ﻣﻊ ﻋﻴﻦ اﻟﻨﺎﻇﺮ ﺣﻴﺚ أن
اﻟﻤﺸﺎﻫﺪ ﻳﻠﻌﺐ دورا أﺳﺎﺳﻴﺎ ﻓﻲ اﻟﻌﻤﻠﻴﺔ اjﺑﺪاﻋﻴﺔ وذﻟﻚ
ﻋﻦ ﻃﺮﻳﻖ رؤﻳﺔ اﻟﻌﻤﻞ اﻟﻔﻨﻲ واﻟﺘﻤﻌﻦ ﺑﻪ ﻋﻦ ﻗﺮب Xن ﻓﻌﻞ
اﻟﺮؤﻳﺔ ﻛﻤﺎ ﻳﻘﻮل ﺟﺎن ﺑﺮﺟﺮ "ﻟﻴﺲ ﻋﻔﻮﻳﺎ وﻃﺒﻴﻌﻴﺎ ﻛﻤﺎ ﻧﺘﺨﻴﻞ
اﻟﻌﺮف واﻟﻌﺎدة" واﻟﺘﺪرﻳﺐ :ﺗﺪرﻳﺐ اﻟﻌﻴﻦ ﺑﻤﺎ
وإﻧﻤﺎ ﻳﻌﺘﻤﺪ ﻋﻠﻰ ُ
ﻳﺘﻀﻤﻨﻪ ﻣﻦ ﻣﺘﻌﺔ اﻻﻛﺘﺸﺎف واﻟﻤﻔﺎﺟﺄة ﻣﻦ ﺧﻼل اﻛﺘﺸﺎف
ﺗﻔﺎﺻﻴﻞ اﻟﻌﻤﻞ اﻟﻔﻨﻲ اﻟﺘﻲ ﺗُﻈﻬﺮ ﻛﻴﻔﻴﺔ اﻟﺘﻨﻔﻴﺬ اﻟﺘﺸﻜﻴﻠﻲ
اﻟﻤﻌﺘَﻤﺪ ﻣﻦ ﻗﺒﻞ اﻟﻔﻨﺎن ،وذﻟﻚ ﻣﻦ ﺷﺄﻧﻪ ﺑﺄن ﻳﺤﻤﻠﻨﺎ إﻟﻰ
ُ
اﺳﺘﻘﺮاءات ﺗﺘﻌﻠﻖ ﺑﺎﻟﺮؤﻳﺔ اﻟﺘﻲ ﻻ ﺗﺘﺮﺟﻢ ﻟﻐﻮﻳﺎ أﺣﻴﺎﻧﺎ ،ﻓﺎﻟﺼﻮرة
واﻟﻜﻠﻤﺔ ﺗﻮأﻣﺎن وﻣﻦ اﻟﺨﻄﺄ اﻟﺨﻠﻂ ﺑﻴﻨﻬﻤﺎ ،وﻟﻜﻞ ﻣﻨﻬﻤﺎ
ﻏﺎﻳﺘﻪ .إن ﻣﺘﻌﺔ اﻟﺮؤﻳﺔ ﻫﻲ اﻟﺴﺒﻴﻞ اXوﺣﺪ إﻟﻰ اﻟﺼﻮرة.
د .ﻧﻐﻢ ﺣﺪﻳﻔﺔ،

