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‘based since 2006, He's been a close follower of the local music scene and

en Rahman is a painter and printmaker. She is an Associate
of Fine the National College of Arts, Lahore. She holds
ints m the Slade School of Fine Art, London and
Painting from St. Martin's College of Art and
, work is in permanent collections of the House of
Collection, London and in the V&A Museum, as well as the
freelance writer for local publications. In 2010 she was awarded
che 'to pursue research and studio practice at the School

e Bl

Quebbs Mivea in an artis, art critic ane independent curator. He is the
Professor in Fioe Arts at the National College of Arts, (NCA) Lahore, T

#s & painter from NCA and Royal College of Art, London, he has shown
extensively in pumerous important group exhibations, along with seven oqe.
person exhilbitions, held in Pakistan and the UK. He has also curated 2 humbey
of exhibitions; inchuding ‘Trade Ui’ and “Take Awy at Zahoor ) Akhlag
Giallery, NCA, and 'Ose to Ond at Alhamra Art Gallery, Lahote. His othey
exhibitions include ‘Lo’ at National Art Gallery, Islamabad, ' Beyond Berdert,'Ar
from Pakistan', at the National Gallery of Modern Art in Mumbai, India, ang
'Eixotic Bodies, based on the miniature paintings from the collection of Victotiy
and Albert Museum, that was displayed at Preston Museum in UK. Mirzy i
art critic with a regular weekly column appearing in Pakistan's major fewspaper,
The News, as well as contributing to other publications like Dasn, Heral, Depar,
Hismal, Libas, Contemporary, Flash Art and Art India. He is the co-author of
book "50 Years of Visnal Arts in Pakistan” and has written essays on Pakistan
in different international catalogues.

RARRYA HALELR

Rabbya Nascer returned to Lahore after completing her MAAH as a Fulbright
scholar from the School of the Art Institute of Chicago (SAIC). Naseer is
currently visiting faculty at NCA and BNU and contributing in the art review
circle by writing for various publications. Naseer is an interdisciplinary artist,
whose work combines areas of sculpture, painting, photography and performance.
Her work has been shown in Pakistan and at Today Art Museum in Beijing,
Fukuoka Asian Art Triennale, Japan, JamJar in Dubai, Ikon Gallery, UK and in
USA. Exploring her interest in Performance Art, she is currently working on
her writing, titled "Promises to Keep; contextualizing performative art practice in contemporary
FPakistani Arf, while also working on introducing Performance Att as 2 studio-
course taught to undergraduates.

SAQLAIN ZAIbi

Saglain Zaidi teaches Interdisciplinary courses at SZABIST's Media and Social
Sciences Department. Currently he is teaching History and Aesthetics of Film
and Art History with special emphasis on Ancient India, China, Persia and Early
Middle Ages. He is also associated with the Department of Visual Studies,
Karachi University where he has been teaching History courses related to Fine
Arts, Architecture and Film. Currently he is developing courses on Pakistani
Cinema and Fiction for Film.,

FHAUANA hauam

Shahana Rajani has graduated from Cambridge University with a BA in Historf
of Art. She has worked in Karachi as an art curator and educator. She is carrenty
pursuing an MA in Critical and Curatorial Studies at University of British
Columbia.

DR. Z0UTAN SOMULGUI

Dr. Zoltin Somhegyi, Ph.D. (1981) is a Hungarian art historian based bet*®
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and art market trends. Author of two books, welve catalogues, and more #57
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of Art Market Budapest - International Contemporary Art Fair. Apart 7
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| nternational art events like the Documenta serve as a reminder that all contexts are subordinated by the dominant
| discourse, which leads to misrepresentation of non-Western art. This is @ concern addressed by two essays in this

issue. "The incomplete os o Sirotegy of Misrepresentation’ reflects on Documenta 13 and the unchanging theoretical prism
that did not allow the original voice behind the art from Kabul to be heard.

Amra Ali's essay through the art of two celebrated Pakistani women artists Meher Afroze and Nohid Raza engages in o
discussion on the art market that can marginalize artists who privilege local concerns that does not find traction with global
audiences. To allow. the subaltern narrative to be heard and extend the discursive space, the production of knowledge
that produces critical / historical texts from each location has become even more vital and urgent.

NUKTAART's mandate has been to integrate the multi-disciplinary threads that constitute the contextual matrix of Pakistan.
In Nukta-e-Nazar, Dr Prof Valeria Fiorani Piacentini shares her exclusive research on the coast of Balochistan, which as

an alternate trade route to the Silk Road had a pivotal role to play in the transfer of knowledge with material goods
from East to West in the Pre-Renaissance era.

Dr Mehjabeen Abidi Habib's anthropological study of the Hunza children's perception of their physical environment and
sense of self through their drawings, underlines an essential connection to one's location.

The impact of multi-lingualism on the purity of language and the hybrid form that has emerged from this experience is
examined by Quddus Mirza in the context of societal change and text as form and content in contemporary art of Pakistan.

Art Dubai, seen through the eyes of Hungarian critic Zoltan Somhegyi, brings a fresh perspective to an art event which
has become the watering hole of the MENASA (Middle East, North Africa and South Asia) art community and some of
world's premier art galleries. Its Global Art Forum in 2012, with the participation of artists, curators and artists examined
the relationship of reportage and artworks under the rubric "The Medium of the Media."

The book reviewed here is the autobiography of Attiya Dawood, a firebrand feminist poet and activist, whose life in
rural Sindh echoes the conditions of artists who have struggled against gender apartheid to find success.

China is often typecast through the idealized culture of the Middle Kingdom but the Photo Essay in this issue challenges
this with portraits by Shanghai-based photographer Benoit Florencon, of a generation that wants to taste the edginess
of music and explore other youth subcultures.

Laila Rahman visits Ghazala Rehman's art collection in Lahore to discover the eclectic taste of this pioneer designer that
marries contemporary visual art sensibility with traditional applied arts and their exquisite skills that transcend time.

Niilofur Farrukh

Editor

Rumana Husain Amra Ali
Senior Editor Senior Editor

November 2012
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This is a time that curatorial initiatives can play a erucial role in
shaping the art discourse relevant to the context of a dynamic
artistic milieu in Pakistan. A globalized world, where the anchors
of identity and ideology are fractured, diverse and blurred, the
nature of curatorial work brings with it complex challenges of
addressing multiple layers which confront art-making and its
interpretations. A greater challenge lies in curatorial initiatives
to be able to investigate, if not command, a path with a vision
to dissect cross cultural influences and interdisciplinary practices,
and in turn challenge notions embedded in colonial and/or
capitalist and appropriated discourses, not just of art-making and
art criticism, but also of curating.

Since it has become somewhat of a fashion to be referred to as
a curator by anyone in the art world managing a show, this need
for personal visibility for the ‘curator’ becomes a strong contender
in the process of disseminating new knowledge. Aspirations that
have to do with becoming 'relevant’ are mere marketing tools for
entering the ‘club'; unhealthy symptoms of the practice. However,
curatorial initiatives do also have an immense capacity to emerge
as channels of introspection and debate , if they are anchored
in a creative and critical thrust with the vision to allow and
reconnect with history/ies; so that their discourses are not tailored
for prestigious "Prizes' 'wanna-be' consumption, or just 'getting
there'.

The baggage of language is the burden of contemporary art
writing, its related fields such as curatorial and artists' statements,
catalogue essays, etc. Art jargon is also a discourse of exclusivity,

ds are appropnated and have come to be understood
vithin an insiders’ frame, whose parameters are well insulated

from penpheral ideas in creative fields in the larger socicty.

Moeen Farugi, Untitled, acrylic on canvas, 152.4 x 152.4 em, 2012

Similarly, certain words have become significant to the survival
and support of art networks/agendas. Furthermore, 'curatorial
practice (which frames the way art can be read) is (also) a
methodology of control and propaganda™. (*Void as Exhibition,
http:/ /axisweb.org/usforum.aspx)

The plethora of jargon, often a chaotic assimilation of conflicting
histories, allows for words to be twisted, minced and/or exploited
due to the lack of enquiry into the ideological implicatons of
words and ideas; without allowing for interpretations of different
cultural/political/ historical contexts and layers. On a negative
side, these are the frameworks that curatorial work can emulate
and support, and perhaps to aspire. However, the question is:
can they see beyond this frame?

At a recent show held at Karachi's VM Gallery, many issues
emerge, which address the nature of curatorial practice in
relationship to art-making in Pakistan: 'Rapture/ Rupture, curated
by Sumbul Khan, encompasses the relationship of a larger frame
of words, to their application and meaning in both the personal
and the political. It initiates discussion of cross disciplinary
directions between film, literature, music and painting; between
the visual to the literary and musical, which enjoy far integration
to the larger society. There are points of possible rupture (and
rapture), and of entry, into the processes and linkages of each
medium. The framework provides more room for understanding,
if it is not 'viewed' as a 'regular’ exhibition, but as a possible
model for investigation into 'reading’ art with a non-linear, non-
hierarchal approach, where the creativity of curatorial choices

el
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Though Rashid is not considered a tradin

1ahist, Faiz has noted
that Rashid, ‘aimed towards the middle class intellige ntsia, which
is why his px ypulanty remamed limited to cerain sections of
eocicty, familiar with Western literature and poetry’ (MH). In this
space. Nameera's work is the most unapproachable due to its
ambiguity and tiers of symbolism, and would not enjoy popular
JW‘“l The notion of art as idea and not as a conventional

'cnnll“"\hn' is to be considered here. The curatot's creativiny

draws on these two distinct trajectories to form equations, putting

the art viewer in a place outside his comfort zone; and to rethink

the relationship of art to the art gallery space.

There are moments of rapture within Rashid's reference to
freedom in 'khaak ho gai aakbir (The gown of the night has been
torn/ demolished at last’ MH). Sumbul talks about the layered
teferences: to Rashid's own will to escape from the shadow of
Faiz (aadmi hum bhi hain, aadmi tum bhi bd"). The text is left open,
to be interpreted through the discourses of other arts in a gallery,
without the curator's commentary in a conventional frame. The
frame is the dynamics of the physical and social space itself.

A different, quite discordant dynamics is established in a space
partitioned for a framed semi-abstract canvas by Moeen Farugi,
with the tabla composition recording by Yousuf Kerai in the
same space. It is interesting that the fragmented form in M een's
painted imagery is a point of rupture in his figurative; rapture,
due to new possibilities ahead. Yousuf Kerai, who views the
relmOﬂShip between the two mediums and their content, and
texture to be very far from one another, notes that the visual
most likely relates better to jazz in relationship to the tempo of
his painted form.

Perhaps, the presence of Kerai's compostion in its classical 16
beat cycle, 'teen taal! placed in close proximity to a work that is
derived or inspired within a Western modernist sensibility best

elicits the dichotomy and rupture within contemporary narratives.

o Kerai, the closer visual idiom to his work would be a miniature
trom the Ragwi Senes. He speaks about his music going into the
trjectones ol traditnonal mythologies, the subtlety of his "kfd
iccent/ tenor) and 'in between frequencies’ closer to Chughtai's
intricate line. Kerai's rupture is also within the exploration of
varying tempos of sound, starting with "ik chaald (gait), with a

change to a different ‘chaald (chaal badaind). He speaks about his

compositions being related to ideas, as opposed to accompanying

a song; just as 'the themes of Rashid's poetry run from the

relationships between words and meanings, between language

and awareness'. (MH)

On another note, the placement of Farugi's painting in an
otherwise bare space with white walls, although it allows space
for the music to breathe, and for the audience to contemplate,
as the curator might have intended, also addresses the ideology
of the ' white cube'. Whether or not this kind of an appropriated
model of how modern art is to be viewed is an aspiration, it can
initiate discussion into the existence and assimilation of Western
modernist values (separation of art from mass culture, hierarchies
of art/craft) and its dynamics in Pakistan. Especially significant

is the context of this initiative is to locate the curatorial thrust

on the relationships of democracy to ideologies of cap
and their relationship to structures that nurture creatvity. The
ruptures and effacement of social transformation and context
are avenues that demand extensive discussion in terms of curatornal

work.

In Noon Meem Rashid's words, "aadmr cuban bbi bai, aadmi biyaan
bbi bai' (Human is also language, Human 1s (verbal) expression
too' (MH). That is perhaps the most important anchor for this
initiative from an art critic's point of view, and if discussion and
research can be sustained on the complex linkages presented
before us, there can be authentic critical engagement with the

frameworks that dictate the making and reading of art. |}

(4]
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HRCP Sindh Writers/ Artists Convention




k1 . the Internet
] a2 ratedd bw comments on
{ Pl sty Sonsth Astan and nternational
{ Hitler and Mussolini, the
" the significance and « \lt‘l!"fr of Nelson
- Poet Attiva Dawood remarked that it
Rreat strength in our society that wnters such as Faiz
\hmed Faig, | Ahmida Riaz and Kishwar Naheed have spoken
Pt Courageously and are honored by a younger generation too.

Uhaz Salahuddin pointed out that in Pakistan, when we talk of

free speech, we tend to think in terms of the press, but it is an

In the third session 'Culture and the
Challenges of Our Age’, Niilofur
Farrukh referred to culture "as a
transformative force”. She spoke of
the plurality of influences and the rich
multi-ethnic, multi-religious fabric of
Our own society and referred to links
between literature and arts and the
influences of modernism, post-
modernism and globalism on culture.

|
Niilofur Farrukh giving her speech at the HRCP Convention

issue which concerns everyone and is a battle which cannot be
fought alone by the media but is also the res

ponsibility of civi]
society.

He referred to Zubeida Mustafa's recent boo
Language in Education and concurred with her
is a serious problem in

k The Tyranny of

findings that there
the continuing importance
English. Since it is an alien language in which so fi

given to

' in Pakistan

can adequately express themselves creatively, he asserted that
we stand in danger of being rendered without Ianguagc,-’spcech
"bey zabaan”. Many conversations came back to the issye of
language. Several spoke Passionately on the marginalization of
Sindhi as a language. Some participants highlighted the enormous

Eminent lournalist Zubeida Mustafa in conversation with o visitor

urban -rural
literary divide
in Pakistan
ind pointed
out that
those hiving
in the urban
areas are not
aware of the
extensive
prnlt‘\t
poetry I)cln;:
written in
different
provincial
languages of
Pakistan,
whereas
those in the

rural areas

are well

Akram Dost Baloch,

Shanakht Series, Mixed mog
= IQ‘

acquainted 35 x 48 cms, 2012

with urban/Urdu writers. Dr. Pirzad, Qasim, the fy,
Chancellor of Karachi University referred 1o the m-.;‘i“:r\.'i
2 "knowledge-based society” 5o a wide number of reg rt
Sostslmtcto revolution and change. Dr Mohammeg \,fh
emphasized the importance of developing further the J : ]
of critical studies in Pakistan, to interpret literature g4 phcl

within a wider context.

In the second session "The Role of Artists and Writers in He®
Rights" Zahida Hina drew on Greek mythology and m(“jf::
across the world of writers defying draconian regmes :
that of Hitler, the Shah of Iran and Commumst China, mﬂ
others and suffering for it horribly, to illustrate the mm»":{
struggle against injustice. She finked this 1o persecunon ';r,,
during Zia's regime. However she was also crincal of # s
community for its failure to sufficicntdy address the M :r o
of human rights in Pakistan, including sectarian ¥ TP
framgnalization of women in the name of religion hw'_‘.l,-_-.
speech and many others referred to the conflict m B



A R Nagori, Tower of Power

244. A. R. NAGORI, Tower of Power

and all urged for greater transparency and more information
about that suffering region. Several speakers and discussants
also mentioned The Progressive Writers Movement which
challenged authority and orthodoxy and also Manto's unflinching
portrayal of the Partition riots. Karan Singh reminded his
audience that the poetry of Shah Enayat and Shah Abdul Laut
also spoke out against injustice and he referred to Zamir Niazi's
books on press censorship in Pakistan which provide an excellent
record of the number of people who raised their voice against
authority but were censored and suppressed. The artst and activist
Abro Khuda Bux spoke of his involvement with "Poster for
Tomorrow,' an international human rights project for whom he
conducted a series of Jamhoorat (Democracy) workshops for
young Pakistani artists. He was excited by the stunning work they
produced on topical issues of culture and society. Zubeida
Mustafa spoke of the crisis in education and problems of
disseminating ideas when literary rates are so low; she also
mentioned that poor but bright students have a limited access
cultural venues and events and urged a hohistic view to culture,

literacy and society.

35

In the third session 'Culture and the Challenges of Our Age',
Niilofur Farrukh referred to culture "as a transformative force".
She spoke of the plurality of influences and the rich multi-ethnic,
multi-religious fabric of our own society and referred to links
between literature and arts and the influences of modernism,
post-modernism and globalism on culture. She underlined the
confusion and flux evident in today's electronic age, in which
"truth" is presented by the media which is often selective rather
than inclusive, Nitlofur said that imagination and creativity
provides "the means to deal with conflict from reasoned analysis
to synthesis" and can bring about a meaningful social change in
the 21st century. Her talk was illustrated by spectacular paintings
by Pakistani artists including A.R. Nagori, Rashid Rana, Akram
Dost Baloch, Imran Kureishi, Abdullah Syed and Roohi Ahmed:
their work made an incisive, powerful and harrowing comment
on oppressive regimes, urban violence, state violence, religious

extremism and gender bias.

Naima Dadabhoy, Untitled, wrought iron and tin foil,
160.02 x 38.1 x 27.94 cm, 2000

A.R. Nagori, Rashid Rana, Akram Dost
Baloch, Imran Kureishi, Abdullah Syed
and Roohi Ahmed: their work made an

incisive, powerful and harrowing comment

on oppressive regimes, urban violence,
state violence, religious extremism and
gender bias.

Mehr Afroze's speech also raised pertinent points on issues of
identity and nanonhood [shusssédd and dynamics of the

international art market

Dunng discussion, the many other issues raised inchaded the
importance of developing creative actuvities in schools and o
build up an atmosphere in our universities and colleges, where
literarure and art, which cnticizes sociery, can be freely discussed
It was also pointed out that Pakistani English fiction whach s so
highly regarded internationally s publiched abeoad, nor m Pakistan,
due to construnts o8 both publishing and free speech. [l



The time you have all been wailing for.

2 Yasir Mehmoog Shah

Syeda Maria Ayaz

Rumana Husain

Hashaam Hasan

Poster 4 Tomorrow is a three year old independent, non-profit
organization, based in Paris, promoting hum:m rights issgcs
through graphic design. "Draw Me Democracy" was one of 1t5.
projects. It consisted of a series of workshops in 12 countries
across the world - in Latin America, Africa, Eastern Europe and
Asia. Poster 4 Tomorrow rallies young designers and

communication professionals invoking their sense of social

responsibility for a democratic process and empowering them
for an active participation in their country

s future.
"Without faith in the future, without the com

iction that democratic values
and fundamental human rights are not only

necessary but possible for our
society, our movement could not have been Sustained. . .

San Suu Kyi had said while receiving the Nob
is a symbol for the struggle for democracy,
democracy has been ev

" Myanmar's Aung
¢l Peace Prize. She
l_'nfnrtunatclj\'

ading countries that are either ry]
dictators or monarchies, or countries such

ed by
as Pakistan thar have
Xistence,

had military rule for much part of its e

i 4 g f the Pakistan!
Artist and activist Khuda Bux Abro who is a part of the Pakis

1 1 o ~ . . e Department
online jury for Poster 4 Tomorrow coordinated with the Depa
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of Visual Studjes, University of Karachi, to bring over tv

"
Te - £ it acracy. 1t
4 Tomorron designers for a workshe »p on " Draw Me Democrat

Sl . aso Minnett
was conducted by Will Georgi (Holland) and Tommaso
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According 1 Abro, gven “our ity [ comuntry’s peobimcal ssnaanon - o \ ' i
I 1 3 sage anxd there was 4 remarkabi dveraty of wicas and Jdesgms
the discussaons hold with the parnoguatmg ctadents on the ¢ "
J " H 2 & Partinent pp— un Al needs reflecton
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rights, neoded convincing From the workshop emerged a vanety G
= schools. and can succumb to conservative " wnes. but i
of ideas and many of the posters rebiecic d the local context 5
Abro | TP . 3 opportunitics are pr wided to then t dheconver themscives
Abro belicves that thas ambaguity regarding the process ol ) -
! " = and express themselves If they are also introduced ¢ h
democracy not fully experienced in Pakistan made the posters | )
¢ i visual and performing arts, as well as to the workd of bterature,
very different from the other partucipating countnes, espec tally
7 their talent can be harnessed
from India, and Mexico and also from Afncan and Latn Amencan
countrics.”
Robeea Arif

The posters created during the workshop were exhibited at the
Department of Visual Studies at Karachi University and later at
Farar Gallery of The Second Floor (T2F), Karach.

Among the effective designs was Rabeea Arif's use of a close-

up of a partially shown face, with the eye representing the letter
‘o' in the word 'vore'. It was clever and eye-catching. The words
" Democracy is mot Blind. Neitber Should You Be. Vote Wisely”™ has been

written as a small, single-line message at the bottom.

A few others also used photographic images, such as Tehseen,
who has rendered a monochromic poster of hand postures with
the slogan "Change is in your hands". However, in comparison,
similar message on a hand-rendered poster by Hira Mushtaq,
"Your Future is in Your Hands" failed to catch attention with its

small lettering, choice of font and inadequate drawing.

A potent though simply drawn poster by Muhammad Zeeshan:
"Vate or die powerless" focused on a noose that has a disconnected
cable at one end, depicting the country's power crisis, and a tap
with no water on the other end of the rope, portraying shortage
of water. These two basic necessities in short supply represent

the dire needs of the people.

Hashaam Hasan's use of typography highlights the number 18,
the age at which one becomes eligible for voting. Its slogan "The
time you bhave all been waiting for" and symbols such as a Pakistan

flag, young people drawn in silhouette hailing the word 'vote,'
and the number '18' had the potential to become a hodgepodge

design, but Hasan pulled it off with the right balance of forms

and colors.

Maria's black and white poster il Y
proclaimed that "62 Million
Pakistanis Live Below Poverty Line,"

with the word 'I/o# written across R COUNTRY CAN'T GROW : :
the top of the poster. With bold WITHOUT VOTES for the students to be a part of an international design
typography and an image of a
homeless person lying with his
back towards the viewer, at the
bottom of the poster, comments
on the bad choices made by the

Zaidi rightly points out that "It is also a great opportuniy

"

network dedicated to human nghts.

" A< I would not be a slave, so I would not be a master.
This expresses my idea of democracy, Abraham Lincoln
had famously said. He had of course coined the popular
diktat "Democracy is the government of the people, by
electorate. the people, for the people’. The young designers of

this, at the Pester 4 Tomorren

Pakistan were reminded of t

Most of the posters had a clear =
workshop. &4




THE SHYSCRAPER OF BABYLON

' ’ ahar Ben Jelloun was quoted as saying that
he approves of polygamy with languages, not
women. He said "My wife is Arabic and my
mistress is French and | maintain a
relationship of betrayal with both of them.'
When it comes to writing novels and poetry, 15 i T

the Times reporter observed, Ben Jelloun has been more P PEH L H 5

faithful to his mistress than his wife." ! focsy 2" :

Wl Yoy e
A

n L]
i el

Every human being is endowed with one tongue, but some
of us possess more than one language. Humans often learn
languages other than their mother tongue. Usually these are
acquired for work, education, marriage and migration or
just for the sake of knowledge. No matter as many languages
a person can command (some speak more than seven) he
is limited to having only one experience at a given hour and
place. However each time this experience is recalled, the
shift in language may now be narrated separately in different
languages. So for instance, a young man who had invited a
beautiful girl on a bright day at a road side café, can enjoy
the variations of that one meeting depending upon in which
language he recalls the encounter.

Octavio Paz mentions about the modification of an event
through the act of translation in his essay Reading and
Contemplation from the collection 'Convergences: Essays on Art
and Literature', in which he suggests that if the man's travel
to moon was directly broadcasted and simultaneously

T us b by b
converted into the language of some African tribe, it would ol f:!?_'lti"
appear like a mythical story.2 e ¥

Paz extends this example in another essay 'literature and
Literalness, from the same book "To learn to speak is to
learn to translate; when the child asks his mother the meaning
of this word or that, he is really asking her to translate the
unknown term into his language." 3, Also when we perform cEs

: PN - z
- ek ‘ ] ; > - i SRl
as translators in our daily life, we transform obijects into e - - s

- .
- -

sounds, then sounds into legible words, which are further
transcribed as text/script. Thus our lives are spent in

transmuting or translating ideas, concepts, phrases, which
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If.
diepact and descrilse the outet world a8 wiell = the moet w 45
Scometimes, translanon of this shift from one entity to the
is 50 swift and sesmiess thar we dre mot sware of the S
change from the physical ohgect to 13 Wurhm in ¢ el
and word. Bt “ocidentally, ‘ranslagon’ in medhicval n:clcst:im"
usage”, as Talal Asad rominds us, “meant thc'umndufn #
temains, of his relics, from one orginal site 10 m:thcf;;‘nd t
narratives relating such cvents were called "translations .

“"m ll"

Mﬁmmhmmdﬁmmn'hmnmw‘""::w
Mmmwhmwmmsmwyf :
thousands - or even hundreds. A citizen of postcolonial societies
nndfmnunyodmdmkqaedmﬁmudsokmmofC_ﬂlfﬂ
omhng\ngemdtuuiutwryingocuaiommdforspeaﬁc.
purposes. For instance  group of people of country once occupied
by an external power had to learn the colonizer’s language, so
they can comprehend their masters and make themselves
understood. Likewise, a person from Europe or USA studies a
forcign language, which can facilifate matters of business, tourism
and academic careers. Often the command on another or other's
language (if the balance is in favor of the colonizer rather than
the subject) gives him supremacy.

But unlike people from the First World, persons belonging to
postcolonial nations do not have any choice, because they are

sdemic and literary discourse, whereas majority of ot
i e Arabic (und Berber, by some populafinn),  linguisg
that was left for groups wilh fundamentalists and COnserygg
doctrine. Since there was no dialogue between two langy, i,
views, so the only interaction possible \\v'ns a bl ody one, Hm“
fot many years, Algena suffered from violence, unreg nd sy

Jf atrocities, both by the Islamic militants and EOVernmen forg
C

In our surroundings, situation is NOt as gHm as it was i the Neck,
African nation, but one can glimpse the distance of jdegs "
positions by comparing the Urdu and English press in Pakisgg
If the English newspapers and magazines have modergge %
liberal views, the Urdu press projects fundamentalist anq
conventional approach, not only in the realm of local ang
international politics, but also in matters of art, culture, f“hion,
family norms , dress code, music, dance, film, and science 34
philo'sophy. Thus it is not surprising that English dailies, weeklieg
and monthly magazines devote more space to art and cultyr
activities than the Urdu papers, which report it in a few lines, zn
in those too, the tone is terribly naive, nasty or nonsensical,

Apart from the written text, the spoken language is a differen
experience/entity. Like other postcolonial nations, Pakistani
society is also caught in the duality of tongues. People in their
conversation swiftly move from one language to other, often

"To learn to speak is to learn to transiate; when the child asks his mother the meaning of this word or
that, he is really asking her to translate the unknown term into his language.". Also when we perform

as translators in our daily life, we transform obijects into sounds, then sounds into

are further transcribed as text/script.

required to grasp the language of their (former) masters, in order
to compete in their own society; since a better command in the
diction of past rulers guarantees success in matters of state, jobs
and academic excellence. But the divide of language is not about
bygone hjstq:ies or locations, since it mounts to a hierarchy in
the social classes. In Pakistan, and a number of other countries,
where English or French is used as officia] mode of operation
and the medium of cultural expression, split between speakers

of local tongue and the official language is marked by the ear]
education of an individual, If a Person converses :
English or writes creatively

to an affluent and rich class

| confidently in
in French, it means that he belongs

> and was sent to eljte schools ag
compared to state run institutions, which fail to

; < €quip their pup;
with a sufficient knowledge of other/second/ official 1?-11'1.%:%';“13LLS
age,
This division does not remain in the €Conomic
has its impact in other social and cultural areqs
users of languages is/was manifested in 5 cru

: : scheme :
wherte the elite and intelligentsia chose French for Pol.iz A:.geua,
cal,

sphere, since it
Difference in the

legible words, which

Thus our lives are spent in transmuting or translating ideas,
concepts, phrases, which depict and describe the outer world as well as the inner self.

blending words, combining phrases and joining expressions poth
from English and Urdu. This phenomenon is taking place in 0%
midst, in a rapid speed and on such a wide scale, that we, the &4

o Sty - ! . ,pjﬂ
£ this 'mix' are not conscious of it, unless we write 0f read

activites, which force us to remain within the limits of 08¢
vocabu.lary.

In addition to that and due to the spread of the Internct P"piw“
of social media networks, and usage of mobiles (with SAB
People in Pakistan are blending two languages in the most g™
manner. Now eveq 5 person who went to a gm.emcnt-"’ﬂ

-
schoo i a1 s
Loris an illiterate, combines a few words and 5P

of Shtd s .
i Eaglish in his Speech. Also, a majority of students, P‘o{t: o

o iR
middle class converse 1o #&°

oK
wo - -
tds from the twp languages are employed for ™
n\'anence On 5 = «”‘f

* 1€ can witness this in soap Operas T
and talk sho p oo

¢'.
: = . 3 feom B

WS on television in which people switch fro® i
' Urdu or yse 5 : : redio U

but with , g grammatically construc » ol
coRple.of English words/terms in it; Beo¢

nd those belonging to the
which .
of co



18 able to '\pcal cven a single sentence in & ungle language, unbess
one trics hard and consciously. Yer, when it comes to the printed
world, the two tongues do not meet. They stand apart, not only
in their scnpts and semantic structures, but in their content oo
Since certain subjects are dealt with easily and eagerdy in English,
because it is normally understood that the general public won't
be able to access whatever appears in the English press, therefore
it is safe to take up controversial subjects and express provocative
points and opinions. Whereas the Urdu press caters for a wider
taste, and is thus reluctant to pick themes that might be offensive

to the general public.

It is intriguing how this split, between spoken and written language,
has been altering our society and its different modes of
communication. This (linguistic) issue becomes a pertinent concern
in the realm of art; as here the linguistic boundaries are defined,
decisive and sometimes they also prove destructive. Normally an
artist is taught in one language (Urdu), and uses it in his daily life,
explains the work in that language, but when it comes to the
question of institutionalizing and formalizing a discourse on art,
he has to rely on another (English)...the official medium of art.
Most artists, particularly from previous generations, like Chughtai,
Allah Bux, Sadequain, Shemza and even ZahoorulAkhlaqg, Bashir
Mirza and Jamil Nagsh were educated in Urdu and talked about
their work in this language; but if one examines the earlier writings
on art, apart from occasional contribution by some artists such
as Chughtai, Shakir Ali, and by a few writers such as Syed Sibt-
e-Hassan and Hasan Askari, there was no regular art critic in
Urdu. (Shafi Ageel, as a writer on art, was more active in the 70s
and 80s with his weekly column appearing in daily Jang). Even till

our times, most of the writings on art have been in English,

360 cm x 21

Rashid Rana, Language Series # 2 (detail), C Print + DIASEC,

despite a few exceptions to connect Urdu with our art - like Dr
Akbar Nagqyvi's attempts in contextualizing by inserting Urdu

verses in his book on Pakistani art, Image and Tdentity; in which the
author appears to interpret modern and contemporary art through

local literary sensibility. But probably an overt emphasis on

English, from the inception of t
colonial legacy as well as to do with the fact that in the early years

of Pakistan, only the bureaucracy and the rich were interested in
art activities, therefore the mediu
on art was English, the language

lish, somehow subjugated artists,

his nation, was a result of our

\m fit for criticism and commenting

they felt at home with.

This early emphasis on Eng

ESSAY

because several of them did not belong to a class who was well

versed in English, so they were unable to command and control
on whatever was sald about them and their creations. Something
like what Edward W. Said quoted of Karl Marx writing in The
Fighteenth Brumaire of |.onis Bonaparte: “They cannot represent
themselves; they must be represente d o8 Hence our artists were
also represented by the elite that took the respe nsibility and role
upon themselves to describe their art to the public and to the
artists also! The influence of English was so prominent that
invitations, information, catalogues and reviews of an exhibition
were / are printed primarily in English. This may have posed a
problem for the artist, because he shares his ideas about his - and
his contemporaries’ work with his peers, in Urdu (or may be
Punijabi or another regional language) but when he has to translate
and transcribe his thoughts in English, he may not find himself
comfortable or honest in that 'forced’ endeavor/exercise. Yet the
supremacy of English being a fact is so evident that it was not
unusual for the majority of artists from the early generation
(except in some painting of Chughtai and calligraphies of

Sadequain) signing their names in English on their canvases.

This dichotomy of English and Urdu is not only limited to the
realm of language, since it is connected to the issue of identty
as well. Intriguingly, this concern is raised only when a large
public fails to understand or associate with a work of art. For
instance, many never question the custom of painting landscapes
and figures in the manner of ninetcenth century French and
English art, being an alien practice, but if an artist opts for abstract
imagery or contemporary concerns, he is accused of being
Westernized - without realizing that rendering models, trees, fields

and canals in nineteenth century European style is also a Western

3cm, 2011-12, edition of 5

custom/tradition. Only because if a person stands in front of a

landscape or a figurative composition - even if it is an oil on
two materials which were introduced by colonial

canvas (
local art, since he

rulers/educators in India), he accepts it as his

does not need an explanation to read / access it. But if confronted

with an abstract surface or an installation, he is baffled, confused

and disoriented, and accuses of it being foreign and Western.
May be because the explanation of that kind of work is prov ided
in English, hence it is not the visual material that has a link with
the East or West (Urdu or English) but the discourse on art

determines its relation with either of the two.

£



However, along with this the supremacy of the West, and its
languagc, acquired by the affhacnt class; the langraage also ugnifics
the position of gender in Pakistani an. From an carly [\rnﬂt' to
the mid *70x, the world of art was populated by men, even though
Women artists (an important segment) were also a major pant of
it - like Zubeida Agha and Anna Molka Ahmed. To this day a
large number of male artists come from lower middle class
background with no or minimal knowledge of English. But the
gallerics, art writing and art buying (and art institutions to some
cxtent) are mostly dominated by women, especially since the 90s;
who were well versed in English and thus controlled the discourse
and distribution of art. Today most art criticism in newspaper
and magazines is written by women. However it would be
interesting to collect data of art writers in our English magazines
and dailies and to note the shift of gender equation in this regard
(and to compare with the writings of Nasir Shamsie, Dr Naqvi,
Amijad Ali, Sultan Ahmed, Jalaluddin Ahmed and Shahid
Suharwardy, from earlier periods).

But more than the question of gender and consequently the

Alhamra Art Gallery Lahore Pakistan

- Qatureday 9a.an. toBpm.
II\)/IegéIlI%eP 1582?]: o012 www.aminrehman.coam

preference for Iinghsh,_l think it is thc imc of art crigi .
which demands a scrutiny: that there is a visible lack of ary } :
criticism in Urdu. There have not been regular or devoted y .
of art in Urdu - for multiple reasons. Perhaps one of the vilid
factors is that we have sall not developed serious (lexicon) dicton
of art criticism in Urdu. Thus whenever it is attempted, it~
comprises of descriptive, flowery or even funny-sounding phrases
One of its examples is a recent book by Dr. Agha sﬂmn‘“
on Shafique Farooqui. Dr.Baqar is the great-grandson of the 14
famous Urdu writer Maulana Mohammad Hussain A"d‘bmh‘g'
book on the painter is full of exuberant language that has mﬁnﬂ
to do with art - and nor with language, since its main funct
/ essence is to communicate! In his book, Dr. Baqar deseril
one painting in these words: "The metaphoric existence of an |
ample female is stated in symbolic expressive narrative. Womag
with beautiful form and shape of body is prominent. The most
dominant part is her beautiful moon-like breasts. There is a
passionate whirlpool at the position of her heart. Deep down,
the point of her naval is embedded in the yearning of beauty's
abyss. Her hips are elevated from the ground. Buds of new love
are visible in her hair. One eye is peeping through her left shoulder.

Thus there cannot be more than this symbolic, imaginative
"é

0

portrayal of the state of painting.

This is merely one sample of how our Urdu writing on art enjoys
fabricating lyricism, almost trying to cope or compete with the
imaginative skills of artists. Although in Urdu there has been a
strong tradition of literary criticism, which is devoid of any
superfluous expressions, but it did not filter through art. May be
our Urdu authors have recognized that words, despite their best
choice in either language, are incapable to substitute visual art,
thus instead of being an essential component language is a
hindrance in the course of art, its meaning, comprehension and
consumption. So they move their verbal domain away from the
visual realm and instead of transposing image into word, seck t0
keep their texts independent, free and uncontaminated by

Yet the supremacy of English being a fact is s0
evident that it was not unusual for the majority

of artists from the early generation (except in

some
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children's dra mings from Shi
Hunza, Pakistan

Synopsis: Using approaches from ecological anthropology and environmental psychology, this article will create an appreciai®
of wholeness of meaning that is natural to the children of Upper Hunza, as well as share drawings of children that aré
relatively ‘unspoilt’ by standardized school-taught drawing methods in art class. Other scholarship suggests that when i -
the lived experience of children, wholeness of meaning is the foundation of a future ability to act on behalf of thei

and natural wealth.

This research aims to heighten awareness around two themes: f;
Shimshal Valley, to analyze the place-based concepts of childre
natural environment, and second to explore the yse of children's

+ in
rst using children's drawings of their h”;‘
n about themselves in relation o the built
drawings as a tool for unmediated

Ashis Nandy, India’s eminent sociologist emphasizes that when place-based identity is disrupted by “ﬂ""
changed lifestyles, normative systems of €ommunities can col|

apse so that social flux and anomy '.,.
by poverty of calamity, he points fo @ " peopl®
Us and ethical life". In these circumstances:

' Organized ang ideclogicaqll itical praxi )
the worldview of such Persons? x g

example, when people are displaced into urban shanty towns
of loss, an;iely and anger...that invalidates vocation,
become vulnerable to influence from 'violeneo-bnsgd
2008). What has been lost or broken in

religio




I was interested in why modern society is creating attitudes of alienation and annexation of the
human mind, the malsise alladed 10 by several scholars (Nandy, 2004, Habermas, 1984). The field
of place, identity and environmental behavior held up some light about place-based identity and its
connecuon to meaning-making and normative community life. It is grounded in the environmental

movement at large and the phenomenal growth of rural-urban migration in particular (Editorial,
20100
- feo

In contrast to problems of modern alienation, other work on environmental pioneers in Pakistan
suggests a framework that explains altruistic behavior and why certain individuals have contributed
to community service and conservation in extraordinary ways (Abidi-Habib, 2009). This framework
of meanings is about how humans seek an 'expanded sense of self' (Tenzin Gyatso, 2002) or ‘engaging
with our whole being' in life (Schuon, 1965); the inner meaning of the Islamic concept of "tawhid or
integrating oneness’ (Kazmi, 2005) is relevant here. In this frame, three typologies of meaning-making

Map of Shimshal Valley and its communal territories in Northern H that lead to action are proposed: type 1 is about creating
x - 000 distinctions and classifications in our world; type 2 is about

£
synthesis and finding continuity; and finally type 3 is about

experiencing transcendence of self into a larger whole unity.

AFGHANISTAN

However, current scholarship in environmental psychology
grapples with conceptual frames to interconnect the human
experience of place, identity and behavior (Editorial, 2010).
Identity is a complex and ambiguous term that is socially
constructed within cultural, political and economic forces with

impacts on cognition, affect and behavior. These together

form a distinct way of seeing the world. There is broad
agreement that a stronger environmental identity creates

greater empathy with non-human forms and does lead to

better resolution of environmental dilemmas (#:d). 1 found

Photograph of Shimshal Valley in summer with the orchards and homes in the concept of 'insideness' or self-identification with place

}:fgf:r::g:r?:o?:: s':‘reu:t:?: i:c:f':k:i:l:r;e is the ;m";f"ﬁm, the Ismo?l?e useful when looking at Shimshali children's drawings, which

place of worship e e e scholars suggest leads to actions on behalf of place at both
: individual and collective levels (Lim and Barton, 2012). For

-
example, insideness influences decisions in the context of

technical development impacts upon a natural place. Notably,
much of this work is based on understanding urban contexts
such as selected neighborhoods of New York City.

Here drawings of middle-school children in rural Shimshal
Valley, Upper Hunza are explored as visual descriptions of
their home. This is among the nadon's most literate yet remote
communities located in the high Karakoram Mountains. The

Ismaili community, who constitute a majority of residents

|
|

in the region, places high value on acquiring education all
over its diaspora, and Shimshal is no exception. Two middle
schools in the Valley, the Diamond Jubilee Middle School of the Aga Khan Education Service and
the Government Middle School, allow almost complete child school enrolment.

In 2006, the first road connected Shimshal to the Karakoram Highway (KKH) and the outside world.
Prior to this jeepable track, the hardy residents of this valley had to walk three days through an

extremely challenging landscape to reach the nearest village on the KKH.

In the 1990's, when today's Shimshali adults were youths, they participated in an unusual rescarch

collaboration with Japanese scholars.
nd evaluated their natural and cultural environment assiduously as school children, and became, in
y became,

As part of an environmental education program, they recorded
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the words of one eminent native, 'like an environmental taliban'
acquiring an intolerance for actions that threatened their culture
and environment. But as one Shimshali mother comments now
"if children go away from Shimshal for school at an early age,
then resuming rural life is very difficult. But others will return
to the large lands, the safety and natural beauty'(interviews in
Abidi-Habib, 2010).

This enquiry arose from a research project forming part of
doctoral work where I used an intergenerational approach to
gain insight into community perspectives to social and ecological
change in response to a newly built road connection to the
Karakoram Highway (KKH). The data from children in Shimshal
was gathered through drawings made by about 50 children of
12 to 14 years of age from both local schools. The data set is
segregated according to gender and allows a comparison of
drawings made by girls with those of boys. Children were asked
to imagine standing on a particular vantage point on the valley
shoulder, and draw what they see of Shimshal, highlighting ke‘v

features they think are important including built and natural
features such as their homes, fields

\Jamaat khana, and :
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wad,ﬂlyingmckﬂ.myeeps, and a prominent woman
r 2 home. Noorina's picture divides the picture into three
horizontal zones: on a large centrally located school building; on
: -r‘ﬁmmm:womm.withmdidomlﬂunzacap,
¥ tends to her garden beside her home, and a clothes line with
laundry is strung between fruit trees. Wrapping round the school,
chicken approach their coops, and a fruit tree awaits to be picked.
In the uppermost, horizontal band are located all the features of
nature and the elements: a snow leopard, a Himalayan Ibex,
mountains, birds and the sun peak from behind the backdrop of
mountains. Although both pictures contain similar components,
the emphasis in both gives a different scale of connectedness to
the various realms available in the Shimshal panorama.

Finally, let's turn to a comparison of a line drawing by a geographer
who researched Shimshal for its natural hazard potentials
(Tturrizaga, 1997) and Mehmood Tahir, child from the drawing
group: both are made about a decade apart in time.

If we examine the accuracy of the landscape features drawn in
both these images, we find considerable agreement in both.

Shimshal Centre is the middle of the three settlements shown in
the Irrutizaga image, which is the focus of Mehmood Tahir's

drawing. Although both are made from a differing vantage point,
they show a settlement framed by a river below and an irrigation

channel above, The Lake on the upper left side is the same as
the one that has two stick-figures having a swim. The walking
trail on the upper right side leads to alpine pastures which peter-
out in a place where a snow leopard stands in the child's picture
and is leading to an elevated alluvial fan where the summer pasture
is located in the geographer's image.

Yet, for the common accuracy in both, the meanings inherent in
them differ one from the other. The geographer's drawing intends
to show distinctions and classify them for meanings that lead to
scientific analysis of the landscape. Thus the glacial advances,
fluvial undercuttings, steep escarpments, mudflows and rockfalls
are depicted in detail. They are places to beware of hazards and
surprise events and are the key features to inform the viewer.
There is some measure of empathy that enlivens the drawing as
a person herds yaks dp to the alpine pasture and juniper trees ar¢
cultivated in an area around a building.

In Mehmood Tahir's drawing we see a valley where much is
happening and its intent is to express the myriad forms of humat
and natural activity. The landscape is peopled with activites of
leisure (swimming, cricket playing) production, cultivation,
ploughing with tractor, animal tending (cow and person). The
natural world intermingles with the built one in which a bird
perches in a fruit tree and one in the mountain wilderness, the
snow leopard is poised tantalizingly next to the walking trail vp
the mountain, and the yaks are found outside a safely walled frult
orchard as well to the side of a field. A male ibex with magnifice?t
horns stands framed by a mountain. This is a landscape wher®
sun, sky and community are all interactive and integrated- This
is an expose of an inner world of synthesis and unity, not
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difference and fragmentation. Above all the drawing emanates
a joyful rightness in the world of man and nature and an
environment imbued with meaning arising from the physical,
social and cultural.

Other social science research in Shimshal shows that this
community has highly integrated symbolic meanings of self with
nature (Butz, 1996). Shimshali ideas of identity, mythology and
future conceptions are deeply embedded within its ecology
including the natural landscape and wildlife - thus forming a
wholeness of social fabric that leads to integration with place.
These children's drawings echo continuity with this cultural
interpretation across the history of the community.

As tools for unmediated self-expression, the drawings do convey
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Nahid Raza, Kaa'ba Series, acrylic and lace on paper 55.88 x 73.66 cm, 2011 &8 Waohid Khairi

It so happened that two prominent women painters of Pakistan,  to one another. Rec gnized as significant painters th

Mcher Afroz and Nahid Raza exhibited their new work in articulated the social history of their imes throug

consecutive order, in solo shows at Chawkandi Art, held in texture, color and imagery in the two dimension

Karachi's peak exhibition season earlier in 2012. Not only did paper. The social context of the imagery in both Na
this coincidence of being back to back bring two 'heavy weights' 1947) and Meher Afroze (b. 1948) has been exp
of Pakistan's art world into a close proximity of one another, writings of Dr. Akbar Naqvi (AN, Image & Id
but in an unavoidable comparison that might not have otherwise 1998) and Nilofur Farrukh (N.F., Pioneering Per
happened. Ferozsons, 1998). Both Nagvi and Farru

in the context of a 'feminist’ space that emerged fr

The two women artists' careers spanning four decades run parallel



Meher, viewed as o
‘pioneer’
printmaker /painter,
and as a 'critic of
negative decadent
values in the urban
culture of Pakistan'
(NF).

of an earlier generation of female artists such as Anna Molka
Ahmad and Zubeida Agha. Both painters have been referred to
as 'pioneers’ by Farrukh, seeing Nahid as a woman 'seeking
empowerment' while at the same time asserting that 'motherhood
Was an affirmation of feminine rights...and echoing the struggle
of the urban middle class woman of Pakistan; Meher, viewed
as a 'pioneer’ printmaker/painter, and as a 'critic of negative
decadent values in the urban culture of Pakistan' (NF). These
artists were seen to be 'looking beyond the formalism of
Modernists like Shakir Ali, Ahmad Parvez, etc. into a critique of
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Meher Afroz, Nagsh-bur-aab, ﬁlnfhﬂfﬂ\dwrkmrmbéximzol
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their own society', throughthcirlivndm:pcﬁmccs (NF). There

were other strands of critique, in which Meher and Nahid's
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undergraduate level are oblivious to the reservoir of knowledge
that lives in critical readings throughout history, their relanionship
and impact on contemporary writing and debate, and the
understanding of contemporary issues in the context of the
colonial discourses embedded in the larger culture. Institutions

luchumelndialkyScboolofAﬂmdArcchmfot

(2012), held at the VS gallery.
w/mu-eﬂli*d‘ﬂ"ﬂ"‘”
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ucllc on canvas, 66 x 45cm, 2012 g8 Jamal Ashigain

/political narrative to it. An opportunity lost, the many
conversations of two dimensional imagery, object, video and
performance (and its documentanon) that the exhtbsnon knstred
provided many lavers, none of which were seen i ther '
contemporary of histoncal context of artmaking m Pakistan
Perhaps the discussion coukd have started with the curaronal
mormmmmmm was a subpect
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of sexual and social taboo, role playing, censorshup, and wheokogscal
and social disconnect (between the artist and socery, and withen
hmmm.mmm
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also be because there are oaly five or sy sermous wrtens who
”’mmﬁmmﬁwmmm and
other essay-based writing, and they are the anes plaving the
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w0 be & monopaly of critical thought. 3 lack of challenge as wel
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of discussion into the reading/s ot art /market (not to men

For this very reason, if we
{ Mcher Afroz, it has to be
of how it has been read
_and debated

xample,

is arc to
critics' 'role’ in that market).

locate the context of Nahid Raza anc
done in some conversation and context
by writers who are and have followed their work
on the issues that have emerged in their writings. For e
if Niilofur Farrukh included Nahid in a book on 'PiUnCC"’S'- then
what was the relationship to her later work by her or of subsequent
writings? If Nahid was seen as epitomizing the 'struggle of the
middleclass Pakistani woman', then did that reading alter with
time, as Nahid's work became to be considered passe (0r did it)?
Neither Nahid nor Meher became the 'material’ for inclusion into
the current (read relevant) discourses of new and emerging global
markets, nor part of the international biennial circuit. The question
of 'relevance' is the subtext of much of this reading, and of the
local /global disconnect and connect, and requires a longer, more
engaged study in the context of artists like Nahid and Meher,
among others of their generation; especially if we allow ourselves
the space to reflect on the relevance of the connection of their
early careers to the later rupture in terms of medium and content.
These are critical points of departure as well as rupture in the
historical context of art in Pakistan.

If the culture of writing /curating itself played a significant role
in addressing the newer idioms of expression that suited the
marketing of the art in Pakistan, and its mushroom in the last
fifteen years, then was that role also being played to market certain
artists /agendas, and exclude others? The Rising Tide, Mohatta
Palace, Karachi, 2011 as an example of the local, and Hanging
Fire, Asia Society, 2011, as an example of an international show
of Pakistani artists. '...The Asia Society's surveys of new art like
Hanging Fire: Contemporary Art From Pakistan, tends so often to be
topical in content, market ready in format and didactic in delivery’
and "this exhibition of new art from Pakistan, with its references
to war, religion and consumerism, largely conforms to the Asia
Society model', wrote Holland Cotter, reviewer for the NY Times,

Cotter gave a parallel example of an Indian survey show at the

Abdullah M | Syed, The Flying Rug | (detail),
installation at IVS Gallery, Karachi, folded U.S.
one dollar bills and staple pins, installation
dimensions variable, 2008. ts Mohmood Ahmed

society in 2( )05, I E’iﬂ" ‘?f Degire: Recent Art in India fOCuSed hea\'il

on art that addr
and the effects of a gl
abstract or near-abstract art and sculpry,
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essed current social issues like sectarian Violey,
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obal market economy. Not repreg et
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from South Asi
is personal, and only incidentally political, in content'. (Hang,
Fire: Activist Energy with a Light Touch, Cotter, Holland, 5,
review, October 1, 2009, New York Times). Cotter briefly addregg,
similar issues of market / consumption /exclusion on the Chineg;
art that was surveyed by the Society, as having excluded mam-
narratives in favor of 'brash, democracy-loving artists who “"‘“H.m
to break away from the past... To enthrall Western
audiences. .. Which they did'. While the Chinese and Indiay
shows had 40 and 60 artists represented respectively throughg,
spaces in New York, the Pakistani show had 15 artists selecyeg
and shown in two galleries. 'So it doesn't pretend to be a suryg,
It's a closely edited group show drawn from a small pool of
artists, most of whom attended the Natonal College of Ansj,
Lahore,' he writes. If the links to history, and a wider base of
narratives are included in the 'mainstream’ discourse, then then
can still be a rejection, but with knowledge of social and historicy
contexts. Similarly, the "Rising Tide" could have explored and
strengthened its curatorial narrative had it connected with wha
we can assume to be in "Low" or "Receding” ude. Local
municipalities in Pakistan, too, use erasure in social memory, by
changing the names of roads, to show their own dominance, »

well as prejudice.

'Selective knowledge used as a devise in epistemic violence dunng
the colonial period continues in the way facts are distorted 10
support stereotypes that fail to convey the entire story,’ wrtes
Farrukh in her l’r.‘.ldu1g of the portrayal of vi dence in Afghanistn
the destruction of Buddha starues in Bamyan/ selective medu
portrayal by the West of it, and its relationship to the inclusio
of miniaturist Khadim Ali at Documenta 13 (The incomplere #

- »
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This connection of the global to the local is necessary, becass
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i the exclusion strategies due to lack of research and critical
If.is m. al knowledge within the local that also facilitates the
hli:iz:-c profiling of 'other' histories on the global arena.
;c,h“c isa gcnerar.ional shift and rupture in terms of ideology
o aspirations of art, and for that reason alone, Nahid's work,
well as of Meher's, stands in need to be revisited, their readings
:viscd; as new media, and the interdisciplinary media take over
the language of art, one must ask if it is the medium that has
pecome the vehicle that conveys a vision, or if it has become a
1ol of appropriation. The connections to works that have
qraveled outside the 'frame’, such as miniaturist Imran Qureshi's
recent onsite work at the Sharjah Biennial (2011) and the Sydney
Biennial (2012), to narratives that reside within the frame are
aecessary to understand the many narratives that have been

compromised, and to read what there is in that gap.

In the more recent readings of Nahid's Kaa'ba series, Aasim Akhtar
places her work in the context of Malevich's square. 'If to the
art world painting itself was marginal, Ka'aba pictures are the
epitome of irrelevance. The exhibition reveals Raza focusing
skillfully on strategies: color combinations, shape and buoyant
responses to art history... but in most, she risks a compendium

Sumaya Durrani, 'Allah, Mochammad', digital print, 46.736 x 62. 484 cm,
2012 = Jamal Ashigain

To widen the critical link to Nahid's Koa'ba work
it needs to be interpreted in the context of its
appearance initially in the prints of Sumaya Durrani
(90's), and a decade later in miniaturist Aisha
Khalid's work of the late 90s or early 2000s, in
sculptor.Abdul Jabbar Gul's work (installation,
2009, Gandhara Art, Karachi), and in the thesis
work of artist Marium Agha at the IVS in the early
2000s; artists who are part of her milieu. The
Context in which Aasim Akhtar reads the work
Under discussion needs to be explored in order to
Understand the frameworks in which Modernism
Was absorbed in Pakistan, and the different strands
of Modernity that evolved in this context.

[ e ]

.

of clichés', argues Akhtar. (Prtures and Objects, Encore, The NG‘:WS
on Sunday, May, 2012). Akhtar's is one of the few critical voices
in our midst today, due to his knowledge, creative and critical

expertise in art writing , the many issues that he raises are imporm'ﬂt
for their relevance to the reading and making of art (and Modernist
thought) in Pakistan. It appears that he chooses to question the
mystical association of Nahid's 'square’, when he asks,'why Raza
insists on keeping the square in the prisonhood of mystical faith'.
And yet he also relies on a clichéd reading of the square, refusing
to see it in any context other than in term of its relevance through

Abdul Jabbar Gull, "Without White Cloth" 304.8 cm (diameter) figure sizes
vary from 20.32 x 38.1 cm high, Installation, wood and mirror, 2009

Rothko, Rauschenberg or Gerhard Merz. If an artst such as
Nahid, who is oblivious to the theoretical implications of her
'square' in relationship to Western Modernism, and uses the
square as a symbol of her intuitive response to the Kaa'ba,
and 'decorates' it with unrestrained love (creative energy), then
that is the social context in which the work demands to be read.
In this case, Akhtar imposing his theoretical awareness becomes
a cliché' of appropriation of Western paradigms of reference.
Unfortunately, the distance between Western Modernity and
the evolution of modernist thought and its layered inﬂv::cnc:c
to the generation of Nahid Raza and Meher Afroz has not so
far been explored in art writing or curatorial pracuce n Pakistan
so far, except to some length by Dr Nagvi. But Nagvi's

: ) premise
stands in need of debate and understanding,

not exclusion
In the caralogue essay on Meher Afroz's new senies titled N
bar Aab (Reflections on Water), exquisitely designed to

complement the imagery of the work,

aqsh

the critical thrust in
Saquib Hanif's observation about the work, ‘cast :
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the punctuations or contradictions in the art, or to distinguish
if they exist. These have had to do with translating a thought
process, which speaks a language that is not articulated in current
terminology. Hence, because the relationship to Saadi and other
wlema is not understood by those critiquing the work, the bridges
that could have linked dichotomies of place and time, have not
been possible. One reason for this could be due to the consumer
thrust of the show in a commercial gallery where the red tag
ends the dialogue with the art and the art community (critics and

artists) are in awe of the material dexterity of the work.

On another note, the opulence of surface decoration, of possible
reflections on water speaking of words such as ishg (love), il
(knowledge), manrfat (eminence), seem to reflect a defiant
narcissism: what does the artist not allow us to see in that
reflection? The explanations around her inspiration, on the stages
of Sufism, provided by the artist in her Q & A with Niilofur
Farrukh may provide the inspirational context to the work, but
in the end, the work stands on its own; apart from the intention
of the artist. Does the presence of the word il provide new
knowledge and how does it convince the viewer of the presence
of 'that' knowledge?

An issue which needs to be studied in this body of work by
Meher is the aspect of spitituality: Whether or not the relationship
of the viewer to the art becomes a moment of recognition of
spirituality in the art, or a recognition of what the artist
acknowledgcs as an essence of spiritual planes, and the nature
of that cofinection and recognition. The premise of Meher's
interview til;iéd, 'Images on Water: a visualization of the threefold
path of devotion', by Niilofur Farrukh suggested the undisputed
connection to a spiritual space, but froze possible connections
to the art by placing the artist on a pedestal, perhaps because it
did not explore the critical space, and spaces of possible disconnect
around the concept, imagery or process. A catalogue such as
was published for the exhibition, therefore, became more of an
extension of the gallery/commercial market value.

The layered connection to the surface and the relationship of
gold/silver, and of geometric patterning in Mcher's work thar
may be anchored in a traditionally Islamic aestheties need 1o be

Nohid Razo, Koa'bo Series, acrylic on poper,
S588 x 73.66 em, 2011 ma jomal Asigu

How did Nahid Raza and
Meher Afroz internalize
the aspirations of its
formalistic and conceptual
concerns into their
language especially when
neither artist chose to look
at the theoretical context
of the frameworks they so
adopted?

understood in connection also to the wider relationShjp of
references by other artists such as Aisha Khalid (2011), Abdy, a2
Syed (2011-12) , so that the paradigms of religions and seculyy
can be reviewed. How far is Aisha's connection to Igbal ang
why at this time? What is the dynamics of economic/social
mobility and regurgitation in Abdullah Syed's magic carpet ang
who is his target audience, keeping in mind the poetic nature of
his form? These works, punctuated with connections to
commaodity/religion/politics, in which the separation of reading
between religion, politics and the politics of consumption js ¢,
narrow. How to access that which is not spoken in the hnguage
understood today in the mainstream of art, is one of the many
difficulties that widens the disconnect to Meher's work. If 4 all
its surface opulence resists and deflects the viewer's engagemen;
The work of both Meher and Nahid, should also be read in
relationship to the social concerns that was part of their catlier
concerns, the conceptual terrain of form and formlessness, ang
its relationship to the nature of rupture/s in this very society

today.

To widen the critical link to Nahid's Kaa'ba work it needs to be
interpreted in the context of its appearance initially in the prints
of Sumaya Durrani (90's), and a decade later in miniaturist Aishy
Khalid's work of the late 90s or early 2000s, in sculptor Abdul
Jabbar Gul's work (installation, 2009, Gandhara Art, Karachi),
and in the thesis work of arust Marium Agha at the IVS in the
early 2000s; artists who are part of her milieu. The contextin
which Aasim Akhtar reads the work under discussion needs to
be explored in order to understand the frameworks in which
Modernism was absorbed in Pakistan, and the different strands
of Modernity that evolved in this context. How did Nahid Raza
and Meher Afroz internalize the aspirations of its formalistic and
conceptual concerns into their language especially when ncither
artist chose to look at the theoretical context of the frameworks
they so adopted? If they can be compared because their carcens
run parallel to cach other, then what are the concerns and
aspirations that separate the vision of these rwo artists? And
finally, what are the mechanisms of market caputahist agendas

that dictate the market value of cach? [

I ————
vorylic on comven, 86 & dSom, 2017 8 W



1 AAT GLOBAL

QS

- o
Adrian Villar Rojas (Argentina), Refurn of the World, 2012

Niilofur Farrukh

Alighiero-Boetti (Turin), Mappa, 147X228cm, 1971

' . .the second form of cclonlzoﬂm,
the one which at least six generations
of the Third World have learnt to
view as a prerequisite for their
liberation. This colonialism colonizes
minds in addition to bodies and it
releases forces within the colonized
societies fo alter their cultural priorities -
once and for all. In the process, it
helps generalize the concept of 'rhe
modern West from a geogrophlcql . ;
and temporal entity to a psychoioglc e
category. The West is now
everywhere, within the West and
outside; in structures and in minds.
.......we are concerned with a
colonialism which survives the demise
of empires.' r

Ashis Nandy (1)
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Ocoxtursks Cdtren | dide shoe projection and
wrifacs from Attico, dimensions voriable, 2012

Selective memory, which
has always been a strategy

of the privileged discourse,

is central to Kader Attia's
'The Repair from Occident

to Extra Occidental Cultures'

(201 2). Set up like an
anthropological archive
with tall shelves and an
overwhelming clutter of
books and objects, it
confronts conflicting

dualities from the past that

have shaped perceptions
of the present. The books
nailed and padlocked to
the shelves speak of a
painful yet persisting
relationship with colonial
epistemic erasure that
defies easy reclamation.

Goshka Macuga (Warsaw), Of What is Not, That it is Net, 2012

The 13th edition of Documenta (2012), was dedicated to ' artistic research and forms
of imagination that explored commitment, matter, things, embodiment, and active
living in connection with, yet not subordinated to theory." It's Artistic Director
Carolyn Christov-Bakargiev and her team focused on stage, siege, hope and retreat
as points of provocation to connect four locations: Kabul, Alexandria, Kassel and
Banff.

My attempt in this article is to look at the curatorial layers of Documenta 13 and
offer a critical reading from Pakistan, a place which has a historical, cultural and
geographical affinity with Kabul, one of the four chosen locations.

With destruction and Kabul woven into a motif of war (and siege), the Rotunda at
Fridericianum, one of the primary venues, offers two significant introductions to
Afghanistan. Several figurines of Bactrian Princesses from late third/ early second
millennia BC, these serene obijects, exquisitely crafted with inlay designs, speak of a
gentler history of the region. Current times are represented with a western style
landscape with a story of resistance. This work by Mohd Yusuf Asefi, was painted
over figurative works of masters in the museum and government offices, with
temporary landscapes in watercolor, to save them from destruction by the Taliban
regime.

Just a few feet away hang a series of pictures, 'Lee Miller in the bathtub of Hitler's
apartment in Munich 1945". These were taken shortly after Miller visited the Dachau
camps and her presence in the dictator's personal space is unsettling in much the
same way as sceing the painted- over artwork by the Afghan artist. Set apart by half
a century ot so, they evoke deeply embedded memories of resistance to ideological
dogma and its destructive power that holds a nation hostage.

Between the ancient past and recent history representing Afghanistan at the Rotunds,
there lie many centuries of cultural renaissance that shaped the sensibility of people
that are located at the intersection of Persian, Mongol, Chinese and Indian civilizations
The miniature paintings from Herat, which are emblematic of an intellectually rfigorous
tradition that heralded idiomatic experiments in visual arts and literature, if exhibited
it could have provided a strong reference of its nuanced continuities and rectified

. the erroneous impression of a cultural void between the archaic represented by e
- Bactrian statues and Asefi work, an outcome of the recent conflict

- Seclective memory which has always been a strategy of the privileged discourse, is

central to Kader Attia's "The Repair from Occident to Extra Occidental Cultures (2012}

‘ Set up like an anthropological archive with tall shelves and an overwhelming clutt

of books and objects, it confronts conflicting dualities from the past that have
perceptions of the present. The books nailed and padlocked to the shelves speak of
a painful yet persisting relationship with colonial epistemic erasure that defies easy
reclamation. In a corner slides slowly click like gun sounds in Russian roulette 35
image after image of Caucasian soldiers deformed by war injuries in the space finds
resonance with the heavily stylized features of African.rnasks/ statutes, and documen®
replete with racial 'othering' that provoke questions on the use of genetic punty and
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o bet introductory essay, Chnstov-Bakargiev elaborates "The
EuanCPaton potential of thinking in new ways withe it producing
gasaruted knowledge that is instrumental and easily transfi wmed

g0 negotiable mvestments could lie in an accord between human

god the many forms of non-human intelligences, effects and

hebefs, emotions and beliefs, emotions and forms of trust, that

aan be established among all the life- forms on the planet. This

docs not indicate less interest in humanity and people, their lives
and cultures, their art and imaginations; it is based, instead, on

the principle that more potential lies in " becoming with" than

m mistrust, fear and compenton over resources and possibilities.”
2 100 notebooks were commissioned along with the dozens
of art works which were displayed in institutions and improvised
spaces all over Kassel, offering ideas in progress as a challenge
w constituted knowledge.

Institutionalized knowledge and its relatic nship to the book as
the receptacle of communal memory cannot be left out of any
conversation on siege, hope and retreat as issues of distrust and
skepticism are central to societies, particularly those that have
experienced long conflicts, extended occupation or oppressive
democracies. i

When artist Khadim Ali's family fled Afghanistan during the

Soviet invasion to take refuge in Pakistan, even during the most

|!!?!;. ult of iy

[".!‘uni\- the most widel
region. Afraid to bose ¢
their land, they held onte i |

become the lens thro igh which |

his return to his homeland. Khadin

Taliban had approprated the ¢l

IAracter
propaganda songs. The artist's response t

the Rustom series based on the protagon

into a horned devil haunting the mpty |

Documenta site, Kassel, Germany
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collaborative practice
between the dise iplines of
literature, « alligraphy and
paintung, Current media
representanon of
Afghanistan with its focus
on violence, extremism and
oppression of women will
compel most visitors to link
it's imagery to war. Yer,
another rc;ldlng of the work
is possible: Buddha which
even in its fallen state
dominates the canvas by
dwarfing the 'Rustom devils,
and embodies the duality of
Afghanistan's reality. The
centuries of religious
tolerance which led to the
conception, building and the
long life of the Bamyian
Buddhas and other of more
recent violent bigotry that
destroyed it, are legacies that
co- exist. The Afghan
culture which has supported
religious plurality for
centuries points to an

optimistic future.

Constructing stereotypes
and misrepresenting history
is made possible through

erasure and manipulation of

soache, ink, ond gold leaf on wasli paper, 70 x 54 em, 201 1-2012
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robbed, neglected and lost. This dlsph_\ of printed
1 from a cell phone of book covers and Pages of
wvels, scientific manuals are from the thirty
ind books looted from Palestinian homes by I‘Nt‘lls;'rhc

1 the pages, unhke a ibrary book i"‘"”hcf‘ﬂ“ I




Central Asia, 'Bactrian Princesses', circa second millennium BC

link to the owners who too may have faced similar displacement.
The artist photographed them from the six thousand books kept
in the Jewish National Library in W Jerusalem that bear the
misleading label 'abandoned property”. Jacir's artwork as stated
in the catalogue 'raises questions regarding repatriation and
restitution’ of cultural property. Her earlier projects on the objects
of the looted and destroyed National Library and Museum in
Iraq addressed similar issues. The two muscums that became
cultural casualties, one in Iraq, which happened on the American
watch and the other after the Taliban took over Kabul, remain
untold narratives of grand destruction and grand larceny of our
tame.

Collaboration between un-named stone carvers from Afghanistan
and artist Michael Rakowitz creates a room of memories dedicated
simultaneously to two bombed sites, Bamyian and Fridercanium
in Kassel. On display are partial fragments saved from these
locations in the form of charred books, documents, pieces of
the statues displayed in tall cabinets like curiosites. To some
visitors this may appear an unconvincing connection as the scale
of bombing and destruction of the cultural heritage at Kassel
was far greater and persistent than the Taliban bomb casualties

at Bamvian which
were two cultural
artifacts but in
which no loss of
life 1ok place. On
tables in front of
the cabinets arc
(ll*['h\( d
masterfully carved
stone replicas of
classics from
Afghanistan and
Germany/Europe
including some of
the earliest
Medicval
manuscripts that
activate a lesser
known chapter of
history when the
exchange of
knowledge, that began several centuries ago flowed from the
East along the trade routes. This is manifested in the content and
design of Islamic and Chinese manuscripts which strongly
influenced Europe's medieval illuminated manuscripts. Paper-
making expertise from China too crossed Central Asia into Islamic
Spain before reaching Europe to bring about major social
revolutions, like the Reformation.

'To disown knowledge is completely different from refusing it-
as all kinds of totalitarianisms do. To disown knowledge is not
an absence, it is not ignorance that is praised here. It is the
presence of the undone, of the sull possible.' (3)

Withholding knowledge, destroying it and replacing it are various
forms of refusing knowledge. The concept of disowning
knowledge is a complex one as it requires a deep commitment
to openness sans hierarchy, to accept new forms of knowledge
without bias, even if the very fundamentals like its production

and relationship to people may be completely alien to the dominant
discourse.

The Western discourse based on theoretical / institutionalized
knowledge is often suspicious.of experiential and intuidve ways
of knowing that excludes many different kinds of intelligences

Eorh




Emily Jacir's ‘ex libris 2010/201 2' points to
jlected and lost. This

knowledge robbed, ne¢

display of printed images taken from a cell

phone of book covers and pages of school

books, novels, scientific manvals are from the

thirty thousand books looted from Palestinian
homes by Israelis. The notations on the pages,
unlike a library book bear the personalized

link to the owners who too may have faced

similar displacement.
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The project of 20th Century Modernity has man;
critics that have begun to recognize the limj ‘
of logic and compartmentalization. To vitaliz
the discourse, the West has begun to seek oy
non Western cultural diversity. The problem
however lies in the haste with which the
appropriation takes place with disregard to the
deeper philnsnphical content. The borrowing
is done with the assumption that form can be
divorced from its meaning and interpreted
through any cultural framework, a position which
is both arrogant and disrespectful. The writers
of critical text from the West, when knowing
and knowingly use Modern theories to interpret
art that belongs to a different contex cultural
voice 18 supprcsscd, also because Western social
theories are not cnmpntil)lc with its sensibility,
and the art often comes across as Weas and
insipid. In her notebook essay Nawal Al Saadwawi
titled "The Day Mubarak Was Tried, weaves personal
history with that of her nation into a response
with a muldplicity of layers informed by the

writer's experience of living in Egypt under the

oppressive dictatorship of Mubarak. [t resonates
with the complex reality of Post Tahre

Egypt, in a way no critical text based onme

er Square

diated

information can communicate.
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Looking at Kabul (and the Afghan War) through the art and

goni Abidi (Pakistan), Death at 30 Degree Angle, video Installation, 2012
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"Dr Prof Valeria Fiorani Piacentini is an Italian researcher who has worked in Balochistan
u [ F [ ﬂf and Sindh for over twenty years. The centrality of Kij-u-Makran region, which is the
classical name of Turbat, and Sindh, as pointed out in historical records, was the theme
- of her talk "Silks and precious merchandise in the 13th century: Genoa's thrust fo the Orient.
ﬂ | e [ I ﬂ Sindh: Sources in Arabic & Persian, records from Ifalion archives." She read her paper in

a seminar in the summer of 2012, which was organized in Karachi by the State Bank of
Pakistan.

L -
| u [ﬂ " | Rumana Husain and Niilofur Farrukh of "Umﬂ-ﬂn‘ met Dr Piacentini to find out more

about her research in Balochistan and Sindh and the pre- Renaissance cultural exchange

between Asia and Italy in which the land trading route based in present day Pokiston

L L] |
| ﬂ E E " t I “ l played a pivotal role.
Prof Valeria Fiorani Piacentini elaborated "l came back to work with the French

archaeologist, Monique, and the Pakistani archaeologist Dr Asma Ibrahim (she is the
Director of the State Bank Museum, and was the force behind the seminar). | started from
Hormuz, then Makran, and my quest is to find that harbor...therefore | am now working
in the Indus Delta. The site of Bhambore could also easily be that harbor town.”

Regarding the contention that Bhambore, located around 64 kms from Karachi could we!
be the ancient port city of Debul, where in 712 AD, Arab conqueror Mohammad Bin
Qasim of Baghdad landed and captured the area by defeating the local ruler Rojic
Dahir, Prof Piacentini says, "If the site of Bhambore is Debul - | would say “yes PURE
may be, but | want to investigate the 1% to determine this beyond any doubts.”

b

It would not be wrong to say that it was Prof Valeria Piacentini's knowledge of A™®

and Persian that brought her to this part of Asia and engaged her in its history

”
] ~e ™
My great uncle, who was the brother of my maternal grandf r, was © well knO*

Orientalist, and he lived on the upper floor of my grandmother's house where | R

m i -
oved in order to study these languages. My father was disappointed with ™) cho®

Prof Vaoleria (08 Rumano Husoin



ofub]od\,mhohodwmhdmetoaudymedldm,wldeemed
it best to get away from my own house for sometime. | felt
privileged to have studied under my great uncle's guidance
and held discussions with him every day. He had a dark sense
of humor and told me that | would die poor, as studying these

languages would not bring me any money,” she said with a
smile.

While working at Triesta University she got an opportunity to
move to Mashad University in Iran from where she started her
work from Hormuz four decades ago. She added that there
has always been a keen interest in the civilizations of Arabia,
Persia, India, Central Asia and China and for its academic study
the first Oriental University had been set up in Naples at the
end of the 17th century.

The importance of Hormuz was its link to the northern silk land
route. The buyds, to counter the Kermizians and the Fatimids in
Cairo controlled Hormuz. They also reunified Sindh, Makran,
Kirman and Faras to Shiraz, which was pivotal to the trade from
Asia to Europe.

"It was a very active North - South route, coming from Central
Asia, Samarkand, Bukhara, Neshapur...all along the caravan

routes down to Hormuz. From there was the land route to
Makran,"

In her research she found that Kij-u-Makran region had great
importance for Genogq, for, as Prof Piacentini explains, this route
meant bY'Possing the Byzantine Empire which levied heavy
tax on traders. Records show that the Genoese were the first
fo find this alternate route when they first came to Tabriz, Shiraz,
during the Mongol period and aligned themselves with a very
Powerful merchant family who had commercial links right up to
China. Genoa in the Middle Ages was one of the maritime
Italian republics. Together with Pisa, Venice, and a few others
these City-states competed with each other militarily as well as
ommercially,

The Makran coast or Kij-u- Makran in Balochistan which constituted
the main trade route was a very green region and well fortified
With "castles that date back to the 6th millennium BC, some of

(-

Silks and
Precious
Goods in
the 13th
Century:
Genoa's
Thrust to
the Orient.

which are still inhabited by people. The powerful sardars were
supported by the Zikri sect and the Gichkis who were not Baloch,
but Rajputs.”

Dr Valeria further explains that "In the 15th century Rome
became the first center in Europe to have a big market for
medicines, potions and filters. While working in the Vatican
City | came across two letters from the 15th century written
from the secretary of the Pope to the captain of his fleet, which
was sailing to the East. This east,” she elaborates, "was your
east. It was a long list of items - more than 200 items - requesting
to import those from the East. In a little postscript, there was a
shorter list of items like quartz, lapis lazuli, etc. explaining that
they needed to make a special powder of these precious and
semi precious stones to be used for filters."

Also on the list of imports into Italy was saffron from Kashmir,
silk from Khurasan and Neshapur, dry fruits, fresh dates, muslin,
dyes, indigo, and fine textiles embroidered in gold and luxury
goods, which were all transported via Sindh. Much sought after
was a mussel shell, found only in the Persian Gulf and the
Arabian Sea, from which crimson dye was extracted for the
imperial color used in Italian city states.

Ruby, onyx, lapis lazuli and turquoise were the precious and
semi precious stones in demand in Europe in the late 15th century.
As was Chinese porcelain from the Tang and Ming periods,
incense and frankincense (lubaan), the art of falconry, string
instruments, medicines, arts and crafts, carpentry, weaving,

binding of books, brass and ivory inlays...

She says that Italy, more specifically, moved over from trading
to production, in the 14th century. "And this is how the balance
began to change. The form of payment was rough pieces of
silver, felt, wool, and sometimes gold coins."

Speaking about the people of those times, she says that
"craftsmen were very mobile. They shifted their tools and families
wherever there was business. Merchants lived where there was
stability, and it was the military empires that could impose
stability and security, and they prospered.”



| have seen our religious
paintings with Kufic Arabic
scripts on textiles and
dresses of ladies, including
dresses of the Virgin
Mary, use decorative

motifs painted on them

that are definitely from
the East. The design using Arabic script, is
called Arabesque decoration, as they did not
understand the script and used it as design
or motif, which we also call pseudo writing,"
Prof Piacentini added that "There is also
stained glass on the dome of Vienna and
used in our churches, adapted from what you
have in your mosques.”

nu inquired if Prof. Placentini had come across any
record of miniature paintings of the Moghul courts or any
religious statues from India going to Genoa or to Rome or

Venice.

Prof. Placentini "In 15th century Tabriz, I found a religious
encyclopedia with miniature paintings. But 1 have seen onr religious
paintings with Kufic Arabic scripts on textiles and dresses of
ladies, including dresses of the Virgin Mary, use decorative motifs
painted on them that are definitely from the Fast. The design
using Arabic script, is called Arabesque decoration, as they did
not understand the script and used it as design or motif, which
we also call pseudo writing," Prof Piacentini added that "There
is also stained glass on the dome of Vienna and used in our

churches, adapted from what you have in your mosques."

"In Jivani, Makran, 1 have come across a tomb, which is a
rectangular wall, with two kinds of minarets, where on the front
entrance inside the main wall there are several tombs of saints,
and over there on the brick walls are beautiful porcelain bowls
in turquoise and white, of the Safavid period - 17th century -
sticking out. It will be interesting to find out why they used these
bowls or platters instead of using flat tiles, which are used more
extensively," she wonders. The researcher had also seen the use
of such bowls and platters as surface decoration in Iran as well

as in churches in Italy.

The Italian city of Florence also has its ceramic tradition

Stained glass in Minoritenkirche, Vienna

with yellow and green floral decorations therefore did she
conclude thart there is any ceramic influence from Asia? Moreover,
what other intellectual exchanges has she come aCross?

P

Prof. P "Whether they copied us, or we copied them, both have
had the use of bowls in our countries. Together with bricks, the
use of the ceramic bowls appeared quite beautiful," she says.
"Also I found in Jivani a Chinese influence of colors on the

ceramics, in blue and white porcelain."

The connections in the decorations across these countries ar¢

indeed fascinating,

Expanding on the intellectual exchange, other than medicine and
the sciences, she says that "Dante, in exile from ltaly, traveled

to the east. Some of his passages were certainly HNPITL"{ by the
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vice versa. There were no big harbors but there were shelters for
piracy, yes,...as many as you like, small settlements in Pasni,
Gwadar, Jivani...but no great harbor. Even today it is very
difficult to dig and build a big harbor there because of the silt.

"My excavations were all along the Turbat area, which is a
continuous strip of oasis from the Iranian border and beyond.
Itis a natural road that can be followed. There were many shelters
there; several castles and shelters built for caravans to rest. One
could survive there very well. Outside were cultivated fields. The
castles were of course in a dominant position. The mounds
reveal that the castles were built one on top of the other. They
were made of mud bricks. There was protection from the flooding
of river. There was continuous work of repair and maintenance.

"I found beautiful halls that were plastered and painted. To me
they reminded very much of the Iranian style and culture. They
wete vaulted; while everything there was roofed. There were

magnificent paintings, but everything was collapsing.”

| asked about the kind of decorative imagery found in the
castles and the people who built them.
P

Prof. P During the excavations she found the Gichki castle.

" -~
There are beautiful flowers, peacocks, fish, etc., such as one of

those lustrous Shirazi or Isfahani carpets. These were probably

made between 200 to 300 years ago. The British did not destroy

them once they conquered the castle.

"The Gichkis, who were a Rajput family, came to Makran in the
16th century, at the end of the Mongol period. They came as a
family...they are not a tribe, and they became sardars of the
region. They were not familiar with the local population, so they
rebuild the old castles and mostly stayed inside those. In order
to rule they needed an army, so they took up people from the
local population. Having come from India, they had a lavish taste
for all kinds of commodities: carpets, furniture, objects, using
slaves... They used some ladies of the local tribe as wet nurses
for their own children. The Gichki men didn't marry local women,

though their women married local men, in order to keep the
lineage 'pure.”

Prof Valeria Fiorani Piacentini's search for the harbor town in
the Indus Delta, which she believes was the central harbor in
Jude but her findings to-date have
Pakistan's history. The active role

d trade route to Europe during

Makran, may have yet to conc
opened important chapters in
of the Makran Coast as the lan
the Middle Ages, which led to a la
of material goods and ideas and its subsequent impact
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ived 500 years in some
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Gichki forts that have surv
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places also calls for
its unique indigenous architecture, so these can enter
mainstream discussion and study.
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