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he foct that every sighth Pokistoni hos been disploced by the floods tells us how vast and ferocious has been the scale of this
cotostrophe. The ort community hos responded with fundralsing with the sale of art to assist In relief work. Its second phase wlll
be the mammoth task of resettling them, which will need an equolly sustained effort over the coming months.

his tasve of BURTABY focuses on what has been called ‘the discontinuous state of being' of immigrant artists. For diasporic art, the
distance from the fringe 1o the mainstreom has taken half a century in UK. It began with Rasheed Araeen and his peers who, forced
by olienation, Inltiated o visval and written discourse to oddress racism and marginalization. Today his art has been acknowledged
by the prestigious Tate Modern and commercial galleries and auction houses have opened their doors to émigré artists.

Exomining this transnational art, writers from Bahrain, Teheran and Karachi present a perspective of the diasporic art as seen from
the country of origin. This has become particularly relevant as these artists have begun to confront social and political issues in their
country of origin ond act as its representative at international art events.

In Nukta-e-Nazar, Gemma Sharpe and one artist each of Pakistani and Bangladeshi origin examine the role of the local museums in
creating cultural sterectypes by failing to recognize the shifts regarding identity and race relations.

Two interpretations of a monumental work by Kiefer, Palm Sunday, has been included in this issue to provoke a debate on the validity
of multiple viewpoints in a culturally inclusive environment when the de-territorialization of discourse has begun to gain currency.

Readers will read in detail about two important art events. The Berlin Bienalle where art linked to personal and cultural memory has
found resonance with the audience. On the occasion of the mega Julian Schnabel Retrospective at the Art Gallery of Ontario, Edward

Rubin records an exclusive interview with the artist who talks about creative convergence of painting and film.
An Innovative portfolio that combines photography with digital design comes from artist/designer/photographer Marie Noelle Chatelian

who finds links between Toronto's architectural landmarks and elements from historical monuments. Seen for the first time in print, NUKTAART
would like to thank the artist for her generosity.

Among the two books reviewed here, one is the well illustrated biography of prominent architect and artist M A Ahed, which helps to
re-introduce his sensitive watercolor renderings to a new generation. The second book is Bolti Lakeeren, a young designer's project that

employs art to articulate social change.

As NUUTRART visits Saquib and Nadia Hanif, it finds an art collection that acknowledges both personal relationships and professional
brilliance. Their strong affinity with some of the artists has led to the acquisition of true gems of their works, particularly of Mussarat

Mirza - the Sukkur-based artist.

Researcher Khurrum Ali Shafique brings to light a relatively unknown contribution of the chocolate hero of Pakistani cinema, Waheed
Murad. His challenging experiments in film that went largely unnoticed because they were ahead of their time are central to the essay.
Particularly in his film Ishara that with his direction, explored the literary technique 'stream of consciousness' to connect with audiences

at a level that transcended the conventional narrative.

Diasporic artists as the new favorites of Western curators have gained visibility at art biennales and shows in international galleries
and museums and since their oeuvre represents the contested space between an authentic discourse and a mediated one that sometimes

marginalize artists whose art practice is linked to grassroots issues within their country, it merits a special debate. It is hoped that the

arguments presented from both sides in NUUTAART will extend the discussion for a better understanding of its layered complexities.

Niilofur Farrukh
Editor

Rumana Husain Amra Ali
Senior Editor Senior Editor
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"Mazaar,Bazaar" can be likened to a richly woven tapestry. Its
subtle hues and myriad designs and motifs, constantly surprises
and enriches our visual journey. Indeed this book parallels a
journey into the history of our country, our past and most
interestingly the references which we see but yet do not see,
never having understood their significance or their weighty place
in our visual vocabulary.

Saima Zaidi's labor of love has enriched us and posed many a
question. Edited and extensively researched and collated, Zaidi
has brought together diverse writers to give us their insights in
this remarkable visual journey. The Zahoor ul Akhlaque Gallery
at the National College of Arts organized a seminar and an
exhibition around this book in April 2010, where Dr. Ayesha
Jalal, Durriya Kazi and Quddus Mirza read papers, which not
only explored the ideas in this book further but also demanded
a significant dialogue to be held, wherein questions of identity,
nationhood, our colonial heritage and what the actual nature of
popular art is in Pakistan, can be extensively discussed.

What emerges from these pages is an undeniable visual narrative
that is completely tied into the political saga of Pakistan. An
example is the Pakola drink, from the 1950's; emerging on the
beverage scene, it is no accident that it is bottled in clear glass,
and is bright green in color. It underlined the new country's
need to separately identify itself from India, it is green like the
color of the new flag, and it is therefore claiming in none too
subtle a language that it is the drink to drink in the new state of
Pakistan.

In the article contributed by Rubina Saigol and Adil Salahuddin,
"Signs of the Times - A Pictorial History of Pakistan through
Postage Stamps"; undetlines our innate need to believe Pakistan

has existed forever; we have stamp series of "Pioneers of
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Amber Sami,
Phoolon Ki
Cheadar,
diamond
pattern
wood frome,
(studded on
oasis) with
approx.
12,000 local
red roses,
427 x 305
cm, 2010

Freedom" which show portraits of Tipu Sultan, Sir Syed Ahmed
Khan, Sher Shah Suri and Amir Temur. Their inclusion on an
item like a postage stamp meant the automatic and easy
proliferation of the idea and rightness of Pakistan's place in the
nature of things. In other words in God's/ Allah's grand scheme,
Pakistan was always meant to be, sanctioned by the portraits of
the above mentioned luminaries.

From gaudy billboards which grab your attention to friezes in
black stone, detailing the life of the Buddha, visual storytelling
has always played a center-stage role in our history. We -see the
lotus flower symbolizing fertility and affluence in Candhara art,
its later transition into rich patterns of foliage in Miniature
painting dating to the Mughal Period, continuing in this traditional
ar-t form, but emerging now in the works of Khadim Ali and
Aisha I\?ha.lid as threatening, ambiguous but certainly not simply
decorative. The aqua green packaging of Tibet Talc‘um Powder.
not only shows a beautiful woman garlanded in flowers, but ,
perh}a}ns even unconsciously is drawing on an earlier vis:ml
tradition; that developed under the Mughal Emperor Jehangir;
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Mazaar, Bazaar

denotes the
sport of kings,
therchy
signaling power
and glory, the
Khyber
Gareway, refers

to successful
Muslim
invasions of the
subcontinent,
dating to 712
A.D, the arrival
of Muhammad
bin Qasim, in
Sindh; which
Pakistani history
books assure us,

Anwar Saeed, Angels putting the soul of man
back into his body, acrylic and oil on wood, 1996

is the date of the advent of Islam in Pakistan.

The questions raised by the papers read at the Seminar at NCA,
range from speaking, writing and creating in ways and languages
the West will recognize and therefore eventually applaud. This,
as mentioned by Durriya Kazi, stems from our colonized history,
which still shadows all creative processes. To succeed we have
to have arrived in terms, images, prizes, etc that the West has
developed and recognizes. Referring to the erudite and humane
philosophy of the Sindhi poet Sheikh Ayaz, Kazi underlines the
point that in diversity and the ability to be different, lies strength.
We have to embrace and understand our fractured past, in order
to create meaningful words and pictures of relevance. Dr, Jalal
brought to the fore, ideas of nationhood which to stand firm
have to recognize what we owe to the influx of other cultures.
The fragmentation inherent in the play of power in Pakistan is
more honestly represented in this collection of images that lead
us from era to era than in a history textbook. The theme of
difference being something to celebrate rather than be ashamed
of, was touched upon. Constructive dialogues between the
practitioners of art and writers of history and literature are sorely
in need of taking place, in ordet to push the parameters of this
essential dialogue further,

The links with popular imagery, which were explored by Quddus

Mirza ranged from what the cognoscenti have decided is "Popular
Art" and the reality of the same, simply being perceived by the
greater viewing public, as information. That is to say, the image
of a truck painted with the Bwrag and General Ayub Khan,
denortes religious righteousness and political power when it is
viewed by an art historian, but is also simply seen as a design
dating from the 1960's, the era associated with Ayub, However
herein lies an area of danger. Many creative minds are clever
enough to pick up these popular images, be they flower chadars,
which we visually and historically connect to shrines and death,
plaster minarets sitting atop madrasah gates or mosques, or more
creatively, pink, metal casts of Minar-e-Pakistan studded with
gems, or simply the seats from a minivan, decorated in plastic
paisleys, recalling Kashmiri shawls and silver work. Because their
relevance has not actively been studied, these images will remain
quick fix art pieces, memorable for a day, then no more. The
purpose in creating an exhibition devoted to the culture of the
popular as seen in bazaars and mazaars, was not to transplant
stuff from the streets into a gallery space, thereby bestowing
upon the "stuff" a relevance and weight which would ordinarily
not be given them. This recalls Duchamp's poke in the eye to
the museum culture with his "urinal". Surely what the exhibition
sought to showcase, were works stemming naturally from this
culture, as scen in Anwar Saeed's painting, Situated next to a
poster from a Shia shrine, it completed the circle of information
and inspiration. Atif Khan's "Carpet" made from thousands of
stamps, also was a nod in the right direction, whereby craft was
elevated into the creative process. The exhibition could have
been more erudite and rewarding in visual connections, to
perpetuate and understand the wealth of information and
thoughts in "Mazaar, Bazaar".

Laila Rahman

Laila Rahman is a painter and printmaker. She is an Associate Professor of
Fine Arts at the National College of Arts, Lahore. She holds a Master's in
Printmaking from the Slade School of Fine Art, London ond Advanced Diploma
in Painting from St. Martin's College of Art and Design, London. Her work
is in permanent collections of the House of Commons Collection, London and
in the V&A Museum, as well as the Bradford Art Galleries, UK. She has
contributed papers to various seminars and is also a freelance writer for
local publications. In 2010 she was awarded a Fulbright Schelarship to
pursue research and studio practice at the School of the Museum of Fine
Arts, Boston, USA.
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£ PERSPECTIVE

it may be argued that the past is a country, from which we have all immigrated, that ifs loss is part of our

common humanity

- Salman Rushdie

In trying 1o understand the multiple (and fragmented) locations
of artists from Pakistan, it is necessary to look at the nature and
role of the multiple identities shaped by their location; the
distance between these locations; the relationship of the diasporic
artist to home, and the location of home/s, whether within its
physical geography or perceived as a state of mind. It is not my
intention to present a survey of individuals and groups that
comprise the diaspora (That list is too large with issues that can
only be partially identified in this space); but to reflect on some
of the issues, interrelationships and emerging characteristics
within the dynamics mentioned above,

A Ok

In today's globalized dynamics of change, there is growing focus
on networking towards inclusion in international forum-s such
as Biennials, auction houses, residencies, museums, virtual siteg
etc., creating a closer sharing of values and turf between the
Pakistani artist who has migrated to North America, for example
and one who lives in Pakistan and shows internationally, A th:.j
same time, there is a considerable physical distance, n(_;t to

mention the cultural and historical disconnect between the

. . s )
diasporic artist's new home and one that has been left behing

As the distance back becomes part memory, part nostalgia

2 3 ~ aEs'4, ere

is a growing gap between the concerns of the two, Althe h
A < - Althoug

the social dynamics within the country o home ¥

left behing

continues to evolve, it is not static as s often perce

= A i‘\’(’d or
revisited in recall.
‘This evolution is also marked by Tuptures within

. accelerated
the growth of consumer markets in Pakistan . by

f

1
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criteria is to engage the artist internationally. Sales at home are
often a reflection of prices fetched abroad. One symptom of
this is the disparity in prices (and hence the value) between
younger artists and established artists. Artists from the older
generation, like Meher Afroz, Mussarat Mirza or Nahid Raza,
for example, are still selling at a much lower price compared to
the new stars, barely ten years out of art school.

Amid the many strands of art practices in Pakistan, one is of

the artist who practices and shows primarily in Pakistan, speals
a language that is elusive. For example, Karachi based Summsfi
Durrani's body of work on canvas, I'rfan-e-Sarmust, Shabab+-
Saguib, and Rukh-e-) lustafa, does not translate into an accessib
language, because of the lack of its conceptual and phﬂOWPm"l
Proximity to the current discourses, even within Pakistan. At
the recent exhibition of her work at Chawkandi Art, Kand¥
(2010), the continuous audio recording of the talbiyab, Allsh

Humma 1 akq Labaik, recited by Muslim pilgrims during H#:

created considerable unease in the gallery audience. Jto
Some to the degree that it was at times turned off, s0 [hal#
audiences' entry to the we otk could be eased through the funiB
of the visual, possibly for commercial purposes. Clearty, ¢
awork from jts ¢ ntext and mtervening in the intent and
distorted. The sacred space that W
wants to claim jg an innovative intervention. the ft g,[k:ﬂ

ang lth 1 |c -
@ er kind of sacred space that reflects the con
4K1stang . .
AN society and disparity between the artist, pﬂﬂ"

the artist's Voice is

[
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he resistance that Sumay § Jf
itterent kind

There is resonance in ¢ o
o elicit, ¢
,to a 3
d of resistance that 18 § g

Meher Afrg
iz, Gufﬁ'sﬁun H r,
Umara, graphite and acrylic on Reeves, 1525 % 2
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EPart, these e srmets worked in K arsch during the early 90w,
tenchung m the same 0y sohowsl Samana’s o sense of alienation

) I
0 Palistan sghvt have deiven her 1o North Amenca, but there

o, there has been 4 strong sense of uncase in the work,

Comang from both the inner self and a reaction o the outside

She war able 1o translate her inner conflict to that of the

disdocatod, in s pemetual state of Impermanence

The animated

Sumaya Durrani, Rukh-o-Mu:fafa[PBUH), mixed media, 213x152 cm, 2008

figures in her initial 2D drawings, part human part other,

morphed into awkward 3D creatures; then dissolved, reappearing
as mappings, in work created with tape, which too altered or
stripped with time. Translation being a key

issue here, the work
exists only as memory,

through documentation,

In the context of V § Naipaul's The House of Mr Biswas, Homi
Bhaba critiques: *The homes that Biswas builds are destroyed,
which suggest the diasporic predicament of temporariness, of
fot permanently arriving, When he has ac

(against heavy 0dds), he dies'. In discus
Nandan writes about

hieved his goals,
sing Naipaul, Kavita
the 'longing for certain whole states of
being' which is aware that 'such authenticity has been ruptured
by the history of colonialism' and 'that it is impo
to any pure cultural and historical origin and /
She notes that "Naipaul's anti hybrid stance is
anticolonial critique.. -pointing to the resistance
colonized subject of his fragmented reali

term "wound" used as a metaphor in Naipaul's writing, (17§,
Naipaul: a diapsoric vision, Kapita Nandan. Journa/ of Caribbean

literatures, spring 2008. Buet- The CBS interactipe business network,
?2)
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ssible to return
or wholeness',
part of his

of the diasporic
ty'; identifying the

Mansurt's evolution, cities/sites of destruction, put together
piece by piece by the artist, despite the urgency to discard its
own creation, into something else, is only able to retain
tragments. The wholeness is in the consistency of ‘h’c”mim"i"f’
Ilcrr new work, imagined her studio, on one level embraces
the reality of loss (identity, dignity, nationhood), it critiques
the politics of Western power (read US), through the media

manipulation on war and terror. Creating a distance by allowing
only an aerial view
of these sites, the
artist plays the
oppressed, the
oppressor and the
intcrmedjary,
hovering as a drone
would, over the sites

Sumaya Durrani,
Rukh-e-Mustafa(PBUH)
(detail), mixed media,
213x152 cm, 2008

of destruction of
her own creation.
"Through mimicry,
the colonized
undermines the
colonizer's power,
because although the
colonized is similar,
he is still different’,
argues Bhabha about
the character of
Ralph Singh in
Naipaul's Mimic Men,
- the empty Marabar caves will
and confound us, for they address the

St ourselves and others'. (p. 119-120).

The obscurity of both Durrani and Mansuri's narratives makes
it difficult for the curator,

against the backdrop of
I

Nanda refers to Naipaul: ',
continue to terrify

divides in us, again

gallery or the critic to 'slot' the artist,
a regurgitated discourse, on terror /
slam that is imposed from outside their lived realities.
Access for artists of Pakistan origin can come from a familiar
conceptual aesthetics, in which cultural translation is not a
barrier. Bani Abidi lives between New Delhi and Lahore; hers
is a different tier of art practice, part of a larger community
of artists in cross cultural dialogue. Abidi's early video work
Was specific to the Indo-Pak socio-politics, but her recent
digital prints of road barriers which showed in Pakistan and
toured internationally, were alsc bought by the MOMA (Lies
of Control, 2009, VM Gallery, Karachi, courtesy Green
Cardamom). These digital prints, of different barriers used in
front of embassies of high security zones in Pakistan, are easily
recognizable because of their global approach to terror politics.
However, the work also opens Up questions of self-

fepresentation, an issue similar to alot of miniature work being



shown internationally and in the diaspora. The lines between
whose culture, whose terror, colonialism and post colonialism
are blurred here. This is one meeting point of the many locales
of Pakistani artists

The reinforcement of stereotypes through regungitated imagery,
such as that of the veil, is another mecting point for the

diasporic artist and artists in Pakistan showing internationally.
It is 2 problematic area, with subtleties and degrees of variation
in approaches, multiple viewing points and audiences. In
another vein, Toronto based Sylvat Aziz's body of digital prints
Mather of all Posteards, has been the first recent purchase of
work of an artist of Pakistani origin by the ROM (Royal
Ontario Museum), Canada. Magnifying the 'local' through
arches, minarets, and other architectural elements juxtaposed
with colorful shots of laborers (from visits to Pakistan), it
provides ample margin for debate on the nature and relationship
of voyeurism and gaze of the artist to her country of origin,
and to the nature of institutional markets where it sells.

The seduction of similar imagery also hits one in the recent
work of Australia based miniaturist Nusra Latif Qureshi. For
the concept of The Invisible Gun, (Chawkandi Art, Karachi,
2009), the artist writes: "The images of European colonial and
older furniture, refetring to the modifications in everyday living,
as well as to the change in the thought of locals about their
own age old beliefs and mannerisms during British colonization”.
When work is transported to a Pakistani audience from

ESSAY

clsewhere, and the primary audience is international, a certain
degree of distancing is integral to the work; the use of the
words, "local” and "their” imply separation. The need 1o identify
colonialism as British seems like simplistic first lessons in
history to an uninitiated audience, whereas the discourse at
home has moved far beyond. This is only one reading though,

and the work may carry other narratives that are not understood

Samina Mansuri, Enigma, paperday,
20" (h) x 42" (1) x 15" (w), 2004,
Installation.

Photo: Offthemapgallery,

Toronto Canada

Bani Abidi, Securities Barriers A-1, 12 digital
prints, 30cm X42cm each, 2008

copyright the artist, courtesy VM Gallery &
Green Cardamom

from where it is read

now. The
understanding of the
nature or diversity of
international audiences
is also necessary to
read such work in its
entirety.

Similarly, Hamra Abbas' engagement (earlier based in Berlin,
and now living between Boston and Islamabad) has been with
the politics of power and colonialism, but she confronts it by
linking contradictions of time, place and culture. In God Grows
on Trees (2008), for example, she uses the provocative reference
to the "training" of children in Pakistani madrassabs. Portraits
of 99 children photographed on visits to Pakistan, this is a
critique on the ambiguity and duality on the nature of her
subjects; between innocence, spirituality, militancy, and her
own sense of identity. Another reading of the work suggests
the fascination with the subjects in the madrassahs to those
of 18th century orientalist painters' fascination with the harem.

*55




Bhabh, DOtes that this erosion of cultural disunctiveness (of
place) and the loss oof termtonal desunciveness also leads o a
Culture of doulx and confusion, and for new, often contradictory
and uncxpectod meanings to emerge in the work. (Related work

on her webate hetp:/ /www hamraabbas com/category / work

US based Shahzia Stkander, also mained in miniature art from
the NCA (National College of Arts) Lahore has used the miniature
1o contront, rather than seduce her new audiences abroad (or

perhaps her magery seduces, and then confronts). In the context

of an carly work Whe's |'aied Amymn? (1979), Shahzia speaks of

Shohzia Sikander, Who's Vi Anyway?, vegetable color, dry pigment,

watercolor, tea, 345.4 x 264.2 em, 1997
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of describing somebody by people who have less mfﬂrmaunn

about another culture and with it, can be judgmental or biased,
N

That is the duality of the utle of this work'.

(redstudio.moma.org/interviews/shahzia.html)

Jason Cruz, in his critique of Salman Rushdie's writings Death,
Mutation and Rebirth cites the theme of duality and fragmentation
as woven in Rushdic's works. He writes: the duality and eventug)
fusion is mirrored in his migrant protagonists. The identity of
the migrant is such that he is torn in two opposing directions, I
all of his novels the protagonists have alter €gos, or what Jung
would refer to as shadow figures. In Midnight's Children
the introspective prophet is paired with the
Machiavellian Shiva. (Essays on Imaginary Homelands,
Granta, 1991).

US based Khalil Chishtee bestows the ordinary toxic
garbage bag with qualities of a higher reality (spiritual,
psychological?), hence dealing with the contradictions
/ dualities of home and ownership. The cynicism of
his vocabulary submits to the permanency of not
belonging, of detaching to the limit of not being. One
asks if the bodies of Chishtee's subjects are really
devoid of a physicality or gender, and are mere thoughts,
perhaps apparitions. Figures, often in groups, are in
some sort of a transition, reminding one of Jean
Francois Lyotard's notions of thought existing without
a body or a permanent home. The artist claims that
he has no home, this negation reflected in the disposable
nature of his medium; the fragility of the self is
translated into his form. Negation is double edged: it

is as much to boundaries of nation, as it is to the place
of migration.

Writes Chishtee in a recent email correspondence with
me: "Moving out of Pakistan made me realize many
things about this idea behind patriotic belief system;
instead of connecting to mankind, we are trained /
conditioned to connect to the nation, religion or culture,
and to me that is the very basis of being violent. After
I'moved to the US in 2002, instead of becoming
American, I became human, Later, I realized how tiny
we become when we cling onto one definition or label

Home for me is a trap - a selfish place where I see
nothing other than my pride, ego and desire. By saying
so Iam not denying my long past associated with
Pakistan, but I am acknowledging the importance of
love that I have for the same place, and that love is

not based on any kind of nostalgic, patriotic belief
systems,"

Interesting is Chishtee's reference to Mirza Ghalib's
aakbhir iss dard ki dawa. .. opening a window to the past, that lives
within. This verse, from the Sufi poer's, Dyl Naadan, reads dil
naadan tushe hune #ya bai (oh naive heart, what has befallen you),
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Latif, Some Old Things, mixed media on illustration board,
::::\upmi 28em X21em, 2009

kbir iss dard ki dawa kya bai? (What is the remedy for this pain?),
aakhir 1. E

Even though Sufism is about the submiss'u.m m» God, the libera]
artist, like the liberal poet, refers to the pain O.f Wﬂrldl): love,
The poet's subversion addresses the creator: Jab teray /}.m koee
nabee hai maujood (when there is no one bcsidt‘s‘ youin this world),
phir yeh hangama, ai khuda kiya hai? (then oh God, wh

at is all this
commotion). Transporting the meaning

of dard (pain) from the
19th century poet, Chishtee's reference could also be read into

the exodus from India to Pakistan; the personal transfo
e § e
the universal, just as Rushdie's ) lidnight's Childye
to g

hour of India's division.

rming

1 refers to the

The level of visibility gained by the Pakistan; diasporic artists,

however, barely exists, even on the periphery of the dominant
OW ] ’ A = ~

, In Kasse], Germay

issue was ...to dissociate from its (_Mndcmism's)
issue was ...

discourse. At the Documenta 12 1, the 'core
failures, g

. - - ) ~ -
confront its connection to colonialism' Curators Ruth Noack

4

\ % ’ \ .
HOW COULD ONE PAINT A SELF-PORTRAIT! »

: i Visible',
Rasheed Araeen, From his Biography, 'Making Myself Vis
1979, (Kalapress - London 1984 )

and Roger Brugel, in their cur
migration of form,

time and medj

.
atorial concept, referred to th;
as a traceable movement through gcogﬁpm
a'. The evolution of Modernity in Pakistan lsq
aspect of undcr.\'tunding the link between the pas

: ¢ 10
: L ‘ el as its link
and present in ary Practices in Pakistan, as well as
colonialism anc

importum

- h
: h ferences for Suc
1 modernism_ Curatornial preferences

also ©©
~rstand of alst
mega events do not extend themselves to understan
;lcl\'nn\\'ludgc the integrity of different modernisms.
e _ : an Qureshi.
At the Venice Biennial, 2(x 9, Aisha Khalid, Imran Q =
- . I -d 1n a Sp2
Khadim Aj; and Nusra I_aif Qureshi were grouped i
. ] W E
Peripheral to the rest of the exhibits, 1 sgether with I

goft
The show wigh its emphasis on the mterp
art and crafy practices
y

- ‘u*’
Artin a nare "W tramework, apart fro
MOre in compm, )

: Niofef
1with South Asia than Wiest Asia doe
Farrukp, (Nukty

Afghani artists,
of tradit nal
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US. Reading from a wider k Editor of the Third Text, modernity such as Rasheed Aracen; Dr. Akbar N

Rasheed Aracen, angucs: "What we face today 1s not colomalism, of Shemaza or the late Manum H

byt its legacies 'hli“ the world de pendent on the political, artist as she was part of the Lahore Circ t

cconomic and cultural models of modemity developed in the Shemza's career closely. For new meanings to be «

West for its own interest’. But he has also talked about the from Shemaza's art, or other arusts who proncered the
need to engage with the dominant discourse, through a system engagement with modernity, it is essential to have 2 mon
of communication that can recognize ‘some kind of a trans cohesive historical perspective of the art, in the context th

national identity of Asia.' (Editor's note, Rasheed Araeen,

Third Text Asia, issue 1,

The resistance that
Aracen offers in the face
of 'the growing global
power of the West,
reinforcing the legacy of
colonialism’ may be
idealistic at a point when
the mechanisms that can
allow access to this
dissent, are being
negated. The indigenous
voices that are
embedded, sometimes,
cross disciplines, are
therefore not
accommodated within
contemporary artistic
practices, because there
is no room for them to
be translated due to their
non-capitalist or anti-
capitalist natures. The
critical engagement of art
writers / curators could
be deceived especially
when there is an unclear
line between the
colonizer and the
colonized, and they too
become players in the
networks that support

neo colonial ideas.

One of the more
problematic areas is the
gaps created in curatorial
practices that do not

convey the wider

it was created. In the same way, contemporary readings of Ne

spring 2008 Miniature have to go bevond the packaging of 1t

VICWCI. .

Khalil Chishtee, Dreaming of Dreaming, Installation detail, 2010 - Esplanade Singapore
photo credit- The Esplanade Co. Ltd.photo by Ken Cheong




Film

by Khurram Ali Shafique
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eed Murad

"And he sets his mind to unknown arts”. Ovid wrote it in Latin, James

Joyce cited it as epigram of his famous novel, A Portrait of the Arfist
as a Young Man (1914-16), and | am using the English translation for
describing Waheed Murad (1938-1 983).



iven the nature of its content, u good w

novel and the stream of consclousness technigue

¥

Hence | am now on the
Wikipedia page about the novel,
The link to Spark Notes gives
me that handy definition which
I need to share, "stream of
consciousness, a stylistic form in
which written prose seeks to
represent the characters' stream
of inner thoughts and
perceptions rather than render
these characters from an
objective, external perspective,”
Waheed replaced "written prose”
with movie and sought to
represent a combined "stream of
inner thoughts and perceptions”
of two characters: he and the
viewer,

The film begins with the subjective camera moving into a strect
and a voice-over welcomes the viewer, Thus it gets established
that what you see is what passes through the stream of your
"inner thoughts and perceptions” while you watch the movie,
This also makes you the main character in the story, which
now becomes a story about your exploration of a new world,

and the world is the movie you have entered.

A second character is introduced almost simultaneously, 1t is
the welcoming voice, "Mera naam Amir bai. " ("My name 18

Amir. .., The voice tells you that he lives on that street, and
000 you are taken to the room where Amir is painting pictures,

The voice bele ngs 1o him, which is Waheed himself in the role
OF an aspiring painter who has good taste but is also passionate
about feedback from the un-initiated, Three lirde children from
the neighborhood are shown watching him making the pantng,
Ut of which the first child likes it, while others do not. Now,
" may become clear that the street in the opening shot

"presented the world of cinema, the room is the mind of

Xak i {
Yaheed Murad and the pictures ire metaphot for movies (in
"du, both are called fsmer), Three little children are the entire

N | Lt » -
e of feedback you may offer about the "preture (¥ ad
t. don't like

& :
1"} that is being made in front of you: like |

Tt dishikg essentially premarure right

i, bui your feedback s

Waheed Murad as the artist Amir In lshara (1949)

Fiim

ay of beginning the present article would be to remind the reader about Joyee's

. : i used, and then o show how Walec o translated the literary rechnigue
in cinema, with a different purpose, This is seen in Lihara (1969)

s an Urdu movie weltten, produced and directed by him

fnow because you are new o this
world and are vet 1o understand its
ways, just like those ehildren (be any
of them or all of them, they are
depleted as your alter egos),

*

1 would have liked o write here what
happens in the story bur Wikipedia
has distracted me with the term
bildungsroman, "The bildungsroman
(German: "frmaton soel") is a genre
of the novel which focuses on the
psychological and moral growth of
the protagonist from youth o
adulthood,” says \X tkipedia, "The

birth of the bildungsroman is

normally dared to the publication of
Goethe's The f:,‘f!\!r-:’;."-!;-,'\,‘ | ' .
Meister in 1795-96," However, a famous carlicr example is the
Arabic romance Hayy ibn Yagdban, named by its 11th century
writer Ibn Tufail after a Persian story by Bu Ali Ibn Sina
(Avicenna) of a century earlier. 1ho Sina's story was about an
old sage instructing the young reader about the mysteries of
the universe - active intellect informing the rational human
soul. Tha Tufal's story is about an abandoned chilkd erow \ne

up to maturity through inguiry and reasoning

Ishara is a COMINg of age story, but it is the vie WOT Who gronws

up as he/she enters the world of the artist as a new bom. Seex

oneself as one (or all) of three littde children this is ol

LU |
by the artist falling in love with Aliva, & college snudent 1
not impaossible for the viewers to denrify themselves wit)
Aliva at this point: in real Bfe, it was the name of die Bk

nfant daughter, born around this time. The poer Allama o

:

W 3TER T

used the name ot s son ]l\';i W POPIesent posie iy

usedd the name of his daughter s a metaphar for the ney
EEOCTANON, &S he nstructed them about myvsteries us ks

old sage ol Avicenna s stony, transtorming thom Freviny o

children of the tirst scene 1o the college student of -
Spary

Ihe instruction is offered, and the story old. dhs

of mner |||.u,w_1u‘- .ilhi]\'\.ll‘hn\- that T A ey
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hing & movie ITom the

the imagmnation of & views whale watt

mainstream cinema, especially from Indo-Pakistan. Destiny
intervenes and the aspiring artist gets noticed by a woman who
is young, rich and single. Reshma falls in love but Amir's heart
and soul belong to Aliya. Hence Reshma probably represents
the artist's contemporaries who help him gain recognition but
the artist remains committed to generations that shall come
later ("I am the Voice of the Poet of Tomorrow," said Igbal.
"Turning away from my contemporaries, I have a word to
share with the new generation"). Posterity shall return the
artist's love, but may have its own issues to sort out first: Aliva
is under obligation to marry Ishrat, the son of her aunt a.nci
guardian. Of course, destiny intervenes again in the end and
things get sorted out as they should be - but what is that about?

*

In presenting Ishara, Waheed relied exclusively on stock items
of mainstream cinema but he managed to make some pertinent
statements. Foremost among these was his theory of art. In
A Portrait, Joyce's protagonist had famously viewed family,
nation and religion as constraints. Around the very same time,
in 1915, Igbal offered a different view of art in 'Secrets of the
Self (Asrar-i-Khudi), where family, nation and religion worked
as catalysts for the artist. In Ishara, the artist belongs distinctively
to this school of thought. :

His first song is a hymn in praise of the Almighty, who has

[N =]
| -]

ENTRRER I

r k
on all who share the artsts world. While

made desuny smile
singing and dancing

(with abundant allusions
to well-known moves of
Waheed from his other
movies), he pulls
together the entire range
of society from burga-
clad women to girls in
high fashion (teddy
shalwars), and from the
roadside worker to men
in formal suites. Bringing
them together in pairs
from three successive
generations of children,
youth and seniors, he
makes them dance in a
circle around him while
he revolves, not very
unlike a whitling dervish,
in the centre. Gradually,
he moves out, but the
circle keeps revolving
("Nations are born in the
hearts of the poets,” says Igbal. "They prosper and die in the
hands of politicians").

This is a portrait of the artist as a force that binds together
diverse schools and classes in ecstasy and joy. The poetics of
this artist is summarized in his advice to friend and neighbor
Bezaar, the penniless but proud maestro of classical music.
"Times have moved on," says Amir. "People shall keep running
away from you unless you sing to the tune of Time. There is
nothing wrong with your music but very few people can
understand this type of music. In my humble opinion, keep

pace with Time, and truly there is none like you in the whole
world."

Bezaar happens to be an epitome of the Joyce-like artist who
seeks isolation. Amir's advice leads him int;) a fantasy where
he sees himself on the stage of a night club, singing a pop
song and performing like Fred Astair (and parodying Shammi
Kapoor), while all the musicians of the orchestra are his own
clones (played by the same actor). He feels irritated when they
80 on praising him senselessly ("Wabh bbai wah wab, wab bbai
wab wab...") but gets upset again when they stop. |
How (-:liffere‘nt is the inner world of this artist from what we
;::\f :: rtlhc ‘\\:hct‘d/ :Wr school of thought! In this comparison,
£ I:ls etween hjgl'_x and popular, classical or pop, Of

al and modern forms of art become secondary. The

e e it



real critenon 18 how an artier o

mnects with the people, and

whether of not they have a place in the ariss innes w whd (the
chtist yournal whete Jovee's novel was firw published was called
quite appropnatcly, The o)

Needless to say, names are symbolic. The name Amir comes
from the same root as the Arabic words for culture and
cvilizanon, architecture and society. Moreover, it was the
surname of Qais (the legendary lover better known as Majnun),
Aliya literally means the Exalted, and as the real-ife name of
the filmmaker's infant daughter it symbolizes posterity. Bezaar
means “Fed Up", Reshma has connotations of silk, while Ishrat
means luxury. In choosing Amir instead of Ishrat, destiny has
preferred culture and civilization over luxury for Aliya but her
guardian, despite being a well-wisher, is in conflict with the
vouth's destiny.

A cliché in most other mainstream films, destiny becomes a
powerful motif in Ishara and is personified in full bloom in
the final fantasy of the artist. In the beginning we had entered
a black and white movie but in the very last reel, when the
arust realizes that he cannot be united with Aliya and goes
into fantasy, the film turns into color: while the mind of the
artist was presented in black and white, his imagination is
shown in color - imagination is so much more colorful and
possibly also more important. A troupe of mysterious dancers
leads Amir into a park. Standing on a lower plane, he finds
himself in the presence of Aliya who stands on a higher plane.
A chorus of eight dancers accompanies each of them, bringing
the total number of people on each sphere to nine, which is
identical with the number of stairs between the two planes.
"My love, do not be sad,” says Amir as he begins the song,
"You stand on one side, I on the other and the insensitive
Time between us." Ascending the nine steps, he moves over
to the other plane but the mysterious dancers drag Alj_va.away
and out of the park. The gate closes on Amir, leaving him
trapped inside.
After this grand vision of destiny, Amir returns from fantasy
and back into his real world where things get sorted out i
miraculously: Ishrat after learning the truth dramatically umt_cs
the lovers, who fly off to Islamabad, never to be parted again.
Although the artist has come out of his fantasy, the film never
returns to black and white, and ends in color. So, is the happy
ending occurring in real or is it part of the fantasy t00? Cz%n
itbe a current which, although unknown to us, is always ﬂ(.::'mg
beneath our "stream of inner thoughts and perceptions 2

*
swers whenever 1 raise them

These questions draw diverse an I posted five

i my workshops and presentations. Recently, T
clips from the movie on my blog, Khburramsdesk.-bioggpor-co"":

FILA

the tollowing comments mas

how viewens approach the unususl wind p of thas mov

-
' The opcning SOQUENCT Was an arust s vison o

which realizes in this closing sequence, as here o

scemns to be helping the artst in realizing s dreams. Th

who once were seen singing and dancaing to thar ow

are now seen helping others. Consensus has taker Plac

and the artist’s vision for a better tomorrow has dawne

R "The film which started with black and white has endex

with color, With the color of his soul, Amir - the artist

Waheed Murad and Deeba were paired together in o number
of films, inchuding Ishora

The Chocolate Hero

grve the reader an sdeca abswat
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Waheed with co-star Nisho

succeeded in painting his outer world in colors. No one is

sad and everyone, including Ishrat and Reshma, support

Amir in achieving his desire. A society which makes its

decision with consensus achieves its desire and its goal."

B "The symmetry - complete with rich colors and light,
morning and night, and then the dramatic blacks - the
moonlight whites and shadows - all provide a grand design.

This backdrop provides a mirror sometimes and at other times
a frame for Amir's reflective and pre-occupied moments.
Against this design he moves alone and then back in touch
with others and the crowd. This design shows others'
movements away and toward him and him towards them."

*

It may be a good idea to provide some relevant biographical

information about Waheed Murad before ending this article,

His grandfather was Zahoor Ilahi Murad, a lawyer from Sialkot
and also an acquaintance of Igbal, according to the oral tradition
in the Murad family. Zahoor's son, Nisar Murad, was born in
Sialkot in 1915, the same year when Joyce finished serializing
A Portrait and Igbal published 'Secrets of the Self'. Nisar shifted
to Karachi and was twenty-three when his only child was born
on October 2, 1938. This was Waheed Murad.

Waheed started his schooling in the prestigious Lawrence
College, Ghora Gali (Murree), where he lived in a hostel, His
parents missed him so much that they called him back after
Grade 2 and got him admitted to Marie Colaco School in
Karachi. He was only nine when Pakistan came into being,
and Karachi became the capital. Waheed saw his father
celebrating the newfound independence by changing the name

o
—

TR R

is film distributon company to

Pakistan Films \t school he met
Javed Ali Khan, a nd phew once
removed of Prime Minister Liaquat

Ali Khan and Pervez Malik, the son
of an army officer. Waheed and
Pervez wanted to acquire a Masters
in filmmaking, but W aheed's parents
didn't want to part with their only
child for such a long pcrind. They
gave him the money but asked him
to acquire the learning by producing
his own films in Karachi rather than
going abroad. Film Arts was the
name the young man chose for his
new production house. To back his
hands-on experience with a Masters
in English Literature, he went to
Karachi University, where Waheed
also won a prize in some elocution
competition that would have remained insignificant if the prize
was not Ulysses, the sequel of A Portrait by James Joyce. The
"stylistic form in which written prose seeks to represent the
characters' stream of inner thoughts and perceptions" fired
his imagination and he tried to familiarize himself with as
many masters of the stream of consciousness as he could -
especially Henry James, Virginia Woolf and William Faulkner.
Soon, he started dreaming about making a mainstream Pakistani
film utilizing the stream of consciousness technique.

*

Ishara was released on February 14, 1969. It was written,
produced and directed by Waheed Murad. Dialogue and lyrics
were by Masroor Anwar (who later wrote the famous national
song 'Sohni Dharti') and the film's music was composed by
Sohail Rana. Playback singers were Mala, Mehdi Hassan, '
Naseem Begum, Ahmad Rushdi, Waheed Murad and Decba
(the last two were not credited). Actors included Waheed Murad
(as Amir), Deeba (as Aliya), Rozina (as Reshma), Lehri (as
Beza.:lr) and Talat Hussain (in his debut role as Ishrat). The
mo.vle ran for a little over 25 cumulative weeks (Silver Jubilee),
:lvhlch was considered to be not very well-received in—thf)Sﬁ
ays.

Khurram Alj Shafique

Khurram Ali Shafique is a Karachi-

Biography (2006), based author of Igbal: an Miusirated

hi . <
Pakistan's national p:ftu;o;::‘e Pr:s'dem"" Igbal Award [named after
i ilosopher Dr Moh —
contain b . ammad Igbal). His writings
incmd': n':‘?;;ophm}, screenplays, and mogazine an-,d,:' His) u:l:a'ﬁoﬂi
epublic of Rumi: A Novel of Reality (2007) t;md Dparn(th

Ravan Hai Yom-i-Zindogi
2 lagi (in Urduy, 2 . - "
of Rumi (http:/ ‘ffh"epubhcofruml.c::):”. i officil websie & 8 Republic
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cover collection of some of

nNUMercuys comics done in DIock Nk

and gathered together during ™he

last tive years. Each comic eloguently

narrates o story...0 concermn

Ihc simple and unfussy comics reproduced i |

a book f‘tll:[l\hflf by the collaborative ctiarts of Sharad

Sharma (India) and Nida Shams (Pakistan), under tt ’
of World Comics Network - Pakistan, are 3 testimon 1
strength of conviction that awareness and expression of F
roblems ( i1y bring about s social change theough art a
ot l_\-....ﬁ\;'\:’ﬁ.: e |

bend strict social cotstrait tars .

It is niot an easy task 2]
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Studies Deparument, University of Karachi. She got her
motivabion to work at the grassroons level after she did an
ternship for an NGO and then on started paricipating in
various movements, becoming a part of several campaigns.
Later she worked for several national and international NGOk,
including WWE, Indus Institute of Research and Education,
Eavironment Protection Development Agency, Rozan,
Human Rights Commission of Pakistan, Hawwa Women
Craft Cooperatives, ctc. Though Shams has also worked in
advertising for sometime, she reverted back to the
development sector as a freclance designer. As a peace and

human rights activist, the contact with reality - vanious social
problems faced by common people - became a driving force
for her to take up working as a designer teaching the making
of comics to the less privileged . The workshops have been
held not only in cities like Karachi and Lahore but also in

distant rural areas of the country.
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get rid of her spouse by di mnmdmpmuednn
comes to the fore when he told her she can't divorce s does not
Story and art: Adnan Sattar

Bold Lakeerain is a 100.page, soft cover collection of some
of the numerous comics done in black ink, and p:uhcrrd
together during the last five years Hach comic eloguenty

narmatcs a story...a concern

The book is divided into nine parts, which began with Essential
Education' and end with "Water Matters' and ‘other stories’,
and in-between are topics such as Load Shedding’ and Talking
Terrorism'. It has been used as a campaigning tool by people
who understand their local context better than professional
CArtoonists.

The Foreword of the book has been penned by Dr
Muhammad Ali Siddiqui, Dean Biztek University, Karachi
and a prominent scholar of Pakistan.

The language of most comics of Bo/i Iakeerain is Urdu and
a crisp translation in English has been provided at the bottom
of each page. Likewise, for comics in English, an Urdu
translation is given,

Speech balloons figure in all the comics and provide some

welcome relief to pure visual intensity.

The World Comics Finland (WCF) website puts forth this

idea quite succinctly, laying emphasis on two factors: the
importance of the facilitators' passion for the comics'
workshops and the content of the comics produced. It says,
"Community activists can use grassroots COmics as an
inexpensive communication tool to put forward their views.
Activists, who have very little or no experience in drawing,
can in a few days learn how to produce grassroots comics.
It is the story, its drama and how it is presented, which is
central, not the drawing skill. The activists' passion and
engagement in the issue at hand are evident in the stories
they produce..."

WCF is an NGO founded by comics' artists and aid activists
in 1997 in Helsinki, run on a fully voluntary basis. WCF is
a registered NGO and currently it has about 30 members in
Finland and works together with a number of different
organizations, both in Finland and abroad, including South

Asia.

Comics seem like a perfect symbiosis of the image and the
symbol. The main format of this particular activity is a wall-
postet comic, which is stuck on a tree or a wall in public
places as it is important that the comic is seen by a large

number of people gathering at village panchayats, bus stops,
clinics, schools, road-side food stalls, barber shops, etc. i
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pamma Serpe

1t aght be uschual w0 open with an ascknvadedgement of our
respective approaches to this show. | think | can safely say
hat all theee of us have come through a visual ars background.
When our work finds ity way into INSUBONS, or We write
shout art withan mstitutions, usually these institutions are

callenes dedicated 1o visual arts and contemporary art. This

Nadeem Khawar, Makli, Thatta, Lower Sindh, digital print, 2010

exhibition is within a municipal museum however, and that
mught demand an alternative way of looking. Perhaps 2
particular set of questions needs to be asked in order to
locare the work within the space of the Redbridge Museum,

and in relation to its audience in Ilford.

Sadia ur Rehman:

For me, I'm coming at this discussion via two prongs: asa

local resident in Redbridge - 1 have lived in Ilford my whole
be - and also as an artist who makes work about my cultural
wentity and explores being a Pakistani. 1 thought the exhibiton

wai really interesting, The museum always manages to engage
the local demographic and that's what it's there to do as a
Local Authority muscum. This exhibition is a testament to
that. If you look at the demographics in the south of Illford
(part of the London Borough of Redbridge), it's fairly diverse
in comparison to the north, which is quite white? The
museum is in Ilford in the south, where there's a large Asian
population, about 50% of which is Pakistani. The museum
does look at the demographics
to see what's important to the
local community and it's really
encouraging to see local people
going to this exhibition who
don't usually access art galleries
or museums. The museum is
based in the same building as
the local library; so you get
young people working towards
their exams, and studying for
their GCSEs or A Levels who
pop up to use the toilets on the
first floor, which is directly
opposite the exhibition space.
They get pulled in as they see
these images. I love that. I've
been to the exhibition when
this has happened and as a local
resident I'm really encouraged
by it.

05:

When I visited, there was a
mixed audience. A few elderly
British couples were spending
a lot of time with the detailed
text panels and I had a
conversation with two students

who were laughing at many of
the images. They were from
Pakistan, studying in London
and living locally. I guess they were laughing at the points of
identification and recognition; the image of the train with
hundreds of travellers on its top and sides was familiarly

amusing to them.

Hamia Ahsan:

The identifications 1 experienced weren't related to regional
identification alone. There's a photograph of a Baloch woman
smoking a big pipe and just thought, she looks so punk rock!
But thinking of demographics, after Naseem Khan's seminal
report in 1976 - The Arts Britain Ignores - there was a policy
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fq)on in 1976 - The Arts Britain lgwores *. there was a policy
introduced in the UK that meant every national institution
had 10 have a minimum 5% representation of black and
Asian activitics within their gallery or museum infrastructure,
in line with the national population being around that figure
when the policy was written. But in areas of Britain like
Tower Hamlets where 45% of the population is Bangladeshi,
this figure looks very arbitrary. I think that's really problematic
in many ways, but I do also think in relation to this show
that white people in Britain should be interested in Pakistan.
Their country is occupying Afghanistan, and Pakistan is
important to that.

65

And the British once colonized the terrain that is now Pakistan.

3

Exactly, there's the colonial history too.

65

Sadia, may I come back to the second prong of your
engagement with this exhibition? You said that you also look

at the show as a visual artist. How does that impact on your

experience?
SUR:

To be honest, I find it difficult to separate those prongs.
‘They're both essential to me being a citizen in England and
more specifically, east London. A lot of what I do in my
work or talk about in my practice is about living in this place.
So it is difficult to separate my being an artist and my being
a resident of Iford when thinking about this show.

Having said that, I found the interpretation panels quite
interesting, For a local visitor, particularly one who doesn't
know about Pakistan, the panels were really important, but
I don't need that sort of interpretation because as an artist
I mainly engage with the images, however I do feel the
interpretation was important in providing a context and
information for the audience that it engaged.

bS:

The exhibition had an explanatory remit to fulfil and people
were spending a lot of time with the display, probably because
there was a lot of reading material; a panel for each image,
and the exhibition was broken up into loose themes with a
panel for each theme. It was very 'readable’ material -
informative and a clear syntax - but [ had to keep reminding
myself to look at the photographs. Having said that though,
many of the photographers in that show work as journalists
ot they publish books and will be used to seeing their
photographs in a text-rich environment. Both of you are

(110

visual artists and I guess you relate to that negotiation between
text, image and display. I'm thinking in particular of your
Other Asias projects like "REDO Pakistan' Hamja. You draw
performance, publications, image works, texts and seminars
into the same space. These elements work together and
maybe even against each other too. But in terms of this
exhibition and speaking visually, there is that question of
whether the images become subordinate to the texts and the
pedagogical function of the project. I guess that's related to
the fact that it's a museum exhibition and here I go back to
my first point, which is about how we might set it apart from
a photography exhibition in a gallery.

Of course they do function so differently, a local authority
museum and a gallery.

HR:

But if you look at the new Museum of London*for example,
strictly speaking there's no contemporary art in the exhibition
space but artists invented every single display in that exhibition.
They have video installations, performative sculptures, sound
installations and forms of interaction that you could compare
to 'relational®® practice. It can be difficult to separate the
gallery, the museum, or 'community arts®and there are projects
like 'Do you remember Olive Morris' that are situated in the
spaces of 'community arts' and the contemporary art gallery
at the same time. Maybe even Thomas Hirschhorn's” projects
sit between those spaces too. Yet to compare this exhibition
to something like the "Where Three Dreams Cross® exhibition
at the Whitechapel Gallery last year, to me 'Pakistan Through
a Lens' really undermines that inflated show, Considering
that the curator of this exhibition doesn't come from a
curatorial or even a visual arts background, it shows there
was something really inflated about the whole arts
infrastructure that produced the Whitechapel show. Do you
know how many years it took to make that show?!

65:

Within many of these projects that take on a national,
historical or community-based set of questions, there arises
a question of 'education’. Yet within contemporary art,
education might often be rephrased as 'interpretation’ within
the institution, or as 'relational’, 'dialogic’ or ‘participatory’
practice when it functions within artworks, Hamija, do you
ever use the term ‘education’ in relation to Otber Asias project®
Or do you prefer an alternative terminology?

S

If we do a project about Jinnah in London for example, not
everyone knows who he is, even South Asian people, sadly.



It automatically becomes educational or pedagogical. It's the
same with the Black Audio Film Collective® or the practice
of Isaac Julien'® who says that he sees his work as being
pedagogical. In that moment of transit to the audience, work

like this inevitably becomes educational.

03

One of the intentions of "Pakistan through a Lens' was to
readdress a restricted pcrspcctjve on Pakistan that a British
audience might find within the mainstream press. Does that
entail that the exhibition, at heart, is oriented more towards
that audience it seeks to enlighten or educate than the local
Asian and Pakistani residents of Ilford who have a relaton

to the work already?

For every single exhibition about Pakistan, this is the first

trvme Mol . g . 4 é R

line: "this exhibition is situated against mainstream Western
arlia N - . .

media." I don't know what my feelings are & ywards that, but

that's usually what's at the top of the blurb.
SUR:

I know the museum because it is in the soutl
jo engage with an audience

) of 1lford

where I live, and the exhibitions ¢

t NUHTA-E-NRZAR

: that is ethnically diversc
Going to that exhibiuon a
few umes, I've scen how
Astan visitors have respx nded
and they've treated it as a
celebranon. They are being
celebrated. There is pride
about the fact that the local
muscum has put on an
exhibition about the place

that they originate from.

i

I'm from Bangladesh'hnd if
there were an exhibition
about Bangladesh here then
I'd go to see it regardless of

Fayyaz Ahmed, whether it was any good. 1

Silhovette ' Il
(The Poncho don't think that Monica Al
Shot), Khaadi is a great novelist, but she's
factory, Karachi, 5

Diva Magazine, famous and I'm glad that
;'ogggl FEN she's writing. It's almost like

supporting a football team;

there's something that impels
you to pay attention,
regardless of its quality.

6

But what do you do with any points of misidentification in
that case? You have proximity to what's being represented
in a show about Bangladesh for example, but you might really
disagree with how something is being said and that can be
difficult to deal with. You want to support the team, but it

lets you down this time.

Hi

There was a big show at Rivington Place about 1971 in
Bangladesh. It was a first-ever show about 1971 here but it
showed a very one-sided story of those events. Within
Bangladesh that story is really contested. However it's sall
important that the show happened. In Britain, when you
think about how South Asia1s represented by cultural
organizanons, 1t does tend to follow a pattern. First India,
akistan, and then Bangladesh. For example there

Strikes Back', an exhibition at the Saatchi

and then P

was ‘The Empire

) L] .
Gallery this year, w hich claimed to be an 'Indian exhibioon,

L}
even though there were several Pakistani artists in it. It's not

the first ime that this has happened Apart from anything,

there's a touristic 'gap vear' sclling point that India has and

wesn't. The word Pakistan 1s quite

I

Pakistan, for example, de

In.lllk'\i here

s EsRTTARRRTSRRRREETOREY
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Sadia, how do these questions play out in relation to your practices
Suft

I've spent the last five years on a journey relearning my mother
tongue, Pushto - documenting that process and pre wducing learning
objects. My practice secems to be
part of my being on an ongoing
search for a real authenticity. The
community I live in tells me that
I have a very English accent and
I'm quite Western and that I'm
not 'Pakistani’ enough. What
equates "Pakistani’ when you were
born and brought up in a place
other than Pakistan? My practice
is an exploration of that. ]
recently made an installation
charting the journey that I've had
with Pushto. The installation is
made up of four videos: the first
video presents me as a fluent
speaker of the language. When
I was young it was my sole form
of communication. The second
video follows the journey that 1
made to school...you can hear
English beginning to slip into my
speech patterns. The third video
is set at the primary school I
attended from the age of 5t0 7.
When I was at school, English
became so predominant in my
life that I was eventually taking
it back home and speaking

Morrissey film piece on two British Asian Morrissey'?

made the
Bangladeshi man who walks the length of Brick Lane

fans and a

bawling about racist comments that Morrissey had made. There

was also a performative piece that I made for my degree show
at St Martins that was quite antagonisti towards its audience, |
stationed a street tout from a Brick Lane restaurant in the show,

He intercepted the viewers with his "come inside, come inside”

Ameer Hamza, Gadani ship-breaking yard, digital print, 2009

English with my siblings and then
even with my parents. The last L d

video shows me relearning

Pushto with my grandfather and

in a sense reclaiming the language. So my practice is a constant
exploration of that quest for authenticity. It's about who I am

and where I sit in the world.

b5

Whenever either of you make a piece of work an immanent
audience must be prodding at the back of your mind?

i

My work is always conscious of that and quite antagonistic

towards its audience, even towards a South Asian audience. I

I+
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routine and it really highlighted the particular race and class of
the audience in relation to this man. I'm trying to break Eurocentnic
and America-centric conceptions of art history and how visual
culture is mapped out. I'm also trying to create new audiences
and that's why I started curating as part of my practice. | noticed
that the Bangladeshi community in East London weren't going
to the art exhibitions that were all over the place. So 1 tned to
create these intersections with Other Anas. Ours were the only
events in which we had ironist skinny jeans-weanng arty p(npk
and first generation Bengalis in the same foom That's very ms,

but there's an
an antag 1, -
nagonism even in that SCCnaro.,



| g ' sork. parti v t
work about o ' with I { M t's from a white mddle
class auchence who say things hke, "Oh that's rea sad”, and "how
hd vou bose 117" But they don't know much about ng Pakist AN,
¢ about the culture of Pakistan and what it teels hke to be 'l\yu...‘i'
» and co-exist within two cultures, so my work is an eve-opener

§

for them. | have a studio at Valentine's Mansion, in Redbridge,
ind we have three public openings a year. The audience is
predominantly white middle class. The other people that come
into the Mansion are young diverse families and 1 enjoy the
conversations we have, It's funny: often people say to me, "you're
Asian? you're Pakistani? you're an artist and you're a woman?! How
is that possible?!" I don't actually think it's that revolutionary. But

maybe it is revolutionary in llford. I

Gemma Sharpe

Gemma Sharpe Is @ writer and critic with a background in
Art History and English. She has worked for Afterall Publishing,
the ICA, Gasworks and the Triangle Arts Trust. Currently
completing an MFA in 'Art Writing' from Goldsmiths, she has
written for Shifter, MAP, Afterall Online and Untitled. She
has contributed various essays to exhibition catalogues and
publications and has given talks at the ICA and The A
Foundation in London, at Weld in Stockholm, the Indus Valley
School of Art & Architecture in Karachi, and at 1Shanthi
Road, Bangalore. She is a founder member of art writing
platform ‘antepress’ and is a member of the 'Other Asias’

research circle. This year she co-curated the events program
for the Whitstable Biennale.

Hamja Ahsan

Hamija Ahsan is based in London and Dhaka. He is an artist
and independent curator, of Bangladeshi origin. A graduate
of Central St Martins, Hamja holds @ Masters in Critical Writing
and Curatorial Practice from Chelsea School of Art. With
Islamabad-based artist Fatima Hussain, Hamja runs Other Asias,
an arfist-led initiative that challenges contemporary navigations

and representations of Asia as a region. A collaborative platform
that includes exchanges between artists, designers and writers
at a creative level, Other Asias has contributed work to exhibitions
internationally; it has produced projects for radio and compiled
a significant body of self-published documents and critical texts.
This year, the second installment of the 'Redo Pakistan' project,
'Declaration of War Against the Present Times', will take place
in London and Lahore.

Sadia Ur-Rehman

Sadia Ur-Rehman is an artist born of Pakistani parentage. Her
multidisciplinary practice includes film and multi-media, together
with participatory projects. She often works in collaboration
with her sister Shazia. Her work is an ongoing investigation into
questions of home, cultural identity, authenticity and belonging.
Challenging stereotypes by confronting representations of
ethnicity and prevailing attitudes towards place and nationality,
she proactively engages individuals and groups from diverse
backgrounds in her practice; developing works that interrogate
language, dress and situation, reflexively and critically.

Detnaghan Pokiston. Focebook poge
The 2001 Mationol Cenmn recorded o
74%, white population in Iiford North, us
oppaied to 45% in the Mord South. There
1 6 39% Asion population in Hord South
19% of the iord South pepulation is
Muslim. (Source: 2001 National Cenus,
UK}

Naseem Khan, The Arts Britain Ignores:
The Arts of Ethnic Minorities in Britain
Community Relations Commission, 1976,
The 'Museum of Londen’, which focuses on
the history of London, was opened in 19746
close to 5t Paul's Cathedral ond the
Barbicon centre. In 2003 the 'Museum of
London Docklands' was opened in a
converted warehouse by Canary Wharf.
In 2010, the original 'Museum of London'
was reopened after a £20 million redesign
by London-based architects Wilson Eyre,
See Nicolas Bourriaud, Relational Aesthetics,
(1992), for an expanded reading of this
term,

A long-term project commissioned by
Gasworks and led by artist Anna Laura
Lopez de la Torre. Working with
communities in South London, the project
locked at the life and work of black activist
Olive Morris (1952-1979). See

http:/ /rememberolivemorris.wordpress.com
Thomas Hirschhorn, (b. 1957, Switzerland)
is an artist working largely with installation
or the "kiosk’ architectural form. See for

example, the Battaile Monument (2002).

"‘Where Three Dreams Cross: 150 years

of photography from Pakistan, India and
Bangladesh', The Whitechapel Gallery,
London. Spring 2010. Curated by Sunil
Gupta Hammad Nasar, Shahidul Alam and
Radhika Singh.

The Black Audio Film Collective (1982-98)
was formed in Hackney, London by John
Akomfrah, Reece Auguiste, Edward George,
Lina Gopaul, Avril Johnson, David Lawson
and Trevor Mathison.

Isaac Julien, (b. 1960, London) is an
installation artist and filmmaker,

‘Images of the 1971 Bangladesh War', at
Rivington Place, London. Curated by
Shahidul Alam and Autograph ABF, 2008,
British singer, songwriter and former front-
man of The Smiths, Morrissey throughout
the 1980's and 90's was been accused of
racism on account of nationalistic and onti-
immigration sentiments within his lyrics, and
through his toying with imagery from far-
right visual culture. He denies that he is
racist and is publicly aligned with @ number
of anti-Fascist and anti-racism

orgonizations,




