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100+ Pakistani Architects and their own Houses, launched in
December 2006
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Rifiky Effendy was born in Jokarta, and trained as o ceramic artist
at the Fine Art and Design Department of the Technology Institute
of Bandung. Based in Jakarta since 1997, he has curated and co.
curated several exhibitions and has been a freelance contributor
for national newspapers and magazines. Since 2007 he has
contributed to Arf Asia Pacific. He established ond directed the first
Bandung Biennale in 2001. In 2004 he collaborated with Indonesian
architects and artists for the project Imagining Jakarta sponsored
by Goethe-Institut, Jakarta. Effendy worked with Greg Burke on
the exhibition Trans Indonesia: Scoping Culture in Contemporary
Indonesian Art at the Govett-Brewster Art Gallery in New Plymouth,
New Zealand. He is a fellow of the Asia Cultural Council (ACC).

Saira Dar has been working as an artist since 1993 and has
explored a wide variety of mediums. She has exhibited her work
in numerous solo and group shows and has expressed herself on
a diverse range of themes. She has also been writing art reviews
for the daily Dawn on a regular basis since 1999, She is currently
Head of the Art Department at Aitchison College, Lahore.

Samina Shah is an art critic based in Lahore, Pakistan. Freelancing
as 'Bibigul', she also writes on social and women's issues and has
more than sixteen years of teaching experience. She has worked
with an NGO on a project called Portrayal of Women in the Media
and is also pursuing a doctorate in History of Art.

Sara Mahmeod grew up in Wales and has lived in Pakistan sirice
1986. She works in Islamabad as a trainer /examiner for the British
Council. Her main interests are art and literature. Her book reviews

and other articles have appeared in daily Dawn and Libas magazine

Prof. Sevim Cizer s @ practicing ceramist who heads the Ceramic
Department that she founded some years ago at Dokuz Eylul
University, Faculty of Fine Arts, lzmir, Turkey. She has held five solo
exhibitions and has participated in several national and international
exhibitions, biennials, workshops and conferences, including shows
in the Czech Republic, Slovakia, Greece, Albania, USA, Hungary,
Egypt, Macedonia, Japan, Argenting, Latvia, Uzbekistan and China.
Her research papers on special historical technigues like "Luster's
Techniques' and 'Terra Sigillata' have been published. She has also
been a jury member in several national and international

organizations,

Sohail Amir Ali Bawan! has a Post Graduate Diploma in Islamic
Studies and Humanities from the Shia Imami Ismaili Tariqah and
Religious Education Board for Pakistan (ITREB). He has a Bachelor's
degree in Commerce from the University of Karachi and a Bachelor's
in Computer Science from Al-Khair University. His major interest
and obijective is to explore communities and the role of sacred

spaces in the devotional life of the Sindhi people.

1 Ali's name was mhslng frum her urﬂcl. 13 smu.m, Pubhc An‘ in Luhoro IWMRT regrets fhls omilsivﬂ



Editor's Note

an w . th years of Independence in 2007, With the objective to both celebrate and

Mcnhnm':m NUMTARAT has initiated two essay series with this issue. The first is based on

: m of art writings in which NUKTAART win help its readers to rediscover and explore the crifical

 ideas of eminent art critics. We are reproducing the writings of thinker, writer and activist, Mulk Ra] Anand
(1905-2004) and art critic Miriam Hablib (1927-2007).

The essays on the art research of leading scholars from countries close to Pakistan in age will help 1o
understand the dynamics of art evolution in similar communities. Indonesian curator and critic Rifky Effendy
will be the first to share his documentation.

Taking the theme of art history further, lan Maclean from Australia looks at UK- based Rasheed Araeen's
influential work as the Founding Editor of the Third Text and his pivotal role in initiating the compilation
| i : of an inclusive 20th Century Art History of Britain with the voice of non-Western British artists.

We bring an informative article for our readers from the remote Islands of Papua New Guinea in which
Diane Buck from the University of South Pacific discusses the country's emerging art scene.

Another artist of the Pakistani Diaspora to gain international recognition is the Venice Biennale veteran,
Sylvat Aziz, whose works The Mother of All Postcards was recently acquired by the Royal Ontaric Museum,
' Canada (ROM). Dr Deepali Dewan-Cobb, the curator of the South Asian Gallery at the ROM, discusses

i Aziz's multi-layered work in considerable detail. -

i The Temple of Ramapir in Sinch, where cultural and religious symbols and rituals crossover and are invested
: with new meaning, is the subject of Sohail Bawani's informative paper included here.

We have devoted a sumptuous spread of photographs by Kohi Marri and multifaceted impressions of two
renowned ceramists, Catharina Kajander (Finland) and Sevim Cizer (Turkey) to the Third ASNA Clay
Triennial held in Karachi. The coverage acknowledges Pakistan's largest art event in recent times, with its
international exhibition, seminar and workshops for ceramists that brought together the art of 50 artists
from 12 countries.

This issue's Conservation article, by well-known architect Mukhtar Husain, takes up Pakistan's important
architectural conservation initiatives in a comprehensive way.

From Islamabad the writer and photographer team of Sara Mehmood and llona Yusuf have covered the
collection of John Wall, a friend of the artist Iqbal Hussain and a passionate collector of his art.

With the expert input of Lutfullah Khan, Rumana Husain traces Pakistan's turbulent history of classical music
in the last six decades and sees the revival of the glorious days of this genre of music not without pessimism.

HUKTABAT has started an exchange of articles between Daile, a bilingual, Lithuanian art journal, with a
wide European circulation. This collaboration aims fo promote an art dialogue between two cultures that
know very little about each other. Nukta-e-Nazar carries an important must-read with a conversation from
Doaile, between a Lithuanian and an Estonian art scholar on Issues foced in art institutions and art practice
of the post-Soviet Era. Interestingly, it resonates with familiar concerns like over-commercialization and
loss of identity in the face of globalization. It also reinforces how the dominant Western influences are
implanted like stem cells to radically transform the local host bady of art. How international digital dialogue
and technology as a medium Is responsible for new values that challenge established canons of the way
art has been created, perceived and disseminated.

HMMT% interface with artistic developments from various locations invites its readership to participate
in this global debate of transformation.

oy

Niilofur Farrukh
Editor

April, 2007
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New Si'lk Route fo

The British Council, inspired by the ancient Silk Route that was instrumental in making the
East accessible to the West via land, collaborated with local partners to initiate a Central
and South Asian project for the promotion of Design.As a part of this project,an Education
and Research Conference was hosted in Karachi by British Council Pakistan in February

2007.The seminar brought together design educators, students and researchers, government
officials, institutions and industrialists and individuals engaged in the management of design.

After day-long deliberations, the participants agreed that social responsibility and consumer
input were imperative for making a design successful and beneficial for the community.An
important debate was also initiated on integration of craft in the urban product design,

in order to retain design identity and to preserve traditional
practices that could benefit the artisans.

Of special interest to the audience were presentations on
architectural designs for seismically active regions and their
application in the earthquake effected areas of the North and
in places along the fault lines in Pakistan.

Silk Route Education and R

Art Conservation A telierin

s r a ¢ h i

Artist Mansoor Saleem, armed with a Master's degree
in Archaeology from Karachi University, together
with his talent for painting, and his training in the
restoration of paintings, has been painting and
exhibiting in the city for several decades.
Unfortunately he is now suffering from Parkinson's
Disease, which limits his movement. To cope with
the changes brought about by bad health, in early
2007, he opened Atelier MS - in his house, located
in the PECHS area (phone: 92-21- 438 3839), where
he displays his paintings, teaches art and carries out
art restoration. So far, he has restored several works
of old masters of Pakistan, including Chughtai, Allah
Bux, Sadequain, Shakir Ali, and Ahmad Pervaiz.

e

ar, City, watercolor, 117X9"

e

Surface,

Ghalib Bagar's recent art
shown at Zenaini Gallery once
again revealed the artist's
mastery over his medium A
prominent artist of the
Watercolour Movement of
Pakistan of the 1980s, Ghalib
is known for his experimental
handling of material and
textural interventions that
compels the medium to
behave in a new way.

d Aipaodwajuo)

ubisa

Galib Bagar, Boats, watercolor, 30"X22"

A long time citizen of Karachi
- the coastal metropolis on
the edge of a desert - his
work derives its inspiration
from its environs. In his
current work, fluid seascapes
are seen swilling into
amorphous abstractions that
suggest tangible forms but
holds back from giving ita
recognizable image. Light and
tone march to a new tuneas
his brush weaves new colors
from layered strokes of the
translucent pigment. Working
from a small to large scale, his
painterly surface remains
vibrant and confident

On Abu Dhabi's Saadiyat Island the
Desert Louvre hopes to open its doors
in 2012 with four other internationa
museums. However, this import of
culture did not come ¢ heap for the
Emirates as a hefty sum anywhere
between USS 800 million to US $
billion is being paid to the Louvre
rent its name and art works. The

c

L]

venture is more about economics than et Moss scr Nasuve &
culture, as the museumns pPlanned for Saadiyat Ishand are expected to brng wpe o
in Asian tourism Despite Protests by French scholars and artists. e ;f.nd-G("(
has decided to franchise its hottest cult : a8
which already has a string of satellite muse i 1 w ‘“u s v bulld I8 (% A

on the Saadl)‘:! Island which m.gﬁ. . . ; o bpmer Y L

e
Four ren bbed a4 rv!Hnru"‘l‘-‘
; owned architecrs have been commssioned for the museums and the ’
s cent . . - .
re: Tadao Ando is d“'g""\l the Maritime Museurn Frank Gy e m/

Abu Dhabi, Zaha Ha
» dird the y Jp—
the Classical Museum Saadhyc's Perform ng Arts Centre, and jow N



and Germany looked at the many dimensions of the cultural
mdm Ata seminar hosted by Alliance Francaise and
Wh.&MMthMMﬂM
important seminal research was shared on the cultural ethos created
by the mingling of religious symbols and rituals at devotional sites
&?Wmmwmmmm dated
the environs of Karachi to pre-historic times. This was based on the
findings at sites on the periphery of the city, which are fast disappearing
under rapid urbanization. Arif Hasan, while presenting the colonial
and post partition consolidation of Karachi, stressed on the importance
of the relationship between development and demcographic reality.
Among other significant presentations, a rare study of the four
shrines of the Maheshwari Meghwar saints, by Mohan
D Thentya, highlighted its complex methodology and
symbolism of the Panth that continues to preserve the
original identity of the shrines in Southern Sindh.

DjDIsNOW pewyy i1q

Art for Healin:

Auction Held in Pakistan

In December 2006, 2 well attended and e
successful auction of Dr Ahmed
Moustafa's acclaimed works took place
in Islamabad, Lahore and Karachi. It was
conducted by the world renowned
auction house, Christie's, to raise funds
for Pakistan's earthquake relief.

Dr Moustafa was invited to Pakistan by
a Bristol-based Earthquake Appeal Team
spearheaded by Adeela and ljaz Shafi in
the UK. The celebrated Egypt-born

calligraphist, scholar and lea
and design,

Dr Ahmed Moustoto

ding authority on Arabic/Islamic art
responded with great generosity.
a;: sc;?éaf':u:dmsmg Dinner & Auction in Bristol, his artwork
the dedi i 000 pounds for the Cause, and later, inspired by
€dication of the Shafis, he decided to donate 45 of his
rther funds for the much-needed housing,

pleces to help raise fu
h S
ealthcare and education units in the earthquake affected areas

of Pakistan,

Haifa Mansour, Sovdi filmmaker

without veil makes

Women without Shadows

Haifaa Al-Mansour is the only female movie director in
Saudi Arabia - a country without cinemas. Her documentary,
Women without Shadows or Nissa Bila Thil, about the hidden
lives of women in the Gulf has begun to create quite a

global stir. Mansour studied
at American University in
Cairo. She also holds a
certificate in management
from a British university.
Earlier, she made three short
films with the support of
her family called "Who?",
The bitter journey and The
only way out.The films had
a big impact in the Saudi
cultural scene. She won
awards in international
festivals such as the Golden
Dagger for Best Documentary in the Muscat Film Festival
and Special Jury Mention in the fourth edition of the Arab
Film Festival in Rotterdam.

Mansour was a guest at the 28th Festival des Trois
Continents of Nantes. Her film, Women without Shadows
discusses some basic issues about Saudi women, focusing
on the impact of traditions and religious thoughts on their
development over time. This documentary was widely
discussed in the country. She received a mixed response
from the Saudis. Mansour opposes using religion to subjugate
women. She questions whether women must cover their
faces in public or not. "Many don't even realize they are
unhappy. They are afraid of showing their feelings, of
showing anything. With this movie, we wanted to change
the reality for Saudi women because this is a critical and
important moment. The times are changing and now there
is an opportunity for all women to be more active. If they
lose this chance, it would be sad.”

"These days documentaries have become big,” she says of
her 45-minute long digital bera cam. film She started out
interviewing women street vendors "They are free and
aggressive because they have some £CONOMIC mdepen-dcﬂ(t-
so they can express more So many women are afraid to
cxpro;s anything. It is not just a question of
of men taking advantage of the system within the ol
system, women did not have a chance S wd# i
are opening up. I'm lucky, | got help from he Royal Hug::ess
who is supportive of women," she says, referming to nce
Talal. Mansour is planning her next film, a feature, to be

| ona
produced by Prince Talal and Rotana Internat

.-{-hg:on but
d triba
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Naee Agadi (New Freedom) - is a show
mspired by Pakistani cinema hoardings
« in which some contemporary artists
teamed up with billboard painters to create
a body of work, which was shown at the
Pakistan Institute of International Affairs
(P11A) in Karachi, in December 2006.
The lobby of PIIA, where these works
were exhibited allowed access to a wider
audience, particularly to the cine-goers
who attended the Sixth Kara Film Festival

at the same venue. The exhibition,

Naeem Rana

specially curated for the event by Green
Cardamom, a curatorial and publishing
collective based in the UK, was held in
collaboration with Kara Film Society, thus
the appropriateness and significance of
the partnership. The ten day festival
showcased over 170 films from 37
countries.

The five participating artists, Naeem Rana,
Rashid Rana, Saira Wasim and
Mohammed Zeeshan, except Shezad
Dawood, who was born in London, have

either studied or lived in Lahore at some

point in their lives. . .or are living there now. Therefore the

influence of Lahore on their psyche, which is Pakistan's film-
city, and the straightforwardness with which they appropriate

Lollywood's visual as well as its rhetoric and vocabulary, is

quite obvious. Also, by not choosing to display in the ritualized

environs of a gallery, the Naee Azadi show was successtul in

cerrain reactions from more diverse sections of

evoking
society.

According to a sec
aesthetcs, 2 superior work of art should stir up and represent
an emotions namely the valtant, the furious, the pitiabl,

ond century sub-continental theory of

nine humi
the terror-siricken,
and m,,omfrjjn’. This is seen in its exaggerated form in the
ance, drama, sculpture and painting,

the disgusting, the comic, the marvelons, the erotic

tradition of d

This show, with its usage of theatrical images, thrives on the
i 2

cessible language of less subtle emotions bordering on the
access ¢

c4

Naee fAzdl

(New Freedon]

burlesque. However, whether or not the show successfully
and suitably evokes the nine emotions, it does re present a
juncture of culture, commerce and policy, particularly n the
wake of the d.‘m.‘d art of cinema hoarding painters of Pakistan.
This thought must have loomed over many a viewers' minds
while viewing the poster-painting in the hallway on the g yand
floor, or while viewing the art-works on the walls of the
mezzanine-floor, then finally climbing up into the area just
outside the auditorium on the first floor where the films were
being shown from morning to dusk. The interaction of the

viewer with these paintings was perhaps similar to the

experience of going to any regular (run-down) local cinema
house and viewing the stills and posters of ether th
film playing there or of a 'coming attraction.
Mark Making (2
ark Making (2006) Mohammad Zeesh
1} L} -
the "valiant' and "furioys’ late) Sultan Raky

of popular Punjabi films (the

|
WEN Nnot posit
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‘The Fine Arts Research Center, Lahore College for
e I

Women University, Pakistan, hosted an international
om 2

eminat, Labore - A Cracible of Influences which brought

together researchers and scholars from Pakistan and
abroad to present their papers on the rich art legacy of
the city.

Dr Barbara Schmidt spoke on paintings produced at
Akbar's court from 1556-1598, while the great Mughal
was in residence in Lahore. It was intriguing to see how
the artists of his atelier pcrccivcd the topography in a
way not seen before, though not claiming realism, the

pictures showed an insight not scen carlier.

With researchers focusing more on the Sikh period, Jean
Marie Lafont, during his postings at Lahore, Lyons and
Delhi, spelt out his passion for delving into the activities
of the French officers and the 'fauj-e-khas' of Maharaja
Ranjeet Singh. His paper, Iahore During the Sikh Period
had a special reference to Imam Baksh I_ahori and
illuminations of the fables of La Fontaine [1837-1839]
and the miniature paintings regarding Punjab
commissioned by General Court to illustrate his
unpublished "Memoires'. He went on to claim that 90
illustrations could easily be attributed to Imam Baksh
Lahori, in the Punjabi section of volumes 4 and 5. He

lamented that any further foray could not be made till

the main characteristics of the Lahore school are clearly

established. Schmidst agreed with him to acknowledge

the works of the atelier of Imam Baksh Lahori and

sin i as i
gle him out as the artist who illustrated Honigberger's

Thirty Five Y ; :
rty Five Years in the East. Lahori's work emerges as an
authenti bt - - 2
tic documentation of the lives of the French army

officers ime. as : in
at the time, as wel] as of the mountainous terr:
of the north,

Fro e Fe i
m the Center for Hlstnr_\ of Religions

University of
Bucharcst, Was a young

speaker, Dr Eugen Ciurtin, who

i Crucible of

Influences'



of another dimension. It expressed
its concern of whether Urdu
should be accepted as the language
for doctoral studies and research
and the lack of hibrary facilities
that stood in the way of scholarly
Inguiry.

The international speakers
confronted the audience to face
up to comparisons of the courrs

of Ranjeet Singh and Akbar, to

own up to cross-cultural influences
in Indo-Pak history and were
optimistic that these ideas would spark further inquiries. It

has researched into aspects of the Lahore Sikh period, as was would be too much to expect just one colloquium to complete

done by his countryman, Johann Martin Honigberger, in 1829. debate, but it would have achieved its objective if it starts

According to the speaker, he, 'after 15 years and four months Bae

of travels on horseback, entered the fort of Lahore, looking B e Pha
for Maharaja Ranjeet Singh.' Accepted as the best known
foreigner, Honigberger wrote and published consistently from-
1840 to 1850. Compiled as, Adventures, Discoveries, Experiments
and Historical Sketches relating to the Punjab and Cashmer, a fervent
researcher, Ciurtin became a part of the investigation and
corroborated the writings of Fagir Syed Aijazuddin and Iafont.
He narrated Honigberger's recérding of the episode of the
Jageer, who kept himself alive while he was buried for a specific

time, and was able to resuscitate himself and breathe again.

Atjazuddun's paper traced the built-up structures of Lahore
and discussed the periods in which these edifices were added
to the city, as and when the need of the citizens and

administrators arose; he shared his research on the Sikh and

Post Mughal periods, while Dr Marcella came closer to tt

he
present, with her appraisal of the master - A R Chughtai.

The members of the faculty of the Iahore College for W
| Dr Khalid Mahmud and Dr Shaukat

‘'omen,

Mahmud spoke on the
paintings of the Sikh period and the art

under the Mughals. Dr

of chronograms
Mussarrat Hasan, the coordinator of

the seminar, also contributed a paper,

A question and answer session titled, Breaking Barriers and

Building Bridges, invited participation from the floor. This
session revealed the distance still to be covered in the field of

Art History as the audience Was seen to struggle with issues

3l
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Miriam Habib, 1955

Early in the vear we lost the last of the pioneers, whose oeuvre defined

the eatliest phase of transition of Pakistani art to Modernism, Miriam

Habib was an integral part of Lahore's artistic and cultural fabric

where. in the 50s and 60s, artists like Shakir Ali and others converged
to address the challenges that faced the young nation in search for a
new vocabulary of art. A student of Anna Molka Ahmed, Miriam
Habib was one of the two women painters in the Lahore Artists'
Group, in the mid 50s, along with Razia Feroze, Ahmad Pervaiz,
Shemza, Ali Imam, Moyene Najmi, and Safdar whose inspiration
stemmed from Shakir Ali's exploration of Modernism.

Her close proximity to the early developments both as a participant
and observer are documented in her writings, providing an invaluable
resource that traces the nuances and turning points of the early years
of art-making in Pakistan. She wrote extensively, especially on the
work of Shemza. An incomplete project that remained her last: a book
on the life and work of Shemza, which she was unable to complete
due to a sudden illness that was to eventually take her life. She wrote
in depth, also on Anna Molka's life, providing an insight on Molka's
personal struggle while battling with the administration of the Punjab
University and her tireless effort in trying to break gender-related
barriers.

Miriam Habib was an advocate for the propagation of grassroots art
and for the integration of art to education. | specially devoted on
developing art education for children, she convened the Art Teachers'

Forum at the Mayo School (now the NCA). the basis of which was

L§

to Inject progressive ideas into art education. In 1962, she submitted
her dissertation for the Master of Science Degre . State University
College at New Paltz, and New York as a Fulbright Scholar. The titl
of her research was 'Ceramics in Islam' and ' A Plan for a Sc
Program in Pakistan’'

As a founding member of WAF. HRCP and A P

human rights was reflected in her d

ca |}
110 I 1C

to human rights, and to social v

K
Habib's life, her art, art criticisn
reflecting the values of her generatior
defining new structures that would ref

refle
to follow
"It seems like an attempt to caprur
theme for higher cont mpla S

\!lk ]"l‘-ul away on lan
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This text was originally written in
1982, some 25 years ago, on the
occasion of an important

retrospective held in Lahore.

HU“TﬂﬂRT is reproducing it as a

part of its Art Writing in Retro

series.

NUKTAART

acknowledges the generosity of the late author's son, All Hobib, ond
W'.
in-law, Mehjabeen Abidi Habib, for Permission 1o reprin this article
article.




Lush, fertile Punjab has been mother to many an
artist, with Lahore, its ancient capital, serving as a
cultural hub, Green plains, clear skies, the quict pace
of rural life are the perennial themes for the brush,

rendered in moods of varying perception,

The exhibition season starts somewhere in late
September when the fierce summer gives way to
kinder temperatures, petering out by May's end as
the scorching rays bear down once again. Summer
of '82 was an exception, the nation's Independence
Day on August 14 witnessed the spring of a grand
retrospective-cum-contemporary display of paintings
and graphics by Punjab artists during the 35 years
since independence. It was possible to survey in
chronological sequence, under the high roof of the
impressive Alhamra Arts Centre, a panoramic view
of the leading personalities, the styles and groups
that have given the painting landscape its history and
character. One-man shows continue through the
viewing season as each practicing artist of significance
makes a statement on progress and change in his
interpretation of the aesthetic experience. The galleries
run by pioneer and art teacher Moyenne Najmi,
provides a private outlet for the exhibitor as an
alternate to the state-managed Arts Councils, and
has in the last several months arranged small shows
featuring established artists and new hopefuls, The
combination and co-operation of both sectors makes
for a happy diversification and pluralism to form the
basis for a living art expression, Add 1o these the
Presence of two flourishing art schools enic wing
distinctive traditions, which frequently open to public
view the creations of students and staff, and the art

lover has a variegated table at which to feast

Having said this much it may be admitted that in a
young country -*'-‘Ckiﬁu to enter the contemporary

world, old traditions, social and artistic, have been

mntegrated and modified, as nfluences from West and

East make themselves felt in every social concern
v
Pakistan painting is therefore lectic, even in its

r:ad‘“““"‘! maodes, '\}‘.i” trom the Minature that

ESSAY
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preserves the techniques and themes from the Moghul epoch
' iy poch,
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An entire generation is at work, extending
over a wide range of articulation from the
avant-garde to those who favour more
representational canvases. The credit for
keeping the Miniature alive in the Punjab
must be awarded to that grand master, the
late Haji Sharif and his disciples, who
retained the technique of this exacting
craft as it were practiced three hundred
years ago for the pleasure of the Moghal
emperors. A handful of young men have
attained proficiency but the problem is
one of application and subject matter. A
few Miniaturists have experimented with
present-day themes, yet the scale and
technique seems intrinsically wedded to
the content and matter of its heyday - it
was a palace-art and today is (more of) a
pleasing historical relic than a living (art)

form.

By contrast, that beloved Muslim art,
calligraphy, has witnessed unprecedented
efflorescence. The classical masters of pure
forms are coming into their own in a
climate of Islamic Cultural renaissance.
However, a t‘nsc'm.ump devel pment is
('.1Illp,r.|p}1_\ as expressionsm, as abstraction,
as Modern painting, Classic and free forms

cml\nd\m;'Qm.um texts are integrated
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%ﬁ['.-. \\ Mulk Raj Anand Thinker, Writer, Activist
\‘% AL 1905-2004
N Mulk Raj Anand belonged to a generation of
writers committed to the ideals of the Gandhian
struggle for class equality. Born in a family of
hereditary craftsmen in Peshawar, he won a
fellowship to study Philosophy at the University of

London in 1928, after graduating from the Punjab
University.

Back in Indig, he organized the 2nd Conference
of Progressive Writers, chaired by Tagore,
SUPPorted by such enlightened writers as Allama
Igbal, Faiz Ahmad Faiz, and Ismat Chughtai, among
10 a others. His inspirational writings such as The

: ‘{ : Uni‘ouchcrb!e, Coolie etc. gave voice to the agony
of the underprivileged. His autobiographical

writings ; :
9% earned him o Comparison to Tolstoy. Anand
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A QUARTERLY MAGAZINE OF

At the moment, all our boasting
about the past is largely a
compensation for our paucities in
the present, and all our partisan
quarrels are a series of vicious circles
within bigger vicious circles. Are we
honest enough to bring some degree
of objectivity to the study of art?
Dr. Mulk Raj Anand, President of
Indian National Section of AICA,
poses this question, and attempts
an answer in the context of the art

situation in his own country.

There has been so much confusion and
muddle in the criticism of Indian Art,
that it becomes necessary before coming
face to face with a painting or a piece
of sculpture to clear the rubbish of
falsehood, prejudice and sentimentality
that we have all to a more or less extent
inherited from our forefathers and near-
contemporaries during the last half a
century. Such an effort at scavenging is
bound to make one a pariah, because
any attempt at re-evaluating the basis
of criticism is likely to be frowned upon
by the Pundits. This is one of the
penaldes of radicalism, and one must
accept it as an inevitable punishment
for the heresy. Since, however, one is
also a heretic against one-self, because
one has shared many of the prejudices
of one's elders and early teachers, the

punishment is well-deserved. So, one

must learn humility and allow oneself
to be re-educated. That is the only way
in which one can help the renaissance
of art and literature, in which we are

involved, to be put on a sounder basis.

That a great deal of falsehood, prejudice
and sentimentality has indeed accrued
to us is hardly in doubt. In almost all

art discussions, anywhere in the world,

the wildest generalizations are made by

the contending schools. But in most

free countries these controversies
generally tend to be centered on
individual preferences in technique, or
on differences of emphasis about the
nature of the contemporary crisis in
human affairs and its relationship to
art. In India, however, apart from
differences on all these questions, the
very basic assumptions about art have
been open to violent discussion since
our subjugation by an alien people. The
imposition of their own nationalism,
however genuine in the political sense,
has often led to a very unhealthy
chauvinism in art matters. But we
cannot remain in political subjugation
any longer, and it is time we began to
cultivate the free mind through which
alone we can look at works of art,
without 'reacting’ to the contempt of
outsiders as we have tended to do in
the past. Let us first of all analyze the
attitude of the English, or rather the

CONTEMPORARY ASIAN ART
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The minial reaction and attitude of the
Finghnh towards us was one of great
respect for the wealth of the Indies,

in the controversy about Indian
education. On one side was Macaulay,
the Westernist, who thought that the
bulk of 'Sanskrit and Arabic literature
was only fit for the rubbish bin,' and
on the other side were the English
Oﬂmuﬁ’tl who had such dcep respect
for ancient Hindu and Mohammedan

" Jearning that they wanted it to be the
* pasis of teaching in the Indian schools
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producing the finest muslin, the loveliest
brocades and the most exquisite silks,
and the fame of our craftsmen hac
spread all over the world. These
exquisite fabrics soon came to be
bleached with the bones of our weavers
and handloom spinners, and the 3000-
year tradition of craftsmanship was
broken, never to be mended again dll
almost a century later when Mahatma
Gandhi led the movement for Swadeshi

home-spun.

Mr. K. de B. Codrington, perhaps the

most brilliant English critic of Indian
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order to expiate it. This is even more

- important now, when all national and
racial fronticrs have luckily tended to
break down, at least among the young
intellectuals of the world, that we should
not hesitate to analyze the mentality of
our prejudiced elders in an effort to
understand the psychology of conflict.
[th no use om-lw’khu the fact that

taken over by Victorian journalists and
rased, s in Kipling's lesser
breeds beyond the Jaw'. The outer crust
of the three-dimensional material
univcmwnsacceptcdnanorm,md
an insular self-complacent middle-class
nationalism, which paid lip-service t0
t*mGtel:lm'ndl?.ontnmidr.wa'aluinsu'taru;l
literature, condescendingly dismissed
foreigners and subject peoples a3

paraph

"
gmtcsqtlt‘- :
his kind of vilification continued into

the early years of the 20th century. In

1910, Birdwood referred thus to a

Buddha image in his lecture to the Royal
Society: "This senscless similitude, by
ts immemorial fixed pose, is nothing
mote than an inspired brazen image,
squinting down its nose to

vacuously
its thumbs, knees and toes. A boiled

suet pudding would serve equally well
as a symbol of passionate purity and
serenity of soul." Actually, the image
~ Birdwood had in mind was, as
Cod::mgwﬂ has pomted out, a late

this and similar views
current, in a letter sent
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the actual content of Indian sculpture
and paimtings. And there became visibke
from within India itself certain effors
0 evaluate the past heritage in the arts,
notable among which were the works
of E. B. Havell and Ananda

of Indian pamnngs and sculptures in
the world and after serving in the
Colombo museum, carried on an
independent rescarch in England. With
a sensibility which is rare, because it
was guided by a profound scholarship,
Coomaraswamy wrote some of the
most exquisite criticisms of Indian art
for a generation, until he went to work
as Curator of the Asiatic Section at the
ton Museum of Fine Arts in the

and telt the seaning blast of i“‘PCﬂalj<;
suppression, as well as suffered frum‘
the disabilitics and frustrations whig,
the English-dominated system of
education in India bequeathed to us
can well understand the kind of :
defensiveness among our country-mep,
and our sympathizers which justifieq
even the worst aspects of our Indian
inheritance. But we, who have noyw
emerged into a new era, can neither
condone the open and insidious
degeneration of our culture by the ruling
race, nor praise the chauvinistic
pleadings of our own friends. We have

~ to evolve a position in our aesthetic




an adequate acsthetic for the cnpvIent
of Indian art and for its future
development?

There is no denying the fact that
architecture, sculpture and painting
were, from times immemonial, the

handmaids of a

transcendental religion in India. The
pantheon of Hindu gocds and ponkdesses
was evolved from concepts of reality
supposedly inexpressible except through
sensuous imagery, so that the symbols
employed in Indian art have a meaning
both for the Hindus as well as for those
who understand the language of art.
Since, however, the c« mception of Fine
Art as distinct from the other arts

is only a comparatively

recent

ESSAY

innovation, and did not subsist in the
minds of the makers of the early Indian
art tradition, we naturally have no right
to apply the arbitrary criterion of
Western art criticism to an art born
under totally different conditions.
Criticism must be internal if it is to be

adequate.

But the religious and philosophical ideas
in the service of which the artistic
tradition of India flourished are not
enough to go by in the understanding
of Indian art. These are only the
background of the artworks, a
symbology as it were, While we have
the symbols, we also have the artworks
themselves into the making of which
has gone the technical skill of
generations of artists who lived together
in craft-guilds but brought individual
sensibilities to bear on their work, which
is what makes one statue different from

another.

A synthesis is thus necessary: a synthesis
of the world of thought which is behind
Indian art, and the sensitive appreciation
of the profound sense of form evident
in the best works, provided, however,
that the intellectual or doctrinal content
Is not overestimated, as it is by Dr.
Coomaraswamy, when he says that the
object of art is primarily to
communicate a gnosis. Of course, Dr.
Coomaraswamy derives from his
reliance on the abstract statements
contained in the scholastic writing of
philosophers like Sankracharya (8th
Century) who said: "Even the misshapen
image of a man, howsoever excellent.!
This dependence on Vedantic
commentators shifts the emphasis from
the actual art of many centuries to the

later Brahminical codes and

o




compalations explaning the art And
that leads 10 a fatal misunderstanding
of the beautful works in stone of paint
which seem always o have been
wrought by men who were open to the
sensations of the world about them.
For, what do the figures in the lovely
carvings of Sanchi and Bharhut indicate

e tast have much more o do with

knowledge than with feelings. But man
i also an animal, and ‘the higher things
of life’ have not suddenly intruded into
the process of evolution, but have come
as a progressive refinement of sensaton
and feeling. And these facultics still
remain the test of reality, in art as in
human relations.”

In fact we have to evolve an adequate

expressions of their life, of control by
the mner world of the outer, of the '
synthesis of the undertones and

overtones of experience, lit by the spark

of human imagination.

Always what is alive in the art of India
is this vital element, the impulse 1o
stimulate and control the life process,
to make life really human; to breathe

into its stagnant waters the ripple of

some movement whether it is a sigh, a
line or an exclamation. And it is this
movement which, when realized in form
or colour by the hand of the artist, has
its own sense of rhythm, its own
harmony or inner coherence, and




‘j\l mnicrnaton I:l‘“'l of art 18 not yet as
widespread as that of science, but in
those me 111"‘! lises of the world where
there are .u‘u‘u.\l(‘ muscums, with
collections gathered from the main art
tradinons of the world, it would be found
that especially among artists, there is a
growing understanding, Even the barriers
erected by politicians tend to break down
where the works of art have become
freely visible.

Of course, this is not true about our
own country. Not only is there not a
single museum in India where the world
arts are represented, but also such
conditions have unfortunately prevailed
here which make for self-consciousness
in cultural matters and which breed
chauvinism. Now that we have seen the
historical pattern and are in a position
to understand the reasons why this
situation has arisen, we have to remedy
the present state of affairs. We cannot
be indifferent to the complete chaos of
opinion and taste which exists in the art
world of our country, the feeble imitation
of ancient techniques, the spurious
literariness as well as the vulgar
representation which is creeping in the
wake of Western commercial art. But

what is to be done?

Obviously, the first answer that comes
to anyone's mind is education. But that
only suggests a further question. What
kind of education? For whom? And by

whom?

For, although E. B. Havell reformed the
system under which Indian students were
asked to copy Greek and Roman models
in our art schools, he himself fell into a
vicious circle when he enjoined his

students to paint in the manner of Ajanta

and Bagh. Because, while
under the first impulse of
the discovery of the
trescoes in the Buddhist
caves our P.H[“Uf'\' |\-.‘_L:.ln
to feel a certain
enthusiasm, it was a
spurious feeling in so far
as it was essentially a form
of revivalism. The group
of painters who looked
at, and worked with Lady
Herrington, on the copies
of Ajanta, became the
most influential body of
artists in India, some of
them being appointed as
heads of art schools in
the various provinces. The
revivalist idea was thus
sedulously spread all over
the country, and what was
already highly formalized
in the gestures and poses
of the figures of Ajanta
(a school of art which had
flourished at the end of a
period rather than at the
beginning) became in the
hands of our
contemporary art masters
and their pupils, a series
of sterile stylizations,
elongated fingernails and
arched eyebrows. Besides,
bookish elements in the
Bengali renaissance gave
these painters a literary
bias, so that their content
generally remained
illustrative, and
expeniments in colour and

form as such were

Portrait: Rabindranath Tagore

Painting by Rabindranath Tagore




prechaded by the demands of prevading
tacte

The two Tagore brother,
Abansdranath and Gogendranath,
escaped 1o an extent from the
menmaousness of this revivalism, that
was because they had looked at life a
liele more directly and srudied the

techiques of the Far Eastern and

sex represented lodian nation while at

the same time claiming to preserve
Shastric decorum and respectability!
And the aura of neo-Brahmin and neo-
Suﬁmpﬁchﬂlhqundallmrby
means of luscious colour wash and
sentimental thematic emphasis. As this
revivalism informs all the schools of
the country, the whole art education of

gets him and he becomes a hack, turning
out cheap posters (o advertise Bovril

or MaclLean's toothpaste.

Just as, in spite of the freedom
movement in our country, mentally we
have remained provincials of Western
Europe, so also we have tended to take
on the philistinism and vulgarity of the
West without sorting out the ideas we
have imported. Our education system,
once a forcible imposition on us by the
Wiest, is still under our national regime
a compromise between a third-rate
imitation of the English system and

6 Gandhiji's "earn while you learn” child-

¢f idea. And nowhere in the new




bodies of experts to analyze the new
methods of education which have been
propounded by people like Tagore,
Bertrand Russell, A. A. Neil, Maria
Montessori, Herbert Read and the ;
Soviet teachers. The outcome of such
research will be to stimulate an
appreciation of our great life-concepts,
and a fundamental awareness of our
human needs. The emergence of our
life-concepts will, in turn, reveal the
real function of art in a modern
community, by showing that it is the
core of all civilized living, the warp and
waft of human existence, and not a
mere luxury. If there is to be any
nationalism about one art, then it will
not be political nationalism but the bias
of our environment. Although aero
plane and television have already
reduced the distances so that most
places in the world are only a day's
distance from the others, it will be found
that literature and art tend to be rooted
in the sense of 'locality,' in so far as
language is kinetic and goes to make
every dialect uniquely different from

ESSAY

another, and the visual imagination is
more intensely active before
adolescence, and colours and forms felt
during childhood in one landscape affect

a person's style permanently.

Indeed differences in style give the
literary and artistic works of different
parts of the world their peculiar charm,
so that here is no need to iron out the
"local sense' in the interests of a
superficial cosmopolitanism. It may,
indeed, be necessary to feed the
imagination of students upon those
monuments of the culture of their
countries or regions which are the
distinctive heritage of those places. With
the mother-tongue, and its daily idiom,
the child must be given the myths, the
legends, the folk tales, the folk songs
and folk dances of its birthplace. And
then it must be encouraged to get to
know the culture of other places
through a new kind of encyclopedia
written by the nationals of each country,
as far as possible without bias or
contempt. The museums of the world

should also be seen by more people

and with greater discrimination. In this
way the artists of the future may emerge,
strongly individual in inspiration and
yet cosmopolitan in technique, and we
may be saved from that vague phrase
'national spirit', which covers so many
sins in art, even as it growingly hides
so many sores in the body-politic of

the various states of the world.

When we realize that the emergence of
a great new art tradition in our country
is contingent upon the evolution of a
great life-concept (and what could be
a greater life concept than that which
faces us every time we see our lowly
and down-trodden humans), it may be
possible for us to talk of art with some
degree of honesty. At the moment, all
our boasting about the past is largely a
compensation for our paucities in the
present, and all our partisan quarrels
are a series of vicious circles, within
bigger vicious circles. Are we honest
enough to bring some degree of

objectivity to the study of art?
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N mber 15 (2006), I dropped it
work of Rasheed Aracen and the journa

tounded in 198 nd sall edits), Third |
\t the seminar Hans Beltng [»1-w)m|\:hh| that the two most
important artists in the late twentieth century were Rasheed

Aracen and (the recently deceased) Nam June Paik - both

Asian-born artists (though, I wryly noted, ones whose careers
were made in Europe and the USA). These two artsts, before
any other, foreshadowed the global turn of contemporary
art, and Aracen in particular had since the 1960s set the
agenda for both art and art history after Western modernism.
This agenda, Belting suggested, was not just pr yphetic, it
also asked new questions about the past: in particular, do we
need new genealogies of modernism, and how Western is
Western art anyway? Ironically, especially given that we were
in Paris, Belting claimed that the idea of "European’ modernism
was the invention of New York's MOMA, and that the
triumph of mid-twentieth-century US art had created the
necessity for the idea of "Western' (as opposed to European)
modernism. The new MOMA galleries, said Beltng, drive
home this point. On the first floor is the history of (pre-
WW2) Paris-centred European modernism, while on the
second floor is the story of the triumphant post-WW2 New
York-centered Western modernism. Belting's point was not
that the initiative had shifted from Paris to New York, but
that just as the origin of European modernism was elsewhere
so too might be the origin of Western modernism. For him
the current globalism of contemporary art makes MOMA's

grand narrative misguided and anachronistic

As Araeen made clear in his talk, ideas of the Western and
European diminish the scope of modernism - or what he
calls in Hegel-speak, 'the Idea'. The story of his art is, he
said, one thread in the journey of the Idea towards the
freedom of its self-awareness. This journey proceeds, as
Hegel theorized, dialectically: that is, it struggles against wi
Araeen called the Obstacle. The Obstacle has many histonical

forms, and is produced by the Idea as part of its self-cnt

13



funcuon, Its various modern forms, said Aracen, include the
mdividualistic cgo and the instrutions of modernity, and his
10b as an oracle of the Idea was to identify and resist such

formations,

Aracen's talk on the Idea was the greatest
and most breathtaking 1rony (as well as
challenge) of the seminar, for the ldea
was until recently the theoretical
justification of modernism that Thind Text
has so successfully interrogated - especially
: colonia or Eurocentrism that

When e arpived in London from Karachi in 1964, -'\r-ltxn

believed the 1dea was then most evident in the formalig,

sculpture of Anthony Caro. Jean Fisher, in an '”“m‘"iltlng

papet, demonstrated how Aracen then proceeded w OO,
the Obstacle in Caro's sculpture - this Obstacle being thy,
peculiarly Furopean obsession with the ego, evident in Car's
capricious composition held within an open but centered
structure. Against Caro's grand symphonies of steel, Argeep
built a serial lattice structure that was in tune with the emerging
Minimalist art of the time - though in 1965 Aracen did ng
yet know that US artists such as Judd and André were 2l
self-consciously engaged in a similar dialectical interrogatiog,
of formalism.
If Araeen was at the forefront of this Minimalist dialectc,
7as also, as Fisher argued, ahead of it. Aracen quickly
ware of the formal rigidity of Minimalism (includin
descent into a style. The implacable

Mt sculpture, despite their

MMtcrn,\m
o these difficultics, -




.’ which in modern tmes has been primarily the nation state,
; has been the most tontested site of the Tdea. Globalization
has affirmed oot dunionbed the naton-state {everywhere
F is bang buttressed). Interestingly, unbike settler expatriates
y (anﬂﬂl),l\m('lwquhhmum
artist i the late 19508 doing fluxus-like performances in
, Karachi) docs not have a place in the story of Pakistani
modernism: he is a British artist - or as the Insttut national
3 d'histoire de F'art described him for this seminar: Tartiste
conceptual anglais’. In this respect the very success of Aracen
{as a British artist) and the London-based Third Text has not
dispelled the shadow of Europe and the West in the
mofdmm - which now is readily
mmmm&mw

hean of
darkness
itself. 1
feh
trapped
inside a kitsch Victorian diorama, Here the
‘other man', as the museum calls it, is
revealed in all his hilarious otherness, A
goomy forest covers the windows and spot
lit African masks rear out of black cave-
like rooms; the floor banks and walls curve
as if in a 1920s Expressionist film. The
Idea is nowhere to be seen unless onc visits
the museum's bookshop in the adjacent
building. Here, on the ceiling, is a large modernist design by
John Mawurndjal, the famed Kuninjku artist: a wonderful
web of raark that, like Araeen's lattice sculptures, transforms
the flat rectangular surface of the room into a shimmering
plane.

The musée du quai Branley is the expression of the will of

Dr Rasheed Arceen

- France to grant its just place to primitive arts in the world

of museums. Further, it is a witness of the fact that hierarchy
10 longer exists between the arts no more than it does
between peoples!’ Lacking in this vision is a sense of the
place of non-European cultures in the culture of modernity
and what Aracen would call the journey of the Idea. The
only place in Paris where such a vision can be glimpsed is in
the new rooms (opened in 2000) of the art of Africa, Asia,
Oceania and the Americas in the Louvre. Here work of
magpnificent quality from these countries is displayed with all

~ the care and attention of other art in the Louvre. Display, it

seems, is enough to see the footprint of the Idea. But it is

;@tmugi'ntomapia journey or its global and universal
;M'Thmth:hﬁmtmﬁomld'hism&l'miuﬁmdy

intervention: my quick reconnoitre of Paris's art institutions

[ Bmetssts
; 1 Notice in the Louvre, in
| the rooms devoted 1o the
art of Africn, Asio, Oceanic.
and the Americon,
announcing the aim of the
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kCVEWEEi S We spent the day setting up the exhibition of the Clay Trhennial at the Ahmad Pervaiz

E Gallery. There was over 50 artists’ work from 12 countries, including Canada, Finland,
| 3 » q
| India, Indoncsia, Lithuania, Malaysia, Spain, The Netherlands, United Kingdom, US A,

and of course Turkey and Pakistan

N;‘.‘rgt"'\hEi lﬂl The first day of the Trennial activitics. The opening of the Ceramics Exhibition, which
iU

was held in collaboration with the Arts Council, Karachi, and was attended by an extensive
group of art lovers and exhibitors. The show reflected different cultures from East to

West and from tradiuonal to conte mporary. 1 wish the exhibition hall had some more

Sevim Cizer, Turkey

space, as in the end, the crowd made the place very congested. I also wish that the city
of Karachi could have an appropriate exhibition hall for this sort of international show,

as it truly deserves proper facilities.

Havemnef ] il These two days were devoted to the Seminar held at the Art Council's auditorium. The

Seminar, which was exceptionally interesting, began with the speeches of the representatives

E ]E of the two host organizations. Niilofur Farrukh, the co-founder of ASNA and Rumana
Husain, Senior Editor of NuktaArt, welcomed the participants and made presentations
about ASNA and NuktaArt respectively.
Sheherezade Alam, Pakistan's eminent ceramist, the keynote speaker, was introduced by
well-known art critic Marjorie Husain. This was followed by illustrated talks by participating
artists and scholars. The artists mostly spoke about their work and their country's traditional
and modern ceramics. Some shared their experiences with different techniques with their
colleagues and art students. The speakers, who were either ceramists, architects, archaeologists,

art historians and researchers, presented their point of view with some examples, to

underline the exceptional place of ceramics in their cultures.

For two full days, students, colleagues and art lovers participated in the Seminar with grear
interest. The art and ceramics' students got an opportunity to gain exposure to different
cultures and different artistic experiences.

8 My own paper was entitled: Ceramic Art in Turkey from Prebistory to the Present, the other

pamcxpants were:

Dt Asma Ibrahim (Pakistan): Anaent Pottery in South Asia

Fauzia Minallah (Pakistan): Posters of Saidpur, Margallah Hills, near Isiamabad
Gywn Haunsen Pigott {Australia): Porcelain Makers of Australia

Sonia Rashid Jamal (India): A Tribute

Sadia Salim (Pakistan): Searching for Answers

Shazia Mirza (Pakistan): Unstled

Dz Ponimin (\adonesia): Contemperary Ceramic Art and Craft of Indonesia beween Presen: Day
| aned Qld-Worid Cultaire

}  Michael Rice (N. Ireland): My Pois

n

Arehser ey e seene



i Revaz Badruddin India): 1/t te Japar

7 dal¢
k Kaif Ghaznavi (Pakistan): Not Onby Poi

» - " Do Pl g™
Farrvkh with Dr Ponimin (indonesial §  Sonia Dhingra (India): Journe) inito Poltler)
§ Kristine Michael (India): T ‘he Empire and Indian Craft Cerantcs i

Early Art Schools of the Sub-Continent 1845 to 1900

§  Dr Kaleem Lashari (Pakistan): A Comparative Study of Tiles from Sindh and Punjab

B Architect Ayesha Noorani (Pakistan): Islamic Tiles

§  Manisha Bhattacharia (India): The Terracotta Temples of Bengal

November 13 "

E-]4 and Dr. Ponimin, a very colorful personality, who was rooted in his Indonesian cultural
tradition. The energetic potter, Michael Rice from Northern Ireland and Shazia Mirza

3 Workshops took place at the spacious studio of ceramist and painter Tariq Javed. They

d demonstrations by an experienced ceramist from Finland, Catharina Kajander

from Lahore gave demonstrations on the second day. The workshop included Raku firing
and experimental ceramic techniques by Michael Rice, Tariq Javed and Nabahat | ota.
Catharina Kajander's stamp applications on clay reminded us of the famous Pakistani
block print textile, the Sindhi Ajrak, and this reminded us of the interaction between arts

and crafts and their support to each other.

Nﬂvembel- ]5. An excursion day to the rural areas around Karachi. This trip was organized by the Sindh
Ministry of Tourism and the trip included a visit to the Shahjchani Mosque ;1; Thatta, a
lunch by the waters of Kinjhar Lake and a visit to the historical Makli cemetery. This
graveyard, with its traces of Indian, Middle Eastern and Iranian architecture cﬁch.mm!

all of the guests under the orange sky of a beautiful sunset.

During the Trienni rery eveni
I al, every evening, art lovers and sponsors gave a dinner reception at

Illell hOIuES. Ihese ExCC[’tIOIla] the[“l ave thL VIS 'S NOt only ]1. 0O raste C
gﬂ gs.l__l\ 1TOrS tlnl achancect 1
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Wortshag conducted by (4 Porene

Sy Abidase "
fpecialiies of Pakistani cuisine but also to mingle with the local artists'

community

Demonstration by Micheal Rice
|}
NUVEW.DE[ BU This day was reserved for a local potters' festival - the Kumhar Mela. This

fantastic exhibition of the potters' products included all four provinces of
Pakistan and it took place at the Arts Council. It was certainly a sight to see:
geometric painted pieces with black slip and terracotta toys from Harappa,
Badin and Thar. Polychrome and blue-white decorated vessels and tiles from
Nusserpur, and the impressive stone-paste pieces from Hala, I was astonished
to witness the living traditional pottery-making of Pakistan as being both
‘: functional and decorative compared to the turmoil of tradidonal pottery
making in my country. | would like to say that if the pottery products of
Pakistan, which have existed since several thousand centuries, can find a place
for themselves in modern urban life then they stand a better chance of
preservation.
When the third ASNA Clay Triennial 2006 ended, a group of guests traveled to Lahore - a

city which is considered a living architectural museum - while the other group of guests traveled

back to their countries with plans to return and visit Lahore and Moenjodaro some day. The

Triennial thus ended, but it will always stay strong with me with its memory of a real Ez

stern
world and the smell of a mysterious Asian country.

In the last decade, I have been a part of various similar organizations as an artist or as a
member of selection committees. The ASNA Clay Triennial 2006 had an exceptional and
efficiently organized seminar and workshop. They went beyond the sharing of the artists'

knowledge and experiences; it also created a ground to bring professional presentations from
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Reyaz Badaruddin, India
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by Catharina Kajonder rditionsl workshop of Ustad Muhtaq
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ch a agverings tor celing rall

inside and outsidi

Wi also visited the 100 year old mosque of Nusserpur

and a Sufi shrine In Hala that gave us a chance to admir
the beautiful p‘lr('lmuri-. of blue tiles covering the ceil

s well as the interior and exterior. It was fantastic «

the care which is taken to preserve the mosque and

shrine. Ustad Mushtaq (the master craftsman) showe
us the remarkable ongoing process of replacing the
broken tiles with new ones and his family's input of t
through the generations.

It made me question, what gives us the right to destr
a culture like this and such building traditions and bea.
with dull and expensive concrete modernism. A goox
example of misplaced development was the big Indust

Training Center in Nusserpur, which had been implant

without consulting the local potters. It stands there L
a ghost of dust and machinery for industrial ceramic
ware. The result of not including the local communit

has resulted in failure. We could see a room full of

assortment of badly made ware, too poor for the urban
middle class market and too impractical and expensive
for the rural market. After seeing it I felt very happy that

in my days in Africa, working there for rural development

We can feel happy and optmistic that workshops like
Kashigar-blue tiles have not died out as a result of pobc?
and economical stupidity, as similar ones in Europe have
As this was my first visit to Asia, I must say | was
impressed by the energy which created the whole ASNA
clay event. Perhaps sensible supporters of culture are 2

alike i =
in the world and they work together for a peac ¢t
world.

To arrive
ve ;
10 a country where people throw rosc petal
over they "
eir beloved ones, on their return &

-a sight I saw on my arriv;

s K.
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