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l! was o historic art moment for Pakiston as ortiss won awards both at Dubal and Sharjah in March 201 1. imran Qureshi's
spectocular site-specific work, Blessings upon the land of my love, made him the winner of the highest award at the Sharjah Biennial
2011, Aisho Khalid's Kashmiri Shawl enjoyed a place of prominence in the foyer of the Sharjah Art Museum. Among the five
winners of the Abraa| Copital Art Prize 2011 ot Art Dubai, two winning entries were from artists of Pakistani origin. Hamra
Abbas's stoined glass window Womaon in Block ond Shezad Dawood's The New Dream Machine proudly took their place in the
‘winners' courtyard’. At Art Dubai Rashid Rana, Faiza Butt and Shazia Sikander had booths dedicated to their latest work. Several
other golleries also showcased Pakistani talent.

To see a Zohoorul Akhlag work at the Green Cardamom booth, an artist who was a mentor to the young Pakistani artists who
recelved lourels, sharing this moment of glory, was both impertant and appropriate.

NUKTAART brings the achievements of these artists to readers in this issue.

On his Birth Centenary, NUHTARRT pays tribute to the poetic genius of Faiz Ahmed Faiz by exploring the common ground between
Faizian philosophy and visual arts. The emotive iconography of the poet, with blood and roses as motifs of love and pain is

brought into discussion by Asif Farrukhi. Another article focuses on the work of three prominent artists, who like Faiz, focused their
oeuvre on the struggle for human rights.

With an aim to involve 2000 artists and art students mainly from South Asia, where Faiz is read and admired, NUMTAART with its
partners Aman ki Asha (Geo Network) and Progressive Writers Association, has organized the Faiz Art Prize which invites
participants to address a Postcard fo Faiz.

Expanding on the theme of subversion, Rumana Husain in her research discovers the making and re-making of socialist icons in
different national and ideological contexts.

'Dream City' by Christine Bruckbauver, reportsv on the pre-revolution people's initiative to convert the historical quarter of Tunis
into an art space. As the people of Eqypt and Tunisia are redefining the politics of the Middle East, it dominated the art and
debates at Art Dubai and the Sharjah Biennial. Jack Persekian, the then Director of the Sharjah Art Foundation, dedicated the
2011 Biennial to 'the spirit of change and young souls who are leading the revolution in the Middle East'. Ironically the day after
the Biennial was inaugurated UAE sent its troops to crush down the unarmed people's protest in neighbouring Bahrain.

Simone Weil also writes about the changing mood that made political art a hot favourite with buyers at Art Dubai as an increqsing
number of galleries displayed the Arab artists' spontaneous response to the optimism emanating from Cairo and Tunisia.

NUKTRART has initiated Youth-Lens, a project for young photographers which will enable them to print images from their portfolio
in the publication. The works of Eefa Khalid and Marium Ismail have been selected for this issue.

Also featured is Agha Abbas's collection of industrial photographs in our regular Photo-Essay with images that have the power
to surprise with its hard edged elegance.

The relationship between art and societal issues underpins the discussion in Nukta-e-Nazar and the urgent need for a local
framework for arfists and curators that can make interventions like No Honor in Killing more relevant to the community.

ImagiNning Cities at Amin Gulgee Gallery with New Media Art from the African continent, juxtaposed with art from Pakistan
conveyed the urgency of the city as it negotiates the past and present, as it hurtles towards an uncertain future, this rare South
South art experience both informed and challenged the audience. Amra Ali in her essay examines the many layers of this curated
show and calls for "proactive discussions on the subtext/s that emerge now and will continue to do so".

HIH!TﬂﬂRT has reinforced the importance of an interface and in the last 5 years given a voice to concerns of the South like
Censorship, Environment and the Art Diaspora among others. This has helped contributions from developing communities to set
the agenda for the debate.

Niilofur Farrukh

Editor
~ Rumana Husain Amra Ali
- Senior Editor Senior Editor

May 2011



To celebrate Foiz
Ahmed Faiz's
100th birthday,
the daily DAWN
published 32
pages of o special
supplement in
February. This
illustration by
Khuda Bux Abro,
appeared on its
back cover.

he poetry of Faiz Ahmed Faiz, arguably one of the finest Urdu
poets of all times and certainly the best-known from the later
half of the twentieth century, creates a rich, silken and sonorous
impression on its audience / readers, an effect which seems to
defy description or analysis. You are moved and drawn in even
before you fully understand what it is saying. This is probably
true for all great poetry, but in the casc of Faiz, even an initial
explomtionwi!lrcvcaldutﬂlispoctrygivcsvoicctoncontcmmmry
sensibility, in tune with the spirit of the age, through traditional
conventions and stylistics norms drawn from classical poetry
going back from Ghalib and Sauda to the Persian masters. It
manages to be classical without being pedantic and is fully modern
without cutting of its classical moorings. Multiple-layered with
a heavy texture, Faiz's poetry is not simply a happy accident or
a mere fusion between the classical and modern. Yet, this is not
all, Tts artistic appeal goes beyond this simultaneous access to the
classical and the modern. There are other aspects of Faiz's style,
perhaps not s0 marked, but significant in their own way and the

visual aspect of imagery is one such stylistic feature and holds
a key (though obviously, one of many) to a better understanding
of his stylistics.

The color-drenched panorama inherent in Faiz's poetry and the
manifold possibilities it may unravel before an artist was brought
home to me by this beautiful ghazal, the first of several I was
fortunate to hear him recite and which continues to fascinate me
decades later:

(L8 L) it K Sim
(L¥ T et A.Jb;% J{y‘

Going beyond the anthropomorphic placing of the Beloved from
the classical Urdu poetry, it is the sensuous celebration of what
Dylan Thomas would call "the green force” which fuses growe
with color and proclaims a beautiful vision opening the world ©
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Asif Farrukhi
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THE COLOR OF
000 0 ROSES:

\ISUA
INAGERY INTHE
POETRY OF

If you look at the city from here
You see it is laid out in concentric circles,
Each circle surrounded by a wall

Exactly like a prison.
Each street is a dog-run for prisoners,
No milestones, no destinations, no way
out,

If anyone moves too quickly you wonder
Why he hasn't been stopped by a shout.
If someone raises his arm

You expect to hear the jangling of chains.

If you look at the city from here

There is no one with dignity,

No one fully in control of his senses.
Every young man bears the brand of a
criminal,

Every young woman the emblem of a
slave.

You cannot tell whether you see

A group of revellers or mourners

In the shadows dancing around the distant
lamps,

And from here you cannot tell

Whether the color streaming down the
walls

Is that of blood or roses.

As translations go, it can do only some justice to the original
poem. The opening lines here offer a prosaic description while
the original poem is more suggestive and the evocation of a city
bound in circles then opens another frame with a description of
its people. We cannot know if this group of people are revellers
or mourners and their behavior is not unlike the absurd behavior
on the streets in a Naguib Mehfouz story, At The Bus Stop. It
seems to me to be a companion piece to another poem Laboo
Kay Suragh, similarly signed and dated by the poet in 2 manner
which illuminates the poem from its position sitting on the margin
of the text.

Poems are not completely explained by descriptions of the
circumstances in which they came to be written. The same is true
for this poem and descriptions, no matter how detailed, can only

be tentative. In a recent account of Faiz's poctic response to



Here the description dissolves in a suggestion and the evocation
of color completes the visual / poetic effect. Colors take a

different purpose in the exquisite poem Rang Hai Dil Ka Meray,
which is as follows in Naomi Lazard's translaton;

came things were just what they

orecisely a road, the horizon fixed,
what could be seen,

°

e world took on the spectrum
rom my heart: your eyes gold
to me, slate the color

h time | lose all hope.

fvent roses burst into flame:
artist of dried-up leaves,

d her wrist to change dust into

ed the night black.

e sky, the road, the cup of wine:
m tear-drenched shirt,

er an aching nerve,

'd & mirror that never reflected the

e here again - stay with me.
gs will fall into place;

be the road,

ss of wine, as it should be, the glass

Visual and colorful in its effects, the poem opens with an indication
of the limitz of vision, what the eye cannot see and what the
heart will not behold. As the heart takes on colors, so does the
world. Each color moves on from the merely visible to the color
of imagination and emotion. So it is champal rung (the yellow
of frangipani) and then rabat e deedar ka rung (the color of
delight in a vision of the beloved) and then surmail rung, saaal
¢ baizaar ka rung (the color gray. ..the time of boredom and
apathy), in a way which does not achieve its full effect in the
otherwise competent translation. The color of poison, the color
of blood and the color of the dark night and colors reflected in
an ever-changing mirror stretch the visible to its limits, acquiring
new shades and evocative of moods and feelings. Such is the
power of Faiz's poetry that he makes colors speak a different

language.

Faiz is a poet of unexpected colors and colors emerging from
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unexpected places. He speaks of "neelay shaal, dosbalay lay
ker" in Utho Ab Matti Say Utho, and "dard ki kaasni pazaib”
in Paas Raho. Why kaasni (purple)? I leave that to your
imagination. But the choice of color adds a completely different
hue to the image. The anklets of pain would have jangled differentdy
if it did not have a kaasni color given to it. Faiz weaved the
magic of his poetry primarily through language. Some critics and
analysts have written about the auditory power of his poetic
imagination, evident as in the moving lines from the poem
addressed to the students involved in the Iranian revolution, " fis
key laboo ki ashrafivan chan chan, chan chan." |1 the
bejewelled imagery of this poem as well as in many others, it is
the visual imagery of Faiz which contributes significantdy to the
overall success of the poem. Can anybody who has read the
beautiful lines with "wag ki kachchi aliyan” or "batbon ki bai-
kul chandi" cver forget that particular shade of fire or the hue
of silver? Il
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L aiz Ahmed Faiz, the distinguished Urdu poet whose work is read
worldwide in many languages, in his extensive texts on culture

2rriculated a distinct vision for art and literature in the country.

5 e looked at collective cultural experience as a cohesive force

that could play a positive role in uniting diverse communities into
m In the editorials of The Times of Pakistan from as early
as 1948 is narrated the untold political history of Pakistan with
ise of a free society fading as the state dragged its feet
dismantling the colonial authoritarian apparatus. With the ideals
F j'mnh that attracted people to Pakistan under attack by political
ediency, the citizens' confidence in the young democracy was

‘When Faiz used both his pen and activism to defend the rights
of the people, he was repeatedly sent to prison and exiled for his
tesistance. From behind bars and in solitary confinement he
wrote some of his most poignant verses in which emerges the
metaphor of the beloved through which he addresses his people
and his country. His poetry was banned by dictators for decades,
but it continued to be recited in public gatherings and six decades
its relevance has made it a timeless anthem of resistance.

Faiz's poetry and his texts address issues of an emerging nation
its internal conflicts. Human dispossession runs like a common
ead throughout his work, while poetry is an emotive response
o tyranny. His essays offer a direction to the struggle with
tical strategies.

aiz explains, "W hatever bis (writer's) social status his intellect and bis
education will automatically place him in the ranks of the elite minority.

His emotional sympathies and ideological convictions however may demand
s identification with the majority, the underprivileged masses. He will
efore, be called upon to make a choice of bis audience, to write for his
class or transcend the class barriers. Conversely bis literary tradition
be attuned 1o the idiom norms and conventions again of another class
another perisd not his own, the ruling class of the colonial or feudal
od. He will thus be called upon o satisfy the demands of both the
nmtze.i‘ of bis past and of the realities of his present. And in afl cases
will be expected to combine the integrity of his experience and bis peaple’s
dousness. He has to rely solely on the passion of bis commitment, the
th of bis vision and the reach of his creative talent."!

ile the Progressive Writers Association and Lahore Artists
“Stoup (which was inspired by the Progressive Artists of Mumbai),
‘Were devoted to liberal values and an egalitarian social order, the
. Witers, of which Faiz was one, found it easier to develop an

Farrukh

expression in Urdu to fulfilling their mandate. The Lahore Artists
Group that adopted Modernism because it was compatible with
their search for a new canon, however, got drawn into the formal
concerns of the new idiom, This distanced their work from the
aspirations of the people and made its iconography inaccessible
to the people, even though some of the artists were ideologically
committed to social and human rights.

Faiz regarded art highly: "Art, unlike culture is not the raw material,
or social life, which exists independently of individuals, but a deliberate and
superior manufacture created by a body of specialists.®

In this essay I would like to investigate the points of convergence
between Faizism (the philosophy found in the poetry and writings
of Faiz) and the
Visual Arts of
Pakistan through the
opus of three artists,
Sadequain (1930 -
1987), A. R. Nagori
(1939 - 2011) and
Imran Qureshi (born
1972), artists of three
generations that have
shared the aspirations
for a nation free of
violence and
exploitation but
settled for being a part
of the struggle,
heeding Faiz's clation
call chalay chalo abi wo
manzil nabin

ayee. .. (keep going for
you have not reached
the destination).

Sadequain painted
distorted and
mutilated figures to
communicate his
disillusionment with
repressive social and
political environment
in much the same way
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that was becoming increasingly intolerant. This was to become
a metaphor for widespread political and social repression that
Iaiz cites in his poem "Yeh Dagh Dagh Ujald, an ode to the dawn
of ]h)]\L'.

\While Sadequain, unlike Faiz, never faced incarceration, he suffered
from destitution and social alienation after his migration to
Pakistan. This created a bond with the disinherited majority that
became both his protagonist and the audience of his many public
murals. In his public art he celebrated the masses as the builders
of the modern industrialized society and inheritors of our
civilization. Throughout his non-linear career with stylistic dexterity
the painter foregrounded the concern for the proletariat.
Sadequain's mural, The Saga Of Labor in the Turbine Hall at the
Mangla Dam (1967), one of the largest in the world, is dedicated
to his permanent audience which are men who toiled to generate

power and their counterparts at work throughout Pakistan, to

Sadequain, Sar Ba Kof, pen and ink, 1966
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and setbacks in his job at the university, but at no point did it
silence his protest, almost as if he was inspired by Faiz's verse:
Speak, this brief hour is long enough

Before the death of body and tongue:

Speak, 'cause the truth is not dead yet,

Speak, speak, whatever you must speak.

(Translated by Azfar Hussain)

The dominant thread in Faiz's poetry is a yearning for social
justice articulated in the metaphor of a lover's yearning for his
beloved. The country takes on the role of the beloved in the
format of the classical ghazal and the poet weaves in the pain of
separation with the pain of injustice. The loneliness and separation
become emblematic of lost dreams. Imran Qureshi, one of the
pioneers of Neo-Miniature, a movement linked to Mughal and
Regional Schools of Miniature Painting in South Asia, by investing

new meaning in classical elements has contributed to the

transformation of the idiom. His visual commentary on 21s¢
Century concerns like conflict, the ctisis of identity and polities
of extremism is constructed from familiar aesthetics with a

subversive edge that contests its received meaning, This device
mimics the way the romantic ghazal has been used by Faiz ag 5
tool of protest. A similar marriage of the miniature format and
techniques with social engagement connects Imran's oeuvre 1o

issues of the people around him.

The witty twist the painter gives to a dictator's favorite dicrum
'Enlightened Moderation' by turning it into Moderate
Enlightenment in his series by the same title, eludes to the limited
efficacy of such slogans. The artist illustrates this through the
portraits of young men and women who try to balance the
correctness of their Islamic dress code with their desire for the
latest in fashion accessories. Outfitted with a beard, skullcaps
and a pristine white shalwar kameeg, meticulously worn above the

: ; ick, dimenss iable, 2011
Imran Qureshi, Blessings Upon the Land of My Love, site-specific installation, emulsion and acrylic on brick, dimensions variable, 20

&

Commissioned by Sharjah Art Foundation, Photo by Alfrede Rubio




muc. ‘i"ﬂ the latest branded footwear and iu;g« fashsonably
;Illﬂil acTonss the chest. The same is truc of girls In conce "!“"Jl:
faah (veil) that draw attention to the claborare embellishment on
the garment These humorous contradictions in the works poke
fun At trapPINgs that replace substance in political slogans, that
demagogues have a pe nchant for imposing on a hapless nation.
His comment on the arms race at a tme when the naton was
expeniencing cuphora on the introduction of new missiles in its
arsenal in the early 20008, works like Kagag Kay Sanam, Law of
Mason, Begmming of an Exnd with their somber palette, overpowering
the fresh foliage, are a grim reminder of the politics of
confrontation. Imran's site specific work at the Sharjah Biennale
2011 is reminiscent of a courtyard full of red stains and splashes
bizarrely similar to an actual site of carnage. The only indication
that this is an artistic intervention is his signature floral motifs
resembling a chrysanthemum that the artist knits together like
a magnified fungus. The work combines Pakistan's recent history
of assassinations, bomb blasts and drone attacks and the wars in

the region that have taken a heavy toll on life as well as the recent

uprising in the Middle East that have added a fresh chapter of
bloodbath. Blood or /ahao is a recurring theme in Faiz's poetry
that has been used as 2 symbol of pain, defiance, patriotism and
exploitation. His poem Lahoo Ka Suragh written as a lament of
the cover-up of political murders is particularly relevant today
when the killers remaini faceless and unpunished leaving behind

a trail of pain and helplessness adding to a nation's angst.

Faiz reminds us thar art modifies reality by articulating the

sentiments of the people that they cannot do themselves. While
artists still have the desire to speak for the people, they seem to
have lost the discursive connection for the theoretical framework

and the language in which they communicate about art to the

ESSAY

audience, only accessible to a small minority. Faiz was fully aware
of this, the ‘epistemological violence” of colonialism and
recommended strategies tor " | ertical integration which !IIr‘rJfIJ'ﬁ”‘ffi{"l’fl:
i commont ideolagical and national basis for a mudtiplicity of national cultsral
patterns and barigontal integration, which means educalting and elevating
the entive body of their people to the same cultural and intelle tual level.
This maeans that the qualitative political change from colonialism fo independence
must be followed by a similar qu.:/;m.'m' change in the social structure left
bebind by u.u’mr.".zf:w.r."J.-\L'cnnlln}: to him this was possible by

" salvaging from the debris of their shattered national cultures these elenients
which are basic to national identity which can be adjusted and adapted to
the needs of a more advanced social structure, which heip to strengthen and
promote progressive social vales and attitudes." 4Faiz contributed to the
cultural infrastructure by setting up the Arts Council as early as
1959 in Lahore and two decades later, he got a chance to set up
The Pakistan National Council of the Arts and the Lok Virsa
(museum and archive of rural craft and culture). In his paper on
Problems of Cultural Planning in Asia, Faiz was prophetic when
he warned against the politicization of art and culture by allowing

an organic synthesis of regional

Imran's site specific

work at the
Sharjah Biennale
2011 is
reminiscent of a
courtyard full of
red stains and
splashes bizarrely
similar to an actual
site of carnage.
The only indication
that this is an
artistic intervention
is his signature
floral motifs

cultures into national resemb“ng a

atterns facilitated by
P o chrysanthemum
that the artist knits
together like a

magnified fungus

an environment of
tolerance and
excellence to empower
the artist to contribute
iu\\".lrds a .\rrl'ng
cultural identry for

Pakistan. Il

1-PgB82e2-pg B2 e 3- pg 34 @ 4-pg 35
Culture and |dentity, Selected English Writings of Faix
Editor Sheema Majeed, OUP, Pakistan
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Rumana Husain

Popular
a0Cialisk Imanery

he idea behind poster art is mass communication; and throughout the history of modern poster, which dates
back to 1870, symbolism has been in use, whether to convey religious diktats, advertising for commerce, OF

el e a1 > svents ey = . s : B
for travel, entertainment and events, propaganda and politics. Some symbols became nationally or internationall

popular, and they have permanently affixed themselves in people's memory

The world over, socialist imagery, e.g. the Swastika, the Hammer and Sickle. or the spade; laborers peasants

factory workers, the raised hand or fist, the Red Book or the color red itself. all came t nbolize a revolut®
. » - s 5 @ < C 1O S\T O C e

for basic rights and equality. Some o T Ve -

fo i q ! f those ideas and Imagery filtered through and also came to Pakistan
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Soviet bloc, including Poland, East Germany, Rum

ania, Bulgaria,
Hungary, Czechoslovakia and the Baltic St

ates,
Chinese posters, which differed slightly from the Sovie

t style,
had brighter colors. Compared to this, Culy

an revi
were understated. The Cuban poster develc ped
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after Fidel Castro
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make this new

In the ntroductory essay m Dugald Stermer's ook, Susan Sonmag
CoMmpares the Pop Art style of Andy Warhol, Row Lichienstein
and Tom Wesselman, calling it ‘parasivie on commercial poster
scsthetics’. She reaffirma that the Cuban poster artists "remain
very conscious that the poster art is a public art, which addresses
an undifferentiated mass of people on behalf of something
public (w hether a political idea or a cultural spectacle "It is
interesting to note Sontag's other comparison between a graphic
aruist and a poet. She says that the graphic artist in a revoluti nary
socicty does not have the problem the poet has, "when the poet
uscs the singular voice, the lyrical “I": the problem of who is

speaking and being spoken for."®

More recently, Maoist posters in Nepal, calling people for action
protests on May Day, the imagery used by the All Nepal Federation
Trade Union can be linked to Soviet expression of the past.
Missing Maoist members shown on the top right of these posters
reinforce the message of sacrifice and martyrdom, and flags
showing different manual labor tools (the Hammer and Sickle)
are displayed prominently in the middle, with smaller flags framing
the lower half of the layout,

Conclusion

Itis interesting to study the deconstruction of socialist imagery
in China by contemporary Chinese artists; for example, the jaw-
breaking grins painted by one of the most important artists of
the Chinese avant-garde, Yue Minjun, who has achieved
international stardom by making parodies of symbolic smiles in
his self portraits. He uses a similar technique to that in advertising

and propaganda posters: sharp outlines with even color which

Walk Like an E g

gyptian by Dwayne Booth {p‘en
:ﬂrnaz Mr. Fish), gives Che Guevara an Egyptien
9ce of Pharoch Tutankhamun

- ESSAY

gives & Pop art’ effect. Duning the Cultural Revolution l“'””d'
thete were Sovicr sevle posters showing h'—'l'l“ Ilcnplr l.mglunp..
which Yue Minjun now uses in his pantings as a comment:

» ’
normally what you see in those posters is the apposite of reality.

In the works called the 'Great Criticism series’ of another Chinese
artist, Wang Guangyi, who grew up in China during the Mao era,
images of the Cultural Revolution are juxtaposed with mass
produced images from Western advertisemnents. This style of art
combines political propaganda with Western pop art. Wang
Guangyt's "Great Criticism: Coca-Cola' is a prime example of the
Political Pop art of the 1980s and 1990s. In it the artist uses three
figures (in the past it was common to depict one soldier, one
laborer and one farmer, the latter often a female figure shown
between two men), as it is a familiar concept for the Chinese
people: strong revolutionaries standing with their left arms
outstretched, in this case holding an oversized ink pen. Below
the pen is the familiar Coca-Cola logo in bright white on a red
background. The Coca-Cola logo in white stands out boldly
against a red color, which has its own significance (the red of the

western Coca-Cola Company and Mao's 'Red China').

As recent as February 2011, posters appeared in the Tahrir Square
in the mass protest in Cairo, Egypt, when the Egyptian people
demanded the end of President Hosni Mubarak's 30 years of
dictatorship. The imagery on these posters varied from swastikas
and the Star of David as well as equating Mubarak with Hitler
or the Egyptian pharaohs. f

Attitude and interest may have shifted and changed, but the reality
of poverty, oppression and marginalization that inspired the
socialist ideals of yesteryear have not disappeared. In fact, they
are the cause of a totally new set of crises and problems that

face the world's thinkers today, and may continue to do for some

time. (3

End Notes:

1. Ref. Appreciation Woodcuts, 'China Institute’ - an online
journal founded in 1926 by a group of American and
Chinese educators.

2. Ref. History of the Modern Chinese Woodblock Print
by Yan Shancun

3. The Art of Revolution by Dugald Stermer published
by Pall Mall Press Limited, Londen, 1970

4, Castro's Cuba, Cubd's Fidel by Lee Lockwood, published

by Macmillan, 1948

5. Introductory essay by Susan Sontag, The Art of
Revolution, Pall Mall Press Limited, London, 1970, An
author of seventeen books, @ human rights activist and
a sodial critic, the late SusunSomugM‘nodhth“wbq

2004, was one of the most powerful thinkers of her
generation.

6. Arts editor David Walsh's talk October last
: eq
Socialism and Cinema, at the University of Soifo):'d h::nn

UK, in which he referred to yet ancther talk
i
him sometime back in Toronto, s
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Amin Gulgee Gallery in Karachi

Recently, Sparck (Space for Pan-African
Research, Creation and Knowledge) and
the Amin Gulgee Gallery in Karachi
collaborated to bring the digital works of
52 artists from the vast African Diasporas:
Douala, Kinshasa, Cairo, Cape Town,
Johannesburg, Algiers, Paris, Berlin,
Lubumbashi, Luanda, New Delhi,
Melbourne and Pakistani artists from
Lahore, Islamabad, Karachi

For the Pakistan Diasporas, there are as many points of negotiation

within, a5 there are anywhere else in the world. Multiple points

Of reference, 4 magnitude of directions, an acceleration in the

PPPortunities of inclusion in the Mega events and international

Ies
idencies, we are too close to be able to make sense of the

Co
Mplexities of new ideologies taking root. But memory remains,

“hﬁhu Itis in the way art (and art w riting) can attempt to erase
*Orbuild op iy It is also manifested in the way we recall our

‘LLLm Past, which 1y be sometime earlier the same day, as in
g, or Yesterday, Recall is synonymous with representation and

re Dy
! TeSentation, gelf. censorship too. Memory can also fail.

‘Ttes » 1L .
Hooks; » No need to hear yosur voice when 1 can talk abont you

00 can speak about yourself. No need to bear your voice. Only
»

e aboyp o, . all tell it
“00ur pain. I want to know your story. And then I will

You iy o s . vy that it has
' . tien "u’L I'n"nf/ g /’:l:"' fo you 1n SHi ha na) that &

ny g am still author,

', R( HF’:’H"" YO I urnite r)ﬂ_l‘:/f anen. ll

TN ' are mow al
' stadl Coloniger, the speaking subject, and you

fl‘Jf'

rof mry falk
Hooks. Bell
Marpginality as a site
of resistance, in R
Ferguson ct al

eds). Out Ther
Margpnahzanon and
Contemporary
Cultures
Cambridge, MA
MIT, 1990: pp. 24
43, Wikipedia). To
my mind, one of
the fundamental
1ssues to address 1in
art in Pakistan today
would be the
relationship
between memory
and post

colonialism.

To what extent do
the narratives woven in the complexity of overlapping contexts
of art-making, curating and writing provide directions that can
truly be called post-colonial in form and spirit? What are the
agencies that can support and sustain such activism and nurture
it? And are these agencies (of change?) stemming from our lived
experiences, past and present and what is their vision of the
future? To what extent are artistic voices in South Asia or the
developing world subjugated by the structures (of success,
ownership) residing in the Developed West. The question can be
rephrased to ask, as to what extent the subaltern voice is self-
imposed.

If it is possible, as it must be, to mark a tangible shift towards a
South-South dialogue/s, these must become hands.- -on reality,
that have to do with activism, re- -engagement with the community,
and ethics, not just rhetoric. Recently, Sparck (Space for Pan-

African Research, Creation and Knowledge) and the Amin Gulgee

Gallery in Karachi collaborated to bring the digital works of 52
artists from the vast African Diasporas: Douala. Kinshasa, Cairo,
Cape Town, Johannesburg, Algiers, Paris, Berlin, Lubumbashi_

Luanda, New Delhi, Melbourne and Pakistani artists from Lahore.

Islamabad, Karachi. Its first STOp 1n South Asia was at the Amin

Gulgee Gallery, Karachi, in February, 2011.
Karachi, a highly unlikely venue for an international mepa art
event, carrying a notorious image as a hub of terror, is also

thriving metropolis, with its unique visnal and sound culture, past

and present (unlike what becomes headline news on ( NN &

BBC). A meeting place as likely or unlikely as any of the above

African cities, the curators see these centers as the future of the

rck, arnst

South-South discourse. The curatorial team of Spa
Kadiatou Diallo and academic D« minique Malaquais, and arrise

Amin Gulgee address the notion of ImagINing o tes, in a e
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day happening, Terming the present and future of these cities as Or is it simply a form of ghettoization, the "South" EXISting
e the "North" has insisted on defi ; . & onl
ephemeral, the terplay of digital sound, noise, voice, through because 5 f delimng it lT'lI'L‘].lHunml]
' e
Xtaposed projected sound mstallaton, di ﬂ~||~||.-e.\;-|||\|1, self-centered self
5 118128 8 10T i 1 5
pl montage, video, create pockets of recognition, doubt, fear I'he futility of this question is strongly mirrored in Toten
: ! P
nd humo s 5
a nor (projec ted digital photographs in a loop) by Herve Youm]
L, and

The nature of the engagement is never a stayed experience, so on an adjacent wall, Bucking, (video) by Abdullah Syed Yoump;!
F=S 10umby's

that the viewer is able to absorb each of the artists' narratives 10 images show artists from the (1&‘\&|“|‘iﬂ]_t world wearine
only in fleeting transition from one work to another, a curatorial sunglasses whose lens bear stenciled dollar signs, logos of West

=i = Stern
intent. Making sense of the overload of sound and image, the centers such as the Louvre, Tate Modern, MOM 7

rugeenheim,

viewer is a voyeur within a space framed to be such; each of Art Basel, the Venice Biennale etc. Its proximity to Abdullgh
’ an's

conversation Is an outcome of signs

Syl kiR The futility of this question is strongly mirrored in Totems
(projected digital photographs in a loop) by Herve .
Youmbi, and on an adjacent wall, Bucking, (video) by
Abdullah Syed. Youmbi's 10 images show artists from
the developing world wearing sunglasses whose lens
bear stenciled dollar signs,

larger vision. The commentator too,

documents, challenged by the

Hervé Yamguen (born 1971) - Douala, Cameroon
The Dripping Man (2001)
Projected argentic photographs

Hervé Youmbi (born 1973) - Douala, Cameroon
Tofems (2010)
Projected digital photography

amorphous nature of pace, pause and conceptual content. It is video plavine simult 5
the coming together, or bringing the unlikely into new equations, front ‘-,, A N J
for possibilities of newer conversations, some of which germinate stories’. we kno |
in the audience, at that very moment of interaction - berween of eule arewes e TS |
D
individuals. Dakasl Deske : 1
i
The more convincing voice, despite these different worlds coming \ltho ‘
together, is the curatorial intervention, because at the base of th behind 1 I ’ rier C1 :
r:xpcriuncc, there are pivotal questions put to the viewer, the ‘
commentator and the artist. The curators, as commenrarors :
initiate questions that address the contradictions inherent in bot ect grad ;
the making and reading of art: re-reading, re-imagining and re i
aligning They ask a necessary question: "Does it make any ! i
at all to speak of Southern voices, as opposed to Northern or " |

\\“&"-ILTI] One \} |~. [E\L term ”\(H]lh" It ,\\1 O any use what
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Video stills: Courtesy of the artist

The aruist legitimizes his own voyeunsm. It is possible that Emika

()gboh's sound installanon Go Siow (2008), pre wides another kind

of voveurism, through the sound of Afro-beat drums, and the

 call to prayers amidst the tratt]
arrative posiions itself in addressing

¢ noise of Lagos. One question

to ask is how the curatonial n

that voyeurism, or if some of the new equations are incidental
sm,

If almost every image of our daily life can be interpreted for its

exoticness, then is it possible to escape 1t?
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African dyptal art.com

Abdullch M. 1. Syed, 'Bucking’ 2011, 9min 3 sec, one channel video, edition of 5

ART GLOBAL

at the narratives in the African Diasporas, and it is from here that
possibilities emerge, of a discourse through which we could begin
to read the subtext within them. The chances of stereotyping,

within the South-South dialogue, or generalizing on its diversity
remains, unless the individual histories are understood from their

particular contexts of place, race, class, etc.

The curators ask the audience and the artist to make
sense of the vast African experience, while they too
make sense of the Pakistani experience. How are
Pakistani stereotypes seen in Durriya Kazi's video Rackes
(1999) addressed by the curators? Works related to the
Pakistani Truck iconography have already been criticized
as being palatable commodities for Western museums,
such as those identified by Youmbi, carrying with them
immense issues related to self-representation and gaze.
Since there is a curatorial interjector in bringing it as
the 'centerpiece', we need to re-address these issues,
as they continue to reinforce ideals of Western fetish
with other cultures. 'But what of translation? How
shall we manage that? Should we?'... ask the curators.
We could conclude that the curators do not dictate,
they hint, providing room by widening the relationships

they present. Inclusion and negation seems to be another

paradox that challenges here. But we are not sure, because the

conversatnons are SO transient

In including Director Saquib Malik's music video Na Re Na
(2005), Gulgee provides a wider lens to rethink the role of

unnatural divisions between art and popular culture, and th

growing partncipaton of mass media / culture in shapin

contemporary iconography. It is interesting that Na Re N, which
was made for a popular audience, aired on television, and sold

in the market, can be interpreted in this equanon. In the "art’

11 'R

video, Ower spen & Tranasen (2010-11). Babar Sheikh ne

his pace directly from the symbols built through the transitos
moments which could be of anv thrniving metropalis in S

Asia. Without pretense, both narratves indirectly blur 1
between what 18 art, out there and what s not ar

Malik incorporates the world of high tashios . "

fashion model Shetkh's monochromatic ma

movement vacillates between recall

future. [t s the curatonal mterventnon thar peen
to beygin between two unlike

1 -
fitterent \,\.|'\‘t\_ ind addres ditter .

i
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the popalar. One of the main reasons why such work has been
Western muscuims 1s due to the lack

shomn more consstenthy o

T T
of tnfra-strocture in Pakistan, that can fund and suppor

expenmmentation. The circuit of commer ial galleries is not able

to make that commitment eithet, because their clientele still
prefers the framed painting that can be color coordinated in a
living room. A majonity of arusts, who do enter the international
circuit of galleries, residencies or biennials, hence casily get
absorbed within the Western contextual and theoretical Western
frameworks, which is why appropnation becomes an issue.

Another factor is the lack of critical engagement by local

(politicized) reviewers, who

Babar Sheikh, 'Once Upon a Transition',
Karachi, 2004

predominantly regurgitate the
terminology used by the artist/gallery-
ist, and fail to penetrate the discourse
beyond its visual description.

In digital photographs, Race 1 & 2
(2010), Izdiyar Setna injects an element
of humor and innocence into what

could have turned into an object of exotic fetish within t}

he white

cube. The henna adorned donkey and his cart adopt the role of

| commentary
here on the polarities in urban pace, social and economic disp

the marginalized and the exploited. There is a paralle

arity.
The image of the donkey challenges the discourse of the criric.
into a laughing stock, because no matter how one may read into
it, one faces the donkey, which is moving away from ;'(nu, The
subtlety of the artist's narrative provokes the white cub;c narrative
and with him we can laugh at ourselves, B

If doubt is part of the dynamics of translation, there js sufficient
amount of curatotial idealism. They speak of the imagined cities
as 'strong, beautiful, and perhaps even more equitable, than \\'L:‘
dream of bringing into being'. Equity is a strong ideal. Lalarukh's

! U meeeed (2008 'l).i‘.\l\lif [III}\LI

and 4
wy Fai Subhe Azadi) is based on live recording

&S Of

L wans from the historic lawyer i movement in Pakistan One of
- 1 v 1 . . O

A ' "
from the rallies 1s are-mix on a patriotic song: ;i

werelsny hay satve fakay bam aik bain (we are one under this fly,
The alte red song ads: Amertca (anr NRO kay talay ”‘.)!’,‘.fﬂ., Jr‘i.','.‘.
v hain (under the American (flag), we are all thieves

[here are other anchors of subversion in the show that open

widows to social activism by artists, such as in the video excerprs
by filmmaker Laurent Malaquais in No Artona2$a Day 2007
which documents a protest by an artists' collective called Ayg
Da Fe. Writes Dominique Malaquais, ‘appalled by the violence
of the regime that has ruled Cameroon for the past 30 years ang
by its refusal to see engaged contemporary art as anything mog,
1}71‘"1 a potential danger to its hegemony, each of the collective

artists set alight his highest priced painting, A massive bonfire

In digital photographs, Race 1 & 2 (2010), Izdiyar Setna

injects an element of humor and innocence into what could
have turned into an object of exotic fetish within the white
cube. The henna adorned donkey and his cart adopt the

role of the marginalized and the exploited.

$ |zdeyar Setna
(born 1976) -
Karachi,
Pakistan

Roce | & Roce
(2010)
Digital
phorongPh‘f

& . / -ollage
ensued. With the ashes, a new work - part sculpture, part collag

- 1s currently in the making'. In a fleeting discussion with the

essaylst in residence at Imagfin]ing Cites, Cameroon, essayist

| a . 5100
Lionel Manga and [ share thoughts on the element of subversk

i . E : - : )s€
In the art of Pakistan and the African disaporas. Perhaps, the

VoIces are not actively being sought, because they do pos¢ the
danger of sw aying the current power politics in art markets ©

the West -
e West, and markets that cater to them.

There are - : ]
t¢ are other voices in the African continent that negoti®®

through art. O : . ooy Lo

, art, ne !"‘"]C(I. II/“” a ! J'J."‘f/f"- f orpoftten 15 a ![Ji. rfory L4

relays interview 15,
S Interviews that are transmitted on tv, radio and viral 24"

l:llII'IChL‘\I on 1}“, d T‘.’--”L“

2 ays leading to the Freedom Day that
South Afric

a's tr An artst
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to a vehicle which has 1o d th s et

transformaton. (Creame w wa— g Awab A
and the Mau) Media collective in Pakist { Usman Haq in the
UK, are already addressing open sourcing through the d gital. as
an answer to an chitist hegemony of art and technology. The links

that they are creaung with architecture students of the N1 D

University, Karachi has started conversations into socialls onented
concerns such as the conservatnon of clectric power, into green
architecture, etc. Their participant can be anybody (e.g. cell phone
or mnternet users), who s out there to b empowered as an agent
of social change. This is not a part of this event, but continuity
in the South-South dialogue can provide more opportunities for
\ll(h CONversanons to eme r_L"l In our ciies, in r('.ll or c \]‘('f \p-l(t'\

ACTOSS conunents,

The challenges offered within the equations available here, even
if flectingly presented, are a call towards proactive discussions

on the subtext/s that emerge now and will continue to do so.

The curators clarify that 'the works shown here are, neither
individually nor as a group, meant to be prescriptive. They actively
refuse to tell a linear story, or to create straight forward one-to-
one dialogues'. Dominique Malaquais and Kadiatou Dallo
recognize that ‘transitions are notoriously difficult: 'How shall
we negotiate barriers, fences, walls (and words) edged with barbed
wire? Do cities of the global South offer particular suggestions,
tactics to countermand violent strategies deployed elsewhere?'
Finally, what role does the artist and commentator play in this

curatoral idealism, in which the future discourse of cites of the

AAT GLOBAL T

4 . is . hink | 1oy the tuture of post ¢ oloni |l|\t'l‘l \\thll
¢ South-South and its relationship to the West
| cls of pain witne ssed through the works varn ~,,|n-u\‘nnph'

in a video and so ind installaty i, Cerovnd / Chien rouistid /1 F;.."rl_'f’tllh'gl

2010) by Mowoso, a group founded in 2006, in which a man
named Bokungu takes a trip from his home in Congo to Paris,
to escape the violence of his land brought about by colomalism
ind "post-colonial hells'. In the process, the curators comment,
'neither his body nor his soul will emerge intact'. In projected
digital photography of an installation, Fire (2004, 2009), Malam
Essoua creates larger than life installation of bodies trapped in
city spaces that 'have violently broken them, physically and

mentally.’ Once he makes them, he sets them on fire.

Perhaps the strongest visual narrative comes from the self-
portraits, in which the artist 'alters his appearance with foam, fire
and peculiar plays of light to tell the story of a man moving
through the spaces of a postcolonial city in never ending flux.'
(The dripping Man, 2001, projected argentic photographs by
Herve Yamguen). Dominique Malaquais quotes these lines from
Yamguen's poem of 2008 that speak of the ultimate dilemma of

the post-colonial:

My mother - moon

films and projects herself

on a wide, white sheet thick with flies and ants.
She casts light on portraits

whose features have lost their shape in the hallways
and the labyrinths of this city [}

Imag[IN]ing Cities is dedicated to Goddy Leye who passed away a day prior to the preview
opening, on February 19.

The works gathered in this room are not easy. They speak of bodies and
words adrift in broken cities. Still, all hold at their core a kernel of possibility:
of hope that we may transcend the violence and pain that has come to mark

so many of our cities planet-wi
Goddy Leye (1965-2011) - Douala, Cameroon
The Beautiful Beast (2009)

Sound installation and video projection on a bed of sesame sceds (91X30cm)

A man writhes on the ground against a pixilated field. We know nothing
about him, save that he seems in pain. Or might he be grinning? The ima
15 |n‘nfht1ﬂd|\ disturbing, Overhead, coming in waves, is a snundsc:ipc: Irity
Lang's 1927 masterpicce, "Metropolis”. A Hitlerian voice battles with another,
a voice of reason and demand: demand that the man on the ground be

treated with care or perhaps, simply, with basic human sympathy. We will

Goddy Leye (1965-2011) - Douala, Cameroon, The Beoutiful Beost (2009)

Sound instal nudvidnproioabnmnbodﬂmmﬂﬂxwml

istori ‘ sher Achille Mbembe is not far. In i -rushine violenee . : .
by histe rian and philosophe , In it, the crushing violence of the social, political and economic order is
internalized by those - the masses - whom it most damages. In response. many rebel. but just as many loose the means to fight back
\ i s ) v loos -ans to fight back.
> pleasure in its ravages. More often than not, either /or situations are not of the esse
against and revels in the cogs of the machine simultaneously, in a zero sum game on whose

never know which voice wins out. The post-colony such as it is analvzed

They become the beast, take perve
7 nce. One rages
outcome the survival of one's very spim

depends. Goddy Leye dedicated his life not to felling the beast, but to gently taking awav its pain, seeking ro bring it ino the fold of
e 2 - oy ? 4 O the fold ot

possibility. His spirit was - his spirit is indomitable.'

Do u . curatarial wote, Imagaing Cities, 2011
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LAHORE PAINTINGS, MURALS AND CALLIGRAPHY

Edited by Barbara Schmitz

ahore is an undeniably iful city. i
A y bcs;utlful ;uy Those who know it or visit  aspects of Lahore's architectural beauty and artistic attributes. It

7 the gt -li
ek ¥ ; 5 an f-elur 0 }:Es tree-lined avenues and is a collection of ten essays on the paintings, murals and calligraphy

rards. The splen: i

P ¢ ot Op 1ts ‘arc tecture, be it Mughal, colonial ~ of Lahore from the early 17th century to the present day, W hich

or contemporary, reflects Persian, European and central Asiar
> an introduces readers fts of
G pule = to current research in the arts and cra
ahore.
The book, Lahore, Paintings, Murals, Calli - edi :
Barbara S;hmitz p’rovides ﬁs,with : ‘ahjglraph) i * S g S i e o o
ith some e -
therto overlooked supported generously by shawl manufacturers Ahuja Sons. While



“mhﬂmm"hmwumhmn‘h-
Mum‘““‘m::tmn“.m”h
ffort w0 support 0d promote research and preservation of
me!ml’-kuunh Pakistans suthonnes
and Palistant PAtTONAge.

1n the inroductory article Barbara Schmitz has ably traced the
pisory of Lahore with interesting allusions 1o the arts and
puintings of the time to illustrate and highlight historical facts.
The Mughal presence in Lahore is very evident in much of jts
w“mmm.hmnmm‘dﬂmnnm
¢he vanous artistic endeavors and crafts which went into their
embclhishment.
Mmm'ddr&mhh%%ofw,
wﬂmmmmﬂmmhmﬁm
The subjects of these frescoes are European and Christian and
the style is reminiscent of the arts of the European masters of
that time.

This departure from the normally known frescoes adorning most
of Mughal architecture makes one wonder why they were
commissioned. The question, when did Emperor Jehangir visit
and stayed in Lahore is raised, and scholars have been trying to
find reasons for these frescoes being there. The Mughals had
become familiar with European art since the times of Akbar, and
its influence is evident in some of the art of that period. The
article is well illustrated by digitally enhanced photographs of the
frescoes in the Seh Dara.

The next article is on the frescoes in Ranjit Singh's Samadhi.
These are remarkable for at least three reasons; 1) they are
dateable, 2) they provide excellent examples of the modifications
which were undergone by Pahari painting style in the mid 19th
century in Lahore, and 3) their sequence reveals an underlying
program. The photographs illustrating the article show definite
themes and although the Krishna theme dominates, episodes

In the introductory article Barbara Schmitz has ably traced

the history of Lahore with interesting allusions to the arts

and paintings of the fime fo illustrate and highlight historical
facts

from other important texts and the Epics, The Ramayana and
Mahabhm’ta are also represented. The frescoes are unique :
Specimeng of Sikh paintings and need urgent measures for their
Oseryagion,

The article by Barbara Schmitz on Mohammad Bukhsh Saahaf

" the lustrateq ook in Ranjit Singh's Lahore gives & f“:“di““g
“ount of the production of the handwritten books and th¢

Mughal smpenal workshop - of kitsbkbees

Photographs of & number of paintings from the period include
ones showing Emperoe Akbar playing polo and another of Akbar
and his party hunting a tiger. The article is evidence of fine

scholarship and gives details and impressive information of the

craft and techniques used in the production of manuscripts and
paintings of that time

Hurmaira Alam and Uszma Usmani's essay is on the ivory painting
collection in the Lahore Museum, The art of the miniature and
how it is executed on ivory is explained and its history given.
Some truly remarkable paintings are shown depicting the various
Mughal rulers and Mughal Buildings on ivory.

Anjum Rehmani's article, Islamic Calligraphy in Lahore assesses
the development of Islamic calligraphy in Lahore from the
Ghaznavid times to the present. Dr Rehmani's inclusion of
calligraphy on coins, monuments and manuscripts makes the
study comprehensive and inclusive.

M. Athar Tahir has written several books on Pakistan's literature,
culture, arts and crafts. His article, Word as Image: Calligraph-
Art in Pakistan, is supported by well researched and interesting
accounts of the process and the work of artists best known for
it,

Sajida and Pervaiz Vandal's deep knowledge of Bhai Ram Singh
is clearly indicated in their article - Coronation Darbar 1911,

. Drawings by Bhai Ram Singh. The exquisite drawings represent

the era perfectly and the accompanying text adds to the interest
of the reader with anecdotes and facts from history. Sadly, the
originals of these drawings have disappeared from public eye, as
the owner and the Lahore museum could not agree on a price.

The three articles on more recent developments in the world of
art in Lahore are on contemporary miniature paintings in Lahore,
on Shemza, the Lahori artist who juggled symbols and the art of
political cartoons in Pakistan. They are written by Rukhsana
David, Ayesha Siddiqui and Shaukat Mehmood and are delightfully
illustrated.
They are
evidence that
extra-ordinary
talent coming
out of Lahore
shows
promise of

change.

The
contributors are well known experts in their chosen fields and
have an impressive array of highly acclaimed and accomplished
research to their credit. No one volume could ever encompass
the whole, but this book is an extremely able attempt to do so.
The illustrations alone could have been used to form a beautiful
coffee table book. The addition of the historical references makes
it an invaluable guide and repository of some of the major arts
and crafts of Lahore. a
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Nazar continues 1o engage with the multiple
dewpoints that shape art proctice in Pakistan., He,e’ we
sxplore lssues in ond around Ne Honor in Killing: quing
Visible Buried Truth, o traveling exhibition and dialogye
from 2008 to 2010. Concelved in Karachi, it traveled from

A Bvad & Boshd Alunad Jamshoro to Khalrpur in Sindh, to the Punjab in Lahore and

Eadioh. Re, metol, wond ond fobre slamabad, with a final showing at the VM Gallery in

Karachi. The outrage of the curator, Niilofur Farrukh, to the

Nasirabad honor killings, whose B victims were buried alive

as recently as 2009, translated into a dialogue that brought

artists and activists on a single platform; urban artists came
face to face with both art and non-art audiences on the
periphery. The art image/object became a vehicle to
facilitate discussion, and disregarding art hierarchies, the
curator addressed ways that are more socially relevant in
bridging the disconnect between the artist and his/
community. This process marks a shift towards altering the
perceptions of the artist, to taking ownership of her

surroundings.

As Niilofur Farrukh puts it, the discussions that centered on
Karo Kari, the participating students, activists, community-
based workers and a general audience identified explicit
and hidden forms of violence that they are victims of; some
of which is from the male to female, and male to lesser
male.

From literal references to Karo-Kari, honor killing, to more
subtle associations with violence, the broad artistic diversity
embraces the larger framework of pain, embodied in
Naima Dadabhoy's fragile 3D sculptural form of a hollow
corpse, its silver foil wrapping yet protecting its dignity, to
looser connections through the celebrated verses of Faiz,
in Salman Hassan's black and white text-based work; in
Riffat Alvi's smoke paintings on cardboard, that were the
artist's helpless cry to the Karachi carnage of the 90s, to
Seemin Farhat's (and Quin Mathew's) use of the Urdu script
that gives the female body its form, contextualized in the
debates that center within the post 9/11 constructs of
identity politics. Conceptually and materially. These and
other artistic voices merge, overlap, and disperse, revealing

very personal concerns and responses.

Amra Ali

LUl l'l.]"ﬂl.lﬂ
CEE HELEERNG

Making Visible Buried Truth

1




of some narratives emerge here in my conversation
ith Niilofur Farrukh, the curator,
w

and with Marium Agha,
the participating artists,

ane of

amea Al What is the nature of activism in your curatorial

context?

Let's consider the meeting points for social and artistic
activism. 10 what form can art be a vehicle for social activism?
How feasible is an intervention in which the process of
engagement of activism becomes the art process - out of
the gallery space. Can we relate that sort of activism to far

off social projects of Joseph Beouys or recommendations
by Rasheed Aracen on Balochistan?

Niilofur Farrukh: For No Honor in Killing, the foremost

seen in the work of Jose ph Beouys

How does N

o Honor in Killing fit into this? My pnority was to

reach a wider audience, so 1 looked at a curatonal strategy that

would take the show to smaller towns, engage the community

with interactive sessions and invite local artists at each location

to include their voice
I'he art also traveled outside the art gallery to local spaces where

dialogue and viewing the art by diverse audiences was possible.

In Jamshoro, we had several hundred students and faculty as a
part of the interactive session on breaking the silence against
gender violence; in Khairpur, it focused on Karo Kari, as this
region has a high rate of honor crimes. Here school children

wrote and staged small skits on gender violence. The dialogue

In Jamshoro, we had several hundred students and faculty as a part of the
interactive session on breaking the silence against gender violence; in Khairpur,
it focused on Karo Kari, as this region has a high rate of honor crimes. Here school
children wrote and staged small skits on gender violence. The dialogue with
audience and community activists at all five venues vitalized the art and its
concerns for the non-art audiences. The involvement of local artists from diverse
communities across Pakistan lent value to their perspective

I

lalogye in the gallery with students of Institute of Art an

Obicctive stes For di - for intervention
ve was o create opportunitics for dialogue

10 the ' ; ~oretical
|hL S0c1a] architecture. It was not meant to be a theore

C g RPN
I8truct like Rasheed Aracen's concept of Nominalism.

If S strained

the ar object cannot communicate because 1t 15 CODS

artist must

ant as

W the A . ;

: J e Crln\-t_.nnunnl f(lfm ()t lh(: art Ub]LC[‘ thL l

“Nallg, : . . enciallv relev:
Hleage its form, so the intervention can be socially r

d Design, University of Sindh, Jamshoro

‘tl "iudlt‘nC(.‘ 'lﬂl.'i Cc mmmnit\' activists at ﬂ] five venues \'lf.lll"cd
with 2 3 )
he and its concerns for the non-art audiences. The involvement
the art é 5 S N
: J .
Ca 3 IS¢ C IUNINCS ACTOss Pakistan l‘_.‘-”
3 al : sts from diverse commn

ot lo I artists
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*Of a4 Curd N :
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trgﬁraction with audience at The National College of the Arts, Auditorium,
ore.

“I.‘fﬁﬂ' naru

AA: What was the nature of the dialogue in smaller citics
like Kh'.mpm and what is the nature of violence that was
addressed in larger urban cities like [slamabad, Lahore and
Karachi? Who were the audiences?
NF: For smaller cities hike Jamshon | Khairpur, the discussion
Honor Killing 1n

wias centered on the silence that perpetuates

1 | cs
their communitics. We learnt about local 1ssucs like the '"'h

of gender violence. For example, in Hyderabad lawyers and

activists informed us that the corrupt Jirga otters its verdict tor
sale and the male accused in the honor crime can buy his way
out unlike the woman who usually faces death. Activists like
Arfana Mallah and Amar Sindhu, at considerable risk to their
lives, have carried out a signature drive against the Jirga to
pressurize the Provincial Assembly to implement its ban on the
Jirga,

In Lahore, the audience, mostly of artists, faculty and students
focused the discussion on domestic violence and abuse in power

relationships in the context of gender violence.

The young girls in the audience in Islamabad showed keen interest
in the helpline offered by an NGO, Rogan, for vicims of gender
violence. This brought to the surface the social reality of Islamabad,
which is a peculiar meeting point of rural and urban social
norms, where the first generation of daughters of the low and
middle level government officials are getting college education.
The subtext of the dialogue was the conflict between the
conservative values and the girls' demand for economic and

3

social independence.

AA: Your intervention is also to bring the non-art form,
that is, the dialogue, back to the gallery. The exhibition
ended in Karachi in an established art space and dialogue
with the art community.

NEF: It is not so much about bringing the dialogue to the gallery,
as approaching art in a holistic way. Interventions that open
themselves up to new ways of connecting have a greater chance
to be effective.

The terms of issues addressed, related to violence, and they

Students in Khairpur performing skits on the theme of violence against women,

nt forms as the show traveled. In Karachi 1 wanted

rook diftere

1o the discussion back to art as a tool of social engagemen;

| the artists fairly disengaged. Maybe their reticence —

but found

1 ouee they lack 2 framework for socially committed art. With
i i

Social Realism outdated and irrelevant for obvious reasons, artistg
roday need to find a new a structure that can give them the tools

1o make serious interventionist art. They pr ybably also realize

that a passing interest in social issues is also not ;u_lcqu;llc to do

SO,

\A: No Honor in Killing comes across as an intervention
on many levels: social, political, artistic, aesthetic - the
interrelationship of one to the other. How do you see the
present relationship of artistic narratives in relation to socia|
factors, such as a subject like Karo-Kari. What were the
levels of engagement that you saw, as the show traveled?
NE: There are different levels of engagement. Some artists are
engaged supetficially in a rhetorical way. Their aim is to be
politically correct without feeling the need for a deeper
understanding of social factors. This works in different ways.
Sometimes social issues are projected in art to be a part of a
trend, to follow what is being shown on the scene. Then there

are artists who are deeply committed to injustice and social ills,

From literal references to Karo-Kari, honor killing,
to more subtle associations with violence, the broad
artistic diversity embraces the larger fromework
of pain, embodied in Naima Dadabhoy's fragile
3D sculptural form of a hollow corpse, ifs silver

foil wrapping yet protecting its dignity, 1o looser
connections through the celebroted verses of Foix
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s0 their work in the show was a deeper response to violence

against women. With women artists, the pe rsonal often becomes

political. For artists from Khairpur where the Taslim Solangt

honor killing took place, the artist quoted directly from this
experience of violence

I wanted to involve a diverse group in terms ol experience and
art practice so different voices that represent our soclety could
be present in the show,

It also made me realize that one of the reasons younger artists

cannot engage with the larger social issues has to do with their
education. Since most of their references come from another
place, which is why there is this disconnect with one's immediate
context. For example, in Pakistan, art that talks about gender is
often seen through the framework of Western gender discourse.
The Feminist initiatives at home which prioritize local anti-women

practices seldom come under discussion.

AA: How is this intervention particular to Pakistan?

NE: In our society, while the female body is also looked upon
as an object of desire, the reference is made indirectly through
the narrative of honor and shame. If a woman is seen without
the veil in public or seen interacting with a male who is not from
her family/clan, it has strong sexual/honor connotations that
can sometimes lead to punishment by death. So the body is seen
through the lens of honor/shame. The patriarchal system uses
honor codes to exercise control over the body and lives of women
in Pakistan's quasi feudal/tribal society. The idea of the chadar
is not always about concealing the body, it has become an
instrument of control/violence/ humiliation.

AA: How do you think that the collaborative work of Abdullah
Syed and Roohi Ahmed addresses cultural stereotype?

NF: Abdullah Syed and Roohi Ahmed's work objectifies the
instrument of honor crime; its conceptual approach communicates
to audiences at various levels. It deconstructs the word Kulhari
(axe), first as a physical tool associated with Karo-Kari violence
and to this is added yet another layer - with Qula (a fan-shaped
ornamental projection of a turban that symbolizes honor and
feudal hierarchy) in two different kinds of fabrics with cach
kulhari alluding to male/female relationship. One in chundri fabric
associated with the dupatta (scarf) worn by Sindhi women, and
the other is white cotton used by men for their headdress (turban).
In the installation the wooden handles of the kulhari cross each
other indicating conflict and also the image echoes the wall display
of guns, etc as instruments of power. The Qula with its complex
social interpretation works with its multiple meanings, some more
obvious than others. The work was well received because it
communicated with un-initiated audiences in Jamshoro and
Khairpur, as well as others and managed to address material and

conceptual concerns.

AA: Meher Afroze is addressing the social via a link to the

past in the show, and referencing Mirza Ghalib. In this fas.
paced and shrinking world, such links to the past are seen
as removed from the present concerns of dismantling a

iraditional aesthetic. There is a disconnect to such works
because it may be seen as very presctiptive, even didactic.
How do you see this disconnect, if you agree that it exists?

NF: I think this is a different approac h because it uses the great
- U ] - v - . - -
poet/ phﬂuwphcr Ghalib's verse, which is such an integral part

of our culture to evoke the dichotomy between how we value

rv that respects women, yet fail to live up to its high ideals
poetry that resj 3 ‘ :

Text is an important part of our visual tradition; Meher prefers
to register her protest through it.

We have a very different relationship with our past as compared
to the West. For an artist like Meher, cultural memory is an

Another compelling anchor in the show is the
installation, "We Shall Rise', by Maria Aftab, a
young artist based in Peshawar. There is an

element of beauty in the pattern and yet the
subtext is loaded with references to different

levels of violence/confinement

Maria Aftab, Will | Rise2, mixed media, 4m,67X55cm, 2009
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Instrument 1o ivestigate the social prsctices of the present Hes
work 18 often @ commentany on cralizamon, 5t arviculated by
scholars/writers. Unidhe Abxdaliah and Roohi, who spply & westerm
framework w0 local symibeols, Meher speaks through a timeless
idiom. Both are equally valid and represent contemporary aft
practices in Pakistan

AA: What are other sesthetic anchors for you in the show?

NEF: Another compelling anchor in the show is the installation,
Wi Shall Rise’, by Maria Aftab, a young artist based in Peshawar.
There is an clement of beauty in the pattern and yet the subtext
is loaded with references to different levels of violence/

Amra Ali: Your work, 72 | irgins for my suicide lover, was initially
shown in a different context. It is interesting that it can
be interpreted differently in different contexts.

Marium Agha: A venue cannot possibly affect the nature of
the work in its most physical element. The context it was shown
in was called "Home Page’, a story or discussion about one's

home.

However, I view the shift in its most natural order. Honor
Killing, suicide bombing, woman as property, honor, and reward
are part of the cultural practices in Pakistan, shielded by the
'Mullah Religion'. The language of visual interpretation changes
when it has an audience whose social, cultural standings are
different and the art then has another language.

AA: You approach a taboo subject, sexuality, at the core of
which is the issue of violence in relation to honor. At the
same time, there is something very lyrical and unassuming
in your imagery, and medium. I am interested in locating
the subversion.

MA: Every now and then, an ill-informed fanatic decides to
become a suicide bomber. Whether it is done because of a
romance with God, or for hidden desires, the world sees them
as sexually deprived souls.

Artists have always been the part of society where revolution in
an idea should be at the core of their work, or at least that's how
1 see it. The romance in the lines, material and choice of imagery
is just an extension of who I am. It is never intentional,

AA: How do you assume that 'the world sees them as sexually
deprived souls'? Who are they and who is the world, and
where is the artist, you, in this mediation, if it is a mediation?

confinement
It refers to domestic bliss that can tum into domestic servityg,
How the idea of marriage dominates a girl's life. Marriage, in oy,
micldle class context, can also be seen as a way to personal
freedom, but experience shows this is far from the truth as the
restrictive ways of the family are replaced with another kind of
confinement. The death of dreams is a kind of violence also,
where wishes are systematically finished. Self-esteem is robbeg,
Socicty does not easily recognize the violence within marriage 5
in many parts it is the acceptable norm. Through this work angd

we are able to talk not only about the explicit violence ip

others,
Karo Kari, but about other forms of violence in our society, g

Marium Agha '72 Virgins for My Suicide Lover', thread ond fabric, 20 X 20cm
each, 2010

Is there a danger that the artist is regurgitating the jargon
dictated by the West? I am also interested to know how
you view gender power politics that has to do with feudal
power politics, in relation to what you term, of the ill
informed fanatic'.

MA: I don't 'assume' as per say, the information is gathered over
series of casual dialogue on social network sites about Pakistan's
political scenario, Suicide bombing, Islam and the image it renders
to entities over the globe.

It however worked in my very interest to support this free flowing
conversation with people who have anti Pakistan and anu Islam
sentiments during my MA course in London; while the 72 viggns
for my suicide lover' was in fabrication.

The title itself has more meaning to it then when just read at 2
glance. If T were to reinstate the jargon of the West, the tde
?muldbediffanThcaxtcptostmdmnwnm
mhcavcniumyth“pﬂmymmdmlm_‘ﬂw
find anything that will even remorely validate the concept, therefort




[ choose © call the martyr a lover.

To answer your last query, one's ability to practice freedom of
will and thought, is absent because of the very popular blind
(ollowing of religious cultural practices imposed by the 'Mullah',
Jis by and large through their preaching that the practice of
gendet inequality has become an attribute of Islam and ingrained
10 our socio-political mindset. Hence the 'ill informed fanatics'
ot rcsp(msiblc for mayhem in the name of religion,

AA: Your experiences as a middle class woman are probably
quite separate from the issue that you are addressing, and

Marium Agha ‘72 Virgins for My Suicide Lover', thread and fabric, 20 X 20cm each, 2010

in this case honor killing, Can class become a barrier in this
negotiation? What are the other points of negotiations with
the feudal mindset?

MA: Issues are always the same; class has no role to play in it.
The intensity of exposure to it may vary, the name may change,
tthe issues for a woman are always the same.

A&Ieniﬂythembmsion,bmmeevmthough"m

“Merging artist you may be unclear on the larger implications
ofmﬂand,youre-pondpusionatelyunwomn.’fou
%0 break the confines of the preciousness of the art object.
You seem unafraid. You invert the physical frame and hence
m“mﬂmhhMW'Yﬂ'
Tknow thag he subversion in your line, medium and symbolic
“Ontent is located in 4 framework through which you are a0
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outsider to the issue, not just of honor killing, but to the
wider dimensions of the dialogue on aggression. There is

cultural, ethical and moral aggression which is not
considered.

MA: The imagery on its own could have never been subversive;
it is just a vagina, and nothing more than that. The meaning of
the image changes the minute 1 address a topic and put the

viewers out of their comfort zone and force them to think out
of the box.

I, lets say I was to show this imagery as just beautifully designed

vaginas, it would have never stirred a debate, not in Pakistan, not
even in the west. There would have been
attempts to psychoanalyze it, but it
wouldn't be more than a vagina. But it's
the concept of the work and the title that
makes the work subversive. The langnage
of the work and the viewing it attracts
changes.

AA: Tell us about the medium. You
use cloth to embroider the lines of the
vaginas, with sequins, as one would
a bride's trousseau. There is something
very personal, as if these were the
leftover pieces found at home. Each
square bears testimony to a woman in
the past, and is therefore linked to the
history of another woman, to traditions
that continue. The same cloth could
have been used to cover her head, or
her bedy, dignity and honor. For me
that is an important subtext of this
work. But you invade and go beyond
cultural norms of privacy. If society
covers, you seem to uncover, and
expose what should remain the sacred
domain of the virgin.

MA: You are right about the medium being leftover picces found
at home; picce from an old duparta, shirt etc. These lyrical lines
that outline thcva.ginl\lmthercsuhufmcrunnmgamuﬂ
design house which catered to women's clothes for a year or so.
[hn‘cguhcrtdinfnrmadlm.hnrdd\cmnﬂlabuiulrh love
how thread unfolds on fabric. Just one thread line that runs across
on fabric has this very delicate, feminine beauty. I relate so stroagly
to the medium because of the way it narrates its indvidualiry,
which is similar to that of a woman.
W-hu'shou”runﬂnlmcd&ngnfﬂt\vpnuhm-d\e
sodericumiLThemyt}uuﬂpo‘mhlbchrﬁdutsumw
mgin;q-puumnhnuqum&prm What s
hcnmﬂdmmmwmmoudx'nhm.m
mm.nddmmdx\mﬁmsquﬂmmmukm
honot their women as indmadual entnes. [l




