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* International Association of Art Critcs, his writings have appeared in
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Rubin is a New York-based writer, curator, artist and world wraveler
g act ucws innernaionally, An active member of AICA. the peestigious

' 2s Ant & Antiques, ArtUS, dART International, Canadian
ArtNexus, Flash Art, Hispanic Outlook, NYArts, and Sculprure
,*.ul-m“lﬁwd
collages have been exhibited at museums and gallerics in the United Seates,
as well as in Europe. His exhibition, Anse Ferver: Billowing Beasty (May 13
- June 2, 2011) curated at the The Lab Gallery in New York City was
nominated for the Best Show in a Commercial Gallery by AICA, USA.
His most recent exhibition, I The End A Goad Story s Al That Remases:
Eight New York Arits Figunatively Speaking (January 12-February 19, 2012),
opened to critical acclaim at the Fran Hill Gallery in Torooto, Canada.

Franck hemann Ehva .

Franck Hermann Ekna is a curator and an independent art critic of French-
Ivorian origin. He works between Paris and Abidjan. He is interested
particularly in the arts of Africa, the Caribbean and the Middle East scenes
and their Western Diasporas. Franck H. Ekra has contributed to international
conferences in Africa, America and Europe and participated in individual
or collective publications. He is the recipient of the first edition of the
AICA Award of Encouragement for Young Critics (2010). Since the
Congress of the International AICA in Asuncién (Paraguay), he is member
of the Fellowship Fund and on the AICA Jury of Awards for encouraging
young critics.

llona Yusuf

Tlona Yusuf is a designer, poet and printmaker. Her poems have been
published in book form (Picure This, 2001) and thereafter in hiterary journals
in Pakistan and abroad. She freelances for several magazines, writing on
art and literature. Over the past two years she has begun to integrate word
and image, making artists books.
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he art practice of a group of young artists focuses on helping children to deal with inner aggression in

mif; torn Karachi, to avoid criminalization. This grassroots intervention is diametrically opposite to practices
that regurgitate formulaic frameworks in white cube sterility. A handful of lone exponents strive to fuse the
physical and spiritual, imbibed from their location to access the universal (not to be confused with the man-
made construct of globalization). These diverse sites of art in Pakistan have evolved at the intersection of

location and dislocation, local and global, market pressures and social engagement. Hllmﬂﬂﬂ, in this issue,
~ extends the debate on the insider /outsider 'gaze’ through essays and a photo-essay.

Twelve years into the new century, history, memory and its archives are being re-visited to understand their

impact. Hlllmﬂ looks at it from different vantage points. A commentary on the new Islamic wing at Metropolitan
Museum of Art (NYC) informs readers how historical objects can be re-grouped and re-contextualized to be

in step with new understandings of a legacy. Two more modest, but very relevant exhibitions in Karachi attempt
to look at the fracture of a nation in 'A State of Being So Divided'. Interpreted by a new generation of Pakistani

and Bangladeshi artists with memories tempered with time, that make a 'narrative of closure' possible.

Connecting with more recent history of the Arab Spring, artists at Tahreer Square in Cairo give visualization
to the spirit of revolution at Porto Allegre in Brazil. At the International Art Critics Congress and Biennales of
Mercosul and Vento Sul in Brazil, the tensions and conflicts and the role of the artist and critic as its interpreter

took center stage.

The sensibility of a photographer and an educator, Qamar and Almas Bana, seen through their collection of
paintings, furniture and textiles introduced in the Collector, highlights how choices made with passion and

engagement gives a distinct personality to a living space.

Virginia Whiles' book Art and Polemic in Pakistan: Cultural Politics and Tradition and Contemporary Miniature
Painting is reviewed with special insight by Maliha Noorani, who as a student at the NCA's Miniature Department

participated in the early years of the Contemporary Miniature Movement.

| Niilofur Farrukh

Editor
|
|
|
|
j Rumana Husain Amra Ali
: Senior Editor Senior Editor

May 2012
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WHOS To BLAME

“THE ME% OF KARACHIS BUILT ENVIRONMENT

Cartoons by
| Danish Azar Zuby

VM Art Ga]lery in Karachi welcomed 2012 with a retrospective
' exhibition of works by Danish Azar Zuby (DAZ), 2 man of many
talents who is better known as an interior designer, but has also
- worked as an architect. Son of the late sculptor and painter Ozzir
Zuby, DAZ has acquired the artistic genes from his late father

and the range of his creativity spans from graphic designs to
' furniture designs, portraiture to photography.

What remains a mystery is why DAZ did not exhibit his drawings,
' paintings, calligraphies and photographs up until now, although
 he has been working in these various genres for almost four
decades. It was an extensive show of his work in all these fields,
and since it is not possible to review all of it here; the focus is

L0 his cartoons and some important works in the retrospective.

'DAZ's caustic collection of political and social cartoons is finely
illustrated, in which his drawing skills shine through. Speaking
‘about his cartoons of the eighties, the artist says that he has
‘commented on the brutalization of our society, environmental
degradation and economic crises, among other issues, going on
I:O add that "in this exhibition my main thrust was on our recent
history and how we have fared as a nation."

‘Here he refers to his installations. The first installation is titled
Charpaee - Tehzoeb ki Aakhri Nishaani”, which attempts to show

pist. POVIN .

Danish Azar Zuby, 1998

a mindless rejection of our cultural and traditional values and
heritage. DAZ has put up a traditional charpoy that is garlanded
by hand-painted calligraphy of prose about the charpoy by the
legendary Urdu humorist Mushtaq Husain Yusufi. The charpoy
floats atop a grave.

The second installation is titled "Ro#, Kapra anr Makaan." In the
artist's own words, this piece shows how "the people of Pakistan
have been befooled by the 1% ruling elite through the politics
of exploitation. The three iconic slogans are framed in gold, with
a barbed barrier between the promise and the masses.”

"Cartoons may convey information and elicit reactions, but they

rarely influence the subject of their satire.”

After viewing DAZ's cartoons, all from rhc]cighu'cs and the

nineties, one cannot help relating to the above quote from Michael
Mayne as the 'subjects' of his cartoons remain uninfluenced and
undeterred, in spite of the fact that sooner or later politicians or

other high-ups find themselves the subject of a political cartoon.

The display included published as well as un-published cartoons.
In one work, a casualty ward with symbolic characters are shown
as patients. An intravenous transfusion of (new) blood is being
given to a female patient lying on the floor. The words "World

Bank' are written on the drip, and a child sitting close by is



Danish Azar
Zuby, 1987
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arm. The three patients are obviously
representatives of the common people of Pakistan
and the aid crutches, which have benefited the
ruling elite.

As one who is practising architecture and designing interiors,
DAZ's concern for the built environment is also presented through
some of his cartoons whereby in one cartoon he blames the
urban mess of Karachi onto the KDA /KBCA, the District
Administration, the Police, the Politicians as well as the Judiciary
In 'Noora Kush#?'.

a term used for a fixed match, "The Unsuspecting
General P

ublic' is shown as an undernourished and fearful mﬂ'f
on one side who is faced with three hoodlums: the "Developers
and Builders' Mafia', ¢ rovernment Agencies' and the KBCA

(Karachi Bullding Control Auth rity).

Yet another illustrative work portrays two versions of the Ka
National Stadium: in 1989 and in the vear 2000, The older

has vast open grounds all around the stadium, but in the yeat
marked as 2000, there are buildings not only surrounding the

stadium from all sides, but also one built right in the middle
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increase in vehicular traffic and the absence of trees.

- The text added at the bottom of these cartoons often seems Danish Azar Zuby, Economic, 1995
unnecessary. Either the artist has underestimated his own skills
in depicting what is obviously stated, or he misjudges the
readers' ability to 'read’ the cartoon unaided. In fact, the
explanatory texts in some of his cartoons take away from the

powerful drawings.

- DAZ cerrainly has panache as a cartoonist. Cartoonists in

| Pakistan are few and far between, and among them some

L important names are Rafiq Ahmad, popularly known as Feica,

- Yusuf Lodhi, Sabir Nazar, Nigar Nazar, Abro, Khaliq Khan
and Rathore. DAZ shares with them an outstanding cartooning

 skill, sensitivity to socio-political issues and irreverence for

| corrupt leaders. [

Reference:
1. Michael Mayne, in a write-up on Chris Lamb's book Drawn to Extremes:

The Use and Abuse of Editorial Cartoons, New York, Columbia University
Press, 2004.
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Amijad Talpur, Portrait, 17.8 x 20.3 cm, pen on wasli, 2011
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Salmaan Taseer's assassination on January 4, 2011 remains a bloody and shar : L |
a V a 1ameful dlla anmdadn
marker in the calendar of Pakistan. It was fitting indeed that he should be re nembered j
mbered in
the month of his death a year later in his home city, Lahore. It was also fitting to put

a show of work ranging from ;ﬂ:. tographs, paintings, works on was/, performar

1CE art an
.0 installations; all variously reflective of the life and t %l
\:dum installations; ail variously rencctave or tne ure and times ot | 1K1stan. in remen e
s . : 1
of a man who II'LL]U\_H!&'Ll art exhibitions and who w 1S 4 MOSt generon

1S patron of th

Two back to back exhibitions were held at The Drawing Room Galle ry, curated by Salin
Hashmi and Umer Butt respectively. While the twenty eight pat

ticipatin

lauded for their enthusiastic participation, there were some offerings

somewhat inexplicable. These images when viewed withi mandate of i
defied reasoned explanation while others were simplistic thei -

When paying homage to a person who occupied center stag -

than life, it becomes all the more imperative to put up worl ‘ ]

his life. his interests and his personality and not to suce

fill wall space

Imran Mudassar's image of a wh le humar eart rendered aea

patterning was particularly movi hen we recall th




Tascer, every organ was hurt, all except his heart. Set against this
evocative image is Rashid Rana's Red Carper. This composition of
pixilated images of slaughter houses is relevant in so far as such
images are background noise as it were for all political activity in
Pakistan. Revord Roow by David Alesworth also refers to a wider malaise
-Ifﬂ!cdng all modus operandi in Pakistani government offices, wherein
no file ever "moves" to its rightful conclusion. In fact, should a correct
decision ever be taken, one is truly taken aback. This image perhaps
also refers to cases, despite their high profile or because of it, which
Are relegated to a dusty back shel, offering no resolution or succor
10 the despair contained within,

Nothing in life can, and does remain static, i. e., change is always
occurring. So is it with reading symbols. What people understood
from the pattern of the flag of Pakistan sixty vears ago, cannot be
wierred in viewing the same in 2012, The passage of time will always
play its role in such situations. The crescent therefore was formerly
4 symbol only of Islam and puriry; however we see it in both R. M.
Nacem's To Whom it May Concern and in Sadaf Nacem's simply tited
Tribute o Salmaan Taseer, taking on a different guise altogether. R. M.
Nacem's vision has the crescent peopled with sinister forms of

Adesl Uz Zofor, Unleashed I, 57.2 x 49.5
om, engraving on semsitive photogrophic
poper, 2011

Imran Mudassar's image of
a whole human heart
rendered against delicate
arabesque patterning was
particularly moving when we
recall that in the bullet-ridden
body of Salmaan Taseer,
every organ was hurt, all
except his heart.

brorcn Musdiommar, Shind, pondl wed pasmer paper, 508 x 76.2 em, 2012




Sadof Naeem, Tribute fo Salmoan Toseer, oil on conves, 76.2 x 91.4
em, 2012 {righ)

children's bodies, while Sadaf Nacem's oil on canvas shows us
a smudged form made up of red flowers. This shift away from
the pure silver sickle is indicative of how directionless we now

arc, as a naton and as a pt'{lpll.

Red roses make another appearance in Wasecem Ahme d's filigree
like painting, The strip of arterial red moves the viewer towards
the event that took place in 2011 at Kohsar Market in Islamabad.
While Street 3 in Islamabad has become almost a shrine in the
work of Hurmat and Rabbiya, in a video played only at the five
times of the call to prayer; red flowers fc yrmed the circle of the
wreath placed on Salmaan Taseer's grave by his son. However,
to balance the books, the same ubiquitous red flowers were
perversely showered in celebration on his assassin and he in his
turn was garlanded with the same arterial flowers. This serves
to remind us of the deep divisiveness present in our society's
framework.

Two starker images dealing more directly in death and the loss
of all control and power are those by Adeel uz Zafar and Rehan
Bashir. Zafar's Unleashed I1I portrays a grim and oft seen reality,
that of anonymous dead bodies wrapped in their final garments,
of shrouds. They recall universally recognized images of mass
graves, filled with hastily tipped in bodies, victims of political
murders, who have been offered no last rites as is the due of
every human being. Bashir's Newsprint featuring the single word
" Anal Hag' speaks of both sacrifice and salvation. That single

hich has reverberated down through the centuries can still

cry w
raise goose bumps.

Zeeshan Muhammad's
quirky yet sinister Eenie
Meenie. . .. which highlights
the very arbitrariness of

life and death in such
conflict-ridden areas of
the globe as Pakistan.

Zeeshan Muhammad, Eenie,

: Meenie, Mi
edition of 100 pieces, each pl:g:m-‘e-,'y IAM

rdds as seen above has great endurance, by, in

csapes in words we may fall into a trap. Whil
; ‘ c

'
« andd Hasnat Me hmood's sentiments are nog

1t -|:Gvfwfy‘f‘>‘ Ll

both Ayesha Jator
\ ™ ';i"“”"' substlety as it is a glonous Weapay

at !“,"-_ TR
e s hav 1 e impd
While both these imags have immediate impact, due in part o

their scale, and not least the sentiments expressed therein, 4
loud as a shout. Ali Azmat's Through §

whisper can scream as dired

3 Ascsar M WnzOOr's Here are visual ”Ifu\\]}," (s 1

Corsdls and Mudassa to the
past, to an age long gone. But their relevance centers in their
quiet violence wnd in our collective recognition of this

['he videos of Mohsin Shafi and Nadia Khwaja deal with

hopelessness and shock. The repetitive action in Shafi's A4 Chory

Rashid Rana, Red Carpet-1, C-print and Diasec, 241.3 x 324.9 cm, 2007

of Hollow Souls underlines the futility of protest, even though it
will always remain a human need. The silence of this is offset by
Khwaja's ride in a rickshaw in Flesh ## Out. This video speaks
cloquently of a blow sustained but not comprehended as yet

They are both eloquent pieces occupying a much needed space.

To use the word "fitting" once again, it is fitting to conclude with
Zeeshan Muhammad's quirky vet sinister Eenie Meente.... which
highlights the very arbitrariness of life and death in such conflict
ridden areas of the globe as Pakistan. However this image car

apply to any trouble spot in the world, not least the U. 5. of A
If not on the 4th of January 2011, then another date, another

time would have burned into our memory....the end result ¥
pre-ordained, [l '

iy

nie, Moe Lover,

4.5 ™
x 12.7 em, 201 57

2reﬂedive stickers on mount card, 20.3 &




Graduate Reviews G

Aasim Akhtar

INDIVIDURL AND COLLECTIVE RISTORIE

t the Annual Degree Show of the NCA, Rawalpindi, several
key issues emerged this year, which pressed for a new analytic
look at the complex takes on spectacl e, idennaty, lll!!]ilr&}][l\ and
materality, and \U:;_L‘L'\lui wavs in which these issues fold into

the contemporary moment with remarkable fluidity.

Narjis Mirza's works are invitations to meditadon. She dug into
history in order to legitimize the complete abandonment of a
Ix.nntcrl} lexicon, while bearing witness to the breakdown of
medium-specific ambitions. Her four video installations entitled,
"The Liné are neither sculptures nor paintings but rather both at
once, for they reflect and suggest the tension of form and move
bevond their confines into space and time. The individual titles
given to each installation hint at an impulse towards something
beyond.. .something as unfathomable as that suspended stage
between wakefulness and sleep. The Line brings to mind a
determined situation of certainty, an affirmation that things are
“this way and not another." The singularity, however, seems to
separate the circumscribed space of certainty from a broader

space of evasion and metamorphosis; the site of a color that

extends in waves toward a dimension where possibilities dissolve

into atmosphere, light, sky, and dream. Meanwhile, the title of

the exhibition itself projects the mind to a distant horizon.

Mirza's works thrive on a suspended temporality, The centerpiece

Ea SR e =
of the exhibition, 'Elerator’ is a closed door. The door enshrouds

the viewer's vision in a visual rhythm, guided by the tonal

modulations and the harmonic division of the space, as it

Saiasvii Wiyl
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il Brere @ Dt vigdeo wvtniioton, wms

mechanically opens and closes on different scenes, the pertect
proportions of which are an interpretation of Renaissance
equilibrium. Inside the hall, one cannot help but listen to the
silence. The other works in this exhibition, likewise establish 2
rapport with the clean architectural space of the gallery, where
they find echoes and references. Their carefully calibrated formal
minimalism unleashes a subtle and enveloping emotion of
transition, migration, mutability, exodus, baggage, journey; distance

and exile.

' o . : : t
1 The Y Liné the camera follows people in a slow tracking sbO

as they move through an undefined space. Transferred t02

wooded wasteland in Islamabad, the scene takes ona dreamiike

or rather, a nightmarish presence. The searching, JifL‘C“O“l“""\

ﬂl
movement of the protagonists is doubled by the film- loop
R o ! n
intensified by the camera's uneasy changes of focus bet¥e®
foregr: . e ine for clues ©
reground and background - as if searching for clues &

srstand a c F3 e . got kno%
understand a complex situation whose rules one does not

»cAUSC
But the young people seem unable to reach their goal bec
a s . . '\['lLL
the destination as vanishing point no longer exists. Mirza

0% ‘,'\ﬂ{

moments released from the continuum of time, interst

. 1
L1 4 ace : : ate 1gn
nsitional spaces, thereby revealing a concentrated thou:

never - s" i = . wacefll
evertheless laconic image of the mental and social PresS

Goethe petakl; . n
soethe establishes a direct connection between 4 ermﬂ“

ski : ul'h
kin by characteri izing both as mdl\pm\\hlt compor
ldmm\ LﬂU‘

and

The name is something external, something g b

by othe -
1818, while e ; ;\Lm ’
hile the skin is given to a person at birth.




43,2 cm, 2011

place where
boundary
negotiations
take place.

From the

Renaissance
onwards it has been considered the mirror of the soul and the
Proifctjng surface of the invisible inside. As a reflection of the
inside, a canvas of psychological, emotional, or cognitive processes,

the skin has for some time now been in a crisis.

Out of this crisis come Nazir Hunzai's skin installations. For the
newborn, the skin is the most important organ of communication
and contact. It is through the skin that the newborn learns where
to begin or end.

This dark meeting point evokes both arts' correlation with the life
force and the inevitable decay that awaits even the most pristine
surfaces. Hunzai's 'Untitled' is an incision in a gleaming white wall:
echoing the crenellated edges of a wound, it harbors a fleshy
centre. The idea that the skin is the outermost sheath, the corporal
dress of human beings, their visible and performative

surface. .. Hunzai's sculptural installations examine the conceptions
and rhetorical patterns that see skin as boundary and contact
surface, probes into the practice and phantasms of penetrating
and removing the skin, and investigates the question of the body
surface as the place where identity is formed and assigned. The
work analyses images and fantasies: armored or stigmatized skin,
skin color that rubs off, people shedding their own skin, the image
of a rattered or transparent epidermis, flaying, and extraction. In
Nazir Hunzai's remarkable constructions, skin -

silicon - is used as a stand-in for "person,” "spirit," "body," or

fashioned out of

Nazir Hunzai, Cushion, silicon,
polyester and synthetic hair, 43.2 x

Nazir Hunzai, Of Life and Other Things, stockings and sand, variable, 2011

"life." On the other hand, it functions simultaneously as the other
of the self, as its enclosure, prison, or mask. The complex question
concerning the skin, as boundary is resolved through showing the
extent to which skin is still understood as a porous, nonclosed

surface.

Maimoona Riaz's installations (3-D) firted together to create the
laboratory-plavhouse-home-archive - poised architectures of clutter.
To nurture obsession is one definition of the artist’s task, and if
the expression of that obsession is interesting, it is worth looking
at in various iterations. Riaz's subject, after all, is the sprawl of a

culture whose concrete parts threaten to |

us as we extrude

them; how can she make her point with

A city 1s constantly in tlux. Its boundarnies m
and contracts; bulldings are demolish
rebuilt or replaced. History
abuttung older neighborhoods. In so

personal negotiation of past

In her 'miniatures’, Maimoona Riaz cuts our and collages
of ul|-|l|ll\\\i.-i*::‘\zl' and the baalt enn
on an individual’s expencace. Her re
urban l'l NS torm the 1

I'he areas of color and dvnan

the works may ICSCMDIEC Qragrras

artist they s f

Moimoons Bics, Uit

preses ved e b i = -



e —— N N S T T T e e

Rumana Husain

PRESENT PAST - PA

Hc all have our individual time machines through which we
sometimes traverse into our past; clinging on to memories that
are cherished. The time machine can also take us forward, into
the future, whereby we dream - with open-eyes - of living a life
that we crave. It is understood that each passing moment becomes
the past, and therefore it is natural to want to keep a record of
it.

The 2011 thesis show at the Visual Studies Department of the
Karachi University had five graduating fine artists. Among them,
Sujjal Kayani's thesis Haa/ Magi - Mazi Haal (Present Past - Past
Present) stood out in the group.

Her thesis presented the theme on multiple perspectives,
incorporating interesting images and mementos in a well thought
out body of work. Mundane items gave interesting insights '1\,
each of these objects had its own story. Sujjal's pragmatic approach
to her theme gives no professed overarching impression, On the
other hand, she allows her art to mediate with the individuals,
personal events and histories that she projects.

"Time and space change continuously and enter into the realm
of the past. Past, present and future are inseparable. They are
connected to one another and share a strong bond," she says

ST PRESENT

The artist displays a certain discontent, a poignant sadnessié
wistfulness, evident in the small-scale works for her Haals v
- Mazi Haal,

She uses watercolors, oil paints, acrylic on canvas, old ¢z 7
old paper, books, stamps, acrogrammes, envelopes, metal bos&
and wooden scales to create an imagery of familiar faces and
spaces that creates a dialog between individual memories and
collective spaces. Her miniature paintings present her family and

her previous dwellings in her ancestral town (Sahiwal, Punjabs
jal blurs

and patterns which serve as a surrogate for the real. Suj 7
creat®

the boundaries between documentation and creation. She
everyday experiences that she has witnessed as a child and o
transforms those ordinary moments into extraordinary narrat¥®
Using actual objects on which to depict the faces of her o

ones, or painting objects such as Crumpl ed paper, pchﬂ 5h3\1ﬂi-'i'
cotton swabs, used matchsticks, etc. which her family had o0

: ‘ : - ith
used (and discardcd), she builds a nostalgic relationship =
them.

When movement in a cer

: : . eases "
b tain period of time and spacc

<
e, the j ; 3 o1 e ar0
€ journey for those who are no more walking wit? th

continues s ; . R P
ues through the artist's medium, Objects of daly
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Sujjol Kayani, Wrinkles, watercolor and acrylic on canvas,
embroidery frome, 2011

become a part of her, sharing a space within her. "In the end

“they all end up in my memories. The whole experience is like

traveling between two spaces and time," says Sujjal.

~ Albums containing hundreds of family photographs are one
traditional and popular form of documentation of the past.

. Moreover, the digital age now provides people with 'new'

| technology that helps to store endless virtual images on the

computer, on the web or on social networking sites, making those

images available to the world at large through a click of the

~ 'mouse'. However, Sujjal's use of portraiture in the miniature

. style onto objects used in the not too distant past; such as letters,

.

Sujjal Kayani, History Il, watercolor on cassette, 2011

stamps and envelopes for communication purposes, ot metal
' pencil-boxes, rulers/scales, and a 'treasure’ box that belonged to
her mother, containing jewelry, lipstick and other knick-knacks,
' circular wooden embroidery-rings that are no longer in use (now
replaced with machine-embroidery), or (now redundant) old
| cassettes with spools of tape form the body of her work.

o express my yearning to interact with my past through objects
that are sometimes ephemeral and sometimes antique," says the
artist.

b interesting display is an innovative 'Qaida'-like form of letter
Witing for the fast paced life of today. The artist has provided

seversl key sentences in Urdu in a booklet, such as, "we are fine,"
*have received the money,” "grieved to know this,” "summer Is
almost over.” ete, Vertical as well as horizontal lines divide these
as in an exercise copy. The person wishing to ‘write' a letter can
All in or mark the pre-pre ]‘.uul sentences given at the top, then

put his/her signature and date at the bottom and send it oft!

Unsurprisingly, when one looks at all the other works in this
thesis show, the work ranges widely in concept, approach, skill,
medium, matenals, confidence and ambition. Most of these
student-artists are still at exploratory stages, and one or two
struggle to unpin themselves from imitating established artists
with varving degrees of success and failure. Sujjal Kayani's

paintings, on the other hand, retain a spontancity that recalls their

Sujjal Kayani, Lifafa II, postal envelope and mixed media, 2011

origins. She presents her small-scale work in sections containing
the different
objects
mentioned earlier,
and each section
contains specific
memories.
Although the
paintings are not
immaculately
finished, the
entire portfolio is
modest and
unpretentious.
She has
succeeded to tell
the stories of her
parents,
grandparents,
siblings, aunts and
uncles with

ecarnestness,

Sujjal Kayani, Futta, oil paint on wooden rulers, 2011
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plays incredible tricks. The division of tme or its residue in

memory is quite different from what is experienced in normal
life. The spans of years, months and days is reduced to a tiny
second in our recollections, and sometimes just a few minutes
are recalled over and over and we spend hours in dealing with

those few minutes in our minds.

This nature of time was illustrated by Jorge Luis Borges, in his
series of lectures, Seven ;\'ights.2 Referring to dreams, he explains
how the measure and concept of divine time is distinct from
human time, Because according to holy books, God created the
universe in sjx days, but for Borges, those six days were not
identical to our idea of 24 hours. Borges illustrates this demarcation
through the difference between dream and reality. According to
him, in our dreams we experience a life span or a number of
Y€ars, months or days, but in reality it is just a few minutes or
may be an hour or so that we spend having that dream in ouft

sléep. Yet in o T s
P- Yet in mid-dream we believe it to be real, till we emerge
out of jt.

The disp]. g . - - .
1 € displacement of time is equal to the dislocation of space.
1
Jsually whe . : is livi
L ally when 4 man moves away from his homeland, he 1s living
10 two vy , } : s Aigie s
> Worlds, In actuality, he spends his days in his physical
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indings, but the inner self is immersed in the place that
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Hasnat Mehmood,
view of The Inquiry
of Art (installation),
letraset dry
transfer on
handmade books,
vinyl lettering and
acrylic shelves, size
variable, each
book size approx.
63x7.6x2.5acm,
2010-2011

was left years ago. So it is not surprising that one comes across
the migrant population in most European countries, which are
backward, reactionary and fundamentalist - and psychologically
are residing in their 'ideal' homeland. Not that they are too eager
to follow religion, but for them the country of their ancestor
assumes a combination of cultural practices, customs and
conventions, which they adhere to - like a holy faith; and feel that
they must preserve and protect their tradition, that has turned
into signs of their identity. Compared to these immigrants, the
pcoplC still living in the abandoned countries do not have any
need or desire to safeguard their cultural traditions. For them
culture is a continuous flow of events and incidents, letting new

ideas. objects and practices enter and blend in with the old ones.

In the realm of art, the same phenomenon happens, but in a
separate scheme. The idea of art connected to a country is a
peculiar concept; or a late construct, because the nation-state is
a relatively new entity in the history of mankind. Countries existed
but the concept of a country with defined boundaries, and/or
based upon a race or a political ideology is a modernistic notion.
Earlier on, countries such as China, India, Japan and Russia were
part of the world map, but the borders were not strictly defined,

since these countries were recognized due to the seat of power

8



OF emperor/ ruler. Those countries were
perccived more as society, rather than as <irgde
political states {(often with mul“pl.. s,
relygions and languages). Therefore, we will
study Indian art, Chinese art, Greek art or
Persian art, but if probed deeply, there is no
one idea, style, technique or imagery attached
to the art of one nation. Because after the
advent of nation-states in the late nineteenth
and carly twenticth centuries, all these diverse
art practices are now associated with one
particular nation, state and country.

The first line of E. H. Gombrich's The Story
of Art, is "There really is no such thing as
Art. There are only am’s:s";] S0 ONe must
examine if the relationship of art with a
country is similar to the relationship of artists
with a country; and how a country can be
different from a region. Countries continue
to modify their political boundaries; Pakistan,
India, Soviet Union, Czechoslovakia,
Yugoslavia, Sudan and Palestine/Israel are a
few states that have altered in the past 70
years. A person who was once a citizen of
India became a Pakistani only to transform
into Bangladesh after a few decades. Likewise,
an individual who was born as Yugoslavian
became a Serb or Croatian citizen after the
country was disintegrated into several small

republics.

In fact, the idea of connecting art to a country
is a residue of art history. In academic
situations, Egyptian, Greek, Indian, Chinese,
Japanese and Italian art are distinguished, a
custom that demands to perceive art within
the framework of a (present day) nation state.
Thus, French, German, Spanish and British
art are accepted terms, without realizing that

A person who was once a
citizen of India became a
Pakistani only to transform
into Bangladesh after a few
decades. Likewise, an

individual who was born as
Yugoslavian became o Serb
or Croatian citizen after the
country was disintegrated
into several small republics.

Hasnat Mehmood, Courtesy of V & A Museum, graphite on paper,
66 x 96.5 cm, 2011

the rise in art of
these regions - at
certain points in
history was not
linked/dependant
upon the national
identity of a
country, but upon
specific aesthetic,
formal and

intellectual

pursuits. 11\&'!’(“]'&‘
Pablo Picasso, Sabvad,
Dali and severa) Artisyg
who were migrang
from other parts of
Europe are considery
French, but in their i
time, the question of
their national identin
Was not 4 main or
cructal concern for

them, or for others

This custom or habit
of identfving art wath
a nation has resulied in
the desire to expect that
cach nation state has its
own independent,
different and unique
'national art’. The
notion of national art
is so embedded in our
midst - and mind sets,
that it is often
demanded that artists
must recognize the
national traits,
acknowledge elements
which are connected o
national identity, hence
employ these in their
work. Thus in our
surroundings painters
have tried to inculcate
local landscape, Islamic
calligraphy and Indian
miniature painting, $0
their work can be
identified with this

location.

In fact, the reason ©
imbibe the indigenots

ingredients in an artwork - on a conscious level and as a strategh
betrays two motives/factors. If, on the one hand, it is the internd
urge to formulate an indigenous art, it is the expectation from

the outside (art) world that leads artists to work within the fram¢
of "Pakistani Art' (because the mainstream art world prefers ©

1 1<e L Py . g). S0,
circumcise the peripheries into such divisions /descripuons
whether it is from an outside expectation or inside pressur: the

= r al-1e H - - I
term 'Pakistani Art' is understood among many individuals fro”
our art circle as a sacred c ncept. (Something like the strangt

Lt - ~ . h
term "The ideology of Pakistan'l). It frequently appears in all th¢

discourse on art: in seminar papers, classroom discussions 477

Hasnat Mehmood, Notebook Series, currency notes on handmade books,
size variable each book approx. 6.3 x 7.6 x 2.5 cm, 2010- 2011 .



hplﬁl. both in newspaper artaches ard in scadevwsic baowks

Phee 0 it> "Ttm,g weage, thes 1erm & taken 4o b an wndssgmated
eruth. The phrase, Takistam Are', however, is & deceptive
fescrineion. Although we are obvsesscd with this, it probabdy does
not exist ot all, expooially in this age of rped gobalization. Today,
4 nation or sxcicty can handly boast of & distnct identity/ practice,
since the cultural differences berween vanous nation states are
diffusing, with the unprocedented progress in information
technology. The patterns of knowledge, trends of fashion and
the movements of art travel from one place to the other in a

swift manncr and with a quicker pace is a given norm.

This changing scenano, caused by globalization, is not limited to
certain fickds of creative expression. 1t has been affecting the
entire socicty. Now, a number of sections/functions in this socicty
represent an amalgamation of the local’ and "foreign’. Two
important examples of this phenomenon are the realm of language
and the world of fashion. Whatever we use now, can hardly be
defined or labelled as the national / Pakistani dress or

national /Pakistani language. Our usage of language is also
transforming to the same degree. The flavor of our national
language, Urdu, is constantly changing with the induction of
words and phrases from English. The everyday language has
turned into a mixture of English and Urdu, in our ordinary
conversations, as well as in our media. But interestingly, Urdu
i1s not a specifically or solely Pakistani language, because the same
vocabulary is employed in the songs and dialogues of Bollywood

movies, besides being an important language in several Indian
states.

In this context, where the national dress and (practically) the
concept of the national language is a thing of the past (much
like the old fashioned adaptation of national flower, national
bird, national sport, etc.) people still expect from artists to create
A national art. But, just as there cannot be a national or Pakistani
mathematics, physics or chemistry, Pakistani art is also a difficult
Possibility. Actually, there is a distinction between Pakistani artists
a0d Pakistani Art, We can mention individual artists, who happen

to be f_tom Pakistan, but their works cannot necessarily be classified
& Pakistani Art. Since the ac

t of making art is 2 personal endeavor
and every wo,

tk bears the individual mark of its maker, rather
kind of 4 national trait.

Arguabl).’ this de
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For example, a painting

by Mohammad Ali Talpur
or an installation by
Hasnat Mehmood, can be
from any part of the
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construct an
indigenous
vocabulary, what world. Even though their
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from Pakistan is

00t a precise,
monolithic or
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visual practice, but

region, their language is
transnational /
contemporary.

a structure, in

which it is difficult

Mohammad All Talpur, Leeka, technical pen on

to distinguish or paper, 76.2 x 106.7 em, 2009

disintegrate
vernacular
elements from

outside influences.

However, no one
questions the
existence or origin
of majority of our
cultural practices,
unless these are
connected to the
West. For us, the

A Mohammad Ali Tal L t
West, instead of a put, Lacko, tec

hnical pen on
paper, 76.2 x 106.7 cm, 2009

geographical
boundary, is an
idea that
encompasses
diverse, often
contradictory
components. Due
to our colonial
past, the West has
been equated with
England, which
expanded to other

regions, like

Mohammad Ali Talpur, Leekq, tec
paper, 76.2 x 106.7 em, 2009

hnical pen on

Europe and North
America.
(Interestingly
certain countries,
such as Latin
American nations
or Russia, though
totally immersed in
the European
civilization, do not
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breath we are anxious that it be received in the world art centers

and our artists can exhibit in major galleries and muscums in
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USA and European capitals.

This state of affairs may appear a dichotomy, but in reality unfolds
a logical construct. Actually, we wish to conquer the West through
our past, since we cannot compete in the realm of the present.

So, because of this urge, the craze for launching an art form that
represents our heritage, thus offering something unique to the

art world, was an understandable motive, that - if not generated,
but popularized - the movement of miniature painting in Pakistan,
which eventually became the greatest and the most successful art

export from here.

However, art does not always flow in a direction determined by
its makers, users or analysts, because it often surprises all. The
movement of miniature painting in Pakistan, after surviving a
few vears as a symbol of identity and of ethnicity, is slowly
tmn;r‘orming into something unexpected. A number of artists
who have been trained in traditional miniature, are exploring
other forms, such as sculpture, installation and conceptual art.

This is probﬂbi" in response to the demand from contemporary

Rashid Rana, What is So Pakistani About This Painting?, oil, acrylic, printed fabric on canvas, approx.
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4 mporary art (connected to a Western acsthetics), a
{ artist ¢ surroundings have freed themselves from ¢
q of ethnic divide berween East and West. For Mﬁ
lebates like these are a residue of the past, which portray
lingering habit of imagning a periect FLast in Oompanson -
mpetition to a pure West. One re lizes that the world is g

eparated 1n such clear boundaries

Presently, several practices
from the West have been absorbed in the East, and vice vera

Perhaps the greatest example of this cross-cultural cxchlrgeh

McDonald's McArabia, an item on the menu that represents not

167.6 x 335.3 em, 2000 i
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only the Western system of food but of Eastern

taste too. Akin to that, the current art in Pakistan,

or for that matter, in other countries, is fast

losing its connection with a particular place. For

example, a painting by Mohammad Ali Talpur or an installation
by Hasnat Mehmood, can be from any part of the world. Evea
though their concerns may relate to this region, their language
1§ transnational/contemporary. So is the case of many othef

artists 1n our midst, which are producing work, without the
dilemma of East or \X est

two. [_]

since it is too difficult to divide the

1. Ugresic, Dubravka. Karacke Culture. Open Letter, Rochester:
2011

2. Borges, Jorge Luis. Seven Nights. Faber and Faber, Londof
1986

g Gombrich, E.H. The Story of Art. Phaidon, Oxford: 1991
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PRIVILEGE: a conversation

abouf artists, and subalierniry

"In its most general formula, critical art intends
to raise consciousness of the mechanisms of
domination in order to turn the spectator info
a conscious agen! in the transformation of the
world. We know the dilemma that weighs upon
this project. On the one hand, understanding
alone can do little to transform consciousness
and situations. The exploited have rarely had
the need to have the laws of exploitation
explained to them. Because it's not a
misunderstanding of the existing state of affairs
that nurtures the submission of the oppressed,
but a lack of confidence in their own capacity
to transform it." (My emphasis)

- Jacques Ranciere (Ranciere, 2004)

“" - }: XT . ! 4 o
Renzo Martens, Episode 3 & #039, Enjoy Poverty and #039, video still, 2008

aking this statement as a starting point and an ethical context for my writing, I'd like to analyze four works and artists and their

subsequent intersections on issues of privilege, subjectivity, and representation. As a consequence I'd like to touch on issues

surrounding socially conscious visual art in Pakistan.

The first work, Episode I1I: Enjoy Poverty (2008), is a film by
Dutch artist and director Renzo Martens. It was shot in the
Democratic Republic of Congo where the artist claims to
investigate the country's greatest export-poversy. The film is a
poignant criticism of investigative journalism by countless western
subjects framing nameless Congolese objects as images readied
for consumption. Martens asserts that despite the endless
documentation of the misery of the Congolese and the responding
aid that pours into the country as a result of this documentation,
the suffering doesn't seem to diminish. This is not simply an

accusation that money is perhaps spent ineffectively, but also a

criticism of the structural systems of power and the consumption
of 'objects' by 'subjects' (or the colonized by their colonizers)
that implicate him as much as the other photojournalists. S0 he
does something different in response, and decides to step into
the frame of his camera in a reflexive act of commenting on the
documentary medium itself, thereby admitting complicity in the
construction of this social order and completing the picture of
'documentation’. As a further punch in the guts, Martens, with
an expression of visible discomfort, teaches a group of Congolese
wedding phutngmphurs that thc_\' would make much more moncy

if they photographed their own misery (rape, murder, faminG,
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M“’"‘Imtl). we could also cninque Hanning's impulse for
ftuluzung this action from the lens of a theorist like Gayatn
Spivak, who might accuse him of having the ‘missionary impulse’
-4 |‘U“||l|(' internalization of the colonizer expressing savios
narmatives despite good intentons. | look back at H aning's work
for answers but the subject (himself) is absent. Haaning has not
included traces of his own involvement in the piece (on site) and
s0 has chosen not to draw attention to his own relationship with
the narrators. Perhaps that's not important to this work because

it would distract from the situation that has been creared here

ad intentons will always be subject to critical inspection !'\rln.([‘.

n interview with Nicolas Boygeri,

wsure of success. [na ud,

a8 ONE
Hanning says

"In a certain way, the arust is a kind of marginal figure, and j,

has things in commaon with other marginal figures, such as

immigrants. The great difference 1s that the artist, unlike the

immigrant, works as a me dium for society. One thus pays 3 |

of attention to what he wants to say with his work or his discougg

while a Muslim, for ¢ xample, 1s rarcly asked for his opinion aboy;

"
sOCICtY.

Turkish Jokes (1994), is an audio intervention in public space by Danish artist Jens Haaning,
In this work Haaning projects jokes, recorded in Turkish by native speakers, via a loudspeaker
mounted on a pole in a public square in Oslo.

. Jens Haaning, Turkish Jokes, photograph, 1994

but it still raises questions about authorship, agency and the desire

to speak for oppressed 'others'. Is that because they are assumed

to not be able to speak for themselves?

I don't want to linger too long on the missionary critique of
Haaning's work because this might distract from the more fantastic
and transformative aspects of Turkish Jokes. These are questions,
however, that artists (including myself) face in the act of making
works that deal with issues of privilege, power, and social
intervention. Like Martens, turning the lens inward and
acknowledging complicity (a terribly uncomfortable activity),
provides a transparency that protects the artist, if indeed their
ethical impulse is to address the injustice that he or she observes.
Of course I am not suggesting that it is the artist's job to always
defend their ethical impulses. But w hen artists engage in social

pracuce and create interventons in subalternity their priv lege

Jens Haaning, Turkish Jokes, photograph, 1994
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With that, I'd like to turn to subjectivity itself. Both Haaning and
Martens deal with subjectivity in indirect or direct ways. In his

defense, | laaning, when exhibitine the work to his secondar

audience, shows a '[‘}‘-“[H'.Jt.l[\h of himself in a room witl

[urkish men holding microphones. Further, in speaking bout
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inspiring self-reflection; I leave the work feeling depressed to say
the least. Comparatively, Haaning subversively inverts privilege

using lighthearted jokes. His work inspires an upward movement
towards the imagination of new situations, which makes his work

Intrinsically action-oriented besides also being thought provoking.

lll\L third work in this essay, Reassemblave (1982). a film made by
Vietnamese artist and theorist Trinh T. Minh-ha was shot in
Senegal as a result of several vears of field research in West
Africa. This film is a collage of visual fragments with a persistent
thythm of music running in the background. Every now and

r statements

then Minh-ha's voice interrupts the scenes, makis
that carefully avoid describing what we are seeing, These statements
sound like anecdotal observations of specific moments of her
Cxperience, sometimes she recollects a line pulled from natve
folklore that she has overheard. No facts arc i\u\unsul to the

wer. Instead we see glimpses of faces, a close-up ot a breast
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when she does speak, she abruptly cuts off the background music

which has so far been taking us along on an emotional journcy
through her collage, making us aware of the construct of

documentary she so carefully deconstructs.

While Minh-ha is subversive and reflexive about the medium of

documentary similar to Martens, her approach is different from
both of the other artists. In her case, the making of this video
. is an act of resistance, Her work responds most strongly to
Baudrillard's assertion that the subaltern cannot be represented
and that an attempt to recover a voice or agency for them would

result in failure (Jeane, 1983). Minh-ha circumvents the

Reassemblage (1982), a film made by Vietamese artist and theorist Trinh T, Minh-
shot in Senegal as a result of several years of field research in West Afrig

Trinh T. Minh-ha, Reassemblage, video still, 1982
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B t
memory of a school whose boundary wall has collapsed taking

with it the lives of a few children playing underneath. It wurns

out that the blue is the exact shade of the tombstones in a nearby

cemetery, and that the island itself is in a transient state of flux

as the local (working class) residents are being relocated in

preparation for an imminent rwdv.‘\‘tlnpnh:ﬂt scheme. The

camera

Homage (2010), a video by Naiza Khan was shot on
Manora Island, a 20-minute ferry ride from Karachi's shore
(Khan, 2010). Khan, dressed in a t-shirt and track pants
is painting a pile of wooden debris g specific shade of

blue.

ourtesy Rossi & Rossi, London

zooms into a hand scraping away at the old paint, and at a steadily
moving brush. A local man watching the activity joins in and
Starts painting too. He does not ask Naza to explain when she
tells him in Urdu that she is doing it for those children who died
In the accident. There is a calm silence in the air, The video ends
with the sound of brush strokes and inermittent conversaton,

lean ing the viewer with a sense of perpenun

Hamage is important to this discussion because it pomnts 1 a
d'“l‘l-lx cment of people and erasure of subaltern narratives
h“l‘l“““”: not only on Manora, but also all over Karachi as an
unspoken consequence of developmental progress I'he work
also points back to the artist's subjectivaty and prvilege visthle

I how she is dressed. 1s Khan revealing her tenuous posiion

S a winess from a different part of Karachi un able to do mor

1l :
an memonalize a lost tragmer
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Or is this video really aimed at a privileged audience who after
all is complicit by consumption; who knows, we might be renting
condos or walking through metal detectors down a paved strip

mall on Manora one day.

In conclusion, as a privileged artist working with dilemmas of
privilege and subalternity in Pakistan, perhaps one can take lessons

from Martens, Haaning, Minh-ha, and

Khan and simply begin a series of
introspections or collaborations across
class divisions allowing various voices
to talk to each other, possibly providing,
counterpoints for a noisy but

transformative discussion. B2

Naiza Khan, Homage, single channel video, duration

minutes, 2010. Courtesy Rossi & Rossi, London

Works Cited

1t of Manora's subaltern history?

Hanning, 1. (1996). Documents sur I'art n® B. [N. Bowrria d Ed

Jeane, B. (1983). In the Shadow of the Silent Maiorities

of the Social and Other Essaoys. New York:

oOrewgr

Khan, N. H. (2010). Restore the Boundaries: The Mar

Agents Serie

wra Project. Karoch
Pakistamn: Rossi & Rossi Lrd

Ronciere, ). (2004). Malaise dans l'esthetique. (C. Bishop, Ed. € Bishon
& p. Latvente, Trans.) Paris: Editions Galilee £
Spivak, G. C. Reflections on the history of on idea
speak?’. (R. C. Morris, Ed.) chichester, new york, U.S.A. Cohumi
University Press
Spivak, Gayotri. (2011

Conference “New Emancipatery Struggles”

Subversion in Reading the Vi
Subversive ¥
lagrebh, Cinemo Europo

Hunning Jens. 1996 From on interv aw with P

Documents sur lartn” 8

Nicolas Bow




Niilofur Farrukh

ERING ThE




MUaaam  ocaion

The Narrative of Belonging in the Art of

n the Western dialectic of art,
dislocation denotes alienation
and disjuncture as discussed
in the context of a lost sense
of belonging due to physical
and intellectual rupture. These
anxieties gained currency once
they were articulated in Diasporic
texts and began to be addressed
in debates on Multiculturalism

in the last century.

The official policies of pluralism
that grew out of these new
Priorities, particularly in the UK,
became instrumental in creating
4 more even playing field for
€thnic minorities and institutional
Space was created for art
Previously excluded from the

National narrative. To get a sense

of how much the environment
has changed one need not look
further than the Third Text that
Was established as a voice of the
facial minority and has diligently
thronicled and debated the

global politics of exclusion.

'
An'"!hl.’l’ cultural I’LIPILII’C that's

¥et to be fully understood and

Musarrat Mirza,
2011

Mussarat Mirza

Hain Muntazir, oil on canvas, 66 x 182.9 em,

debated is the combined impact of
what Spivak has called 'epistemic
violence' of the colonial period and
globalization. Within half a century
of the end of colonization,
globalization, an economic/ trade
hegemony began to colonize
knowledge production and culture
with its seemingly benign
homogeneity. Economic interests
fabricated a culture industry based
on a corporate structure that
simultaneously controlled the art
canon and the art market. With over
simplification as its mantra, a low
tolerance for distinct and dissident
voices, unmediated by Western
frameworks has become prevalent.
With a generation interpreting
progress and opportunities through
the validating lens of globalized
culture (read West) has created an
unquestioning acceptability of
strategies of asymmetrical
cosmopolitanism, over
simplification and standardization.
In previous colonies w here
globalization of art follow

Cd Cll)\L

on the heels of Modernism, 2




The oct of existing within the location can be an immersive experience

as expressed by the Urdu word Mugaam, for location. It

meanings conveys the time /space dimension,

s multiplicity of
for it can be read both as

a site/physical space or a stage in a journey. The word is also used to
indicate position/status. In the Sufic discourse Magamat (the plural of
Mugaam) identifies the various levels of closeness to the supreme power

who is perceived as the beloved.

Musarrat Mirza, Hain Muntazir, oil on canvas, 100.3 x 64.8 cm, 2011

cultural attitude that finds traditional ways of thinking, seeing
and imagining moribund, is created. Without the assimilation of
local philnsophics in the twenty first century identity, it becomes
easier to acquire an 'outsider gaze' that makes artists into cultural
expatriates in their own land, with a process called the 'double

othering' by Homi Bhaba.

The "true' distance between the local and global increased, yet
cleverly concealed in the mythology of globalized culture, it has
pushed aside the debate between "location' and 'dis-location' even
though it remains a central concern in issues of authorship and
authenticity.

If location is read as a binary of dis-location, then the art produced
at the place of origin should be free of alienation and linked to
the cultural continuum. Built on the belief that rootedness in
ones 'location' opens the artist up to a profound engagement
with philnsnphicnl and cultural dimensions can put external
influences in perspective instead of marginalizing local frames
of reference. A process that can provide intellectual resources to
counter the pe sstcolonial mindset that allows the external discourse

to become the dominant framework.

The act of existing within the location can be an immersive
experience as uxprcsscd by the 1 Irdu word Mugaam, for location.
Its multiplicity of meanings conveys the time/space dimension,

for it can be read both as a site/physical space or a stage in a

journey. The word is also used to indicate position/status. In
the Sufic discourse Magamat (the plural of Mugaam) identifies the
various lL‘\‘C].\ of L’](J,\c[]ux‘s to :hc 3~L1PI‘L‘ﬂ\L‘ pl)\\'cr \V]]() is pcrcei\'cd

as the beloved.

Among the few artists whose work penetrates the physical and
discursive plane of Mugaam is Sukkur-based painter Mussarat

Mirza. Judging from her oeuvre, her vears in Lahore, while she
studied for her MFA at the Unix ersity of Punjab and a stintas

a lecturer at the Fine Arts Department at Jamshoro, a few hours

4

away from her hometown, were an interlude in her journey bacl

to this ancient town.

Anthropologically layered, Mussarat's Sukkur has 2 complexity
which demands all the senses to engage with its historical, religious
and cultural traces. Pre-Indus excavations can be found along the
route taken by the marching armies of Alexander. In the €1}
center, the minar of Masum Shah, of brick and blue tiles
commemorates Emperor Akbar's visit. The Talpur fort still hold
bullet marks of the colonial armies. It was at this point that the
colonizers later built the Suklkur Barrage. The Sadhu Bela shand
temple in the river has attracted Hindu pilgrims for centurcs in
much the same way as the revered shrines of Muslim saints 08
the bank.

IhL‘ artist has _1\\|!n|].”“{ tl n her

1¢ tangible and the intangible !
oeuvre in which t agct
hich the landscape acts as a metaphor. The unchang®



course of Sindhu Darya (Indus River) that has flowed under her
window since childhood and the sand storms that roll over -
plantations, ca tured through the aperture of familiarity. become

internalized references in a narrative of belonging,
[t is not as if Mussarat is not mindful of the bustle of modern
Sukkur - the province's third largest city - or that she is a recluse;
the artist travels for her shows all over Pakistan and abroad, but
e prefers to live away from the art centers where art consumption
has become the dominant instinct. Painting to her is like composing
a piece of sama (devotional) music, which taps into the
rranscendental vibrations. Fragments of architecture, dark corners
with awkward angles, walls that screen off, and hallways and
windows that beckon the light into haunting interiors -map the
rhythms of a long hot season when the cooling comfort of the

thick walls and the respite of the night breeze are imprinted on

ESSAY

the skin of memory. Observing, living and experiencing them

on an inward expedition, Mussarat arrives at the spiritual magaar,
a sanctum within the man-made city. Sometimes the narrow lane,
through which she approaches her home, becomes the canyon/
the cliff and the crevice through which she explores the urban
terrain. The deep fields of rooftops sprouting with vertical wind-
catchers, a familiar nocturnal sight from rooftop where summer
nights are spent under the stars, become visualizations of an

autobiography written without words.

There is a constant pull and push between the foreboding dark

concrete and the shadows it creates, and light. The light is a
living thing for the artist, sinuous and sharp like lightening,
glowing in soft haloes, or blinding white that can destabilize the

picture plane with its starkness. Sometimes, light appears to ht

its way through dense partcles of suspended desert sand and at




other times is muted INto tones of gray of a misty morning,

Pigeons, in dazzling white spread out like sparks in the near
monochrome trance that can take over Mussarat's canvas.
Inspired by sufic interpretations of poets like Sachal and Bhitai,
the nuanced light in Mussarat's works calls for different readings,
as the moor or heavenly light of serenity and enlightenment and
roshni, the more generic term used for absence of darkness vie
for primacy. Her work in gold invokes the door of a holy shrine;
the metallic tincture in loaded brush strokes 'alchemizes' the

surface so roshni and noor can meet between the layers.

Mussarat, whose art can stir the deep recesses of the imagination
creates an art that needs no categorization; she is not a modernist,
although she started her journey as one with her mentor Anna
Molka Ahmed, nor is she a post-modern artist, landscapist nor
expressionist but a painter/ thinker whose independent trajectory
defies popular labels. For researchers who find it difficult to work
without labels, maverick artists that explore 'what happens at the
borderline where reason find its limits' have been grouped under
'Contemporary Sublime',

The Western Civilization based on rational thought when
confronted with what Kant calls the awareness of lack, where
reason is challenged and presents no answers is the place where
the limits of logic exist. Artist Marina Abramovic explains "Our
rational way of thinking demands proof, evidence, but this is
only one element in our perceptive capabilities. Things which we
cannot explain rationally are eliminated from our lives, as if they
were non-existent”. Elaborating on her art she adds "Breaks with
conventional understanding are important for me; I want to lead
people to a point where rational thinking fails, where the brain
has to give up. The confusion which then rises in the brain is

: 1
also an interval. Another world can open up."

There is a seamless flow from the rational to the subliminal in
cultures of South Asia where the expanded consciousness accepts
both as lived reality. In this region of Sindh where Muslim saints
are revered by Hindus
and Muslims alike and
the ancient practices of
Hindu, Buddhist and
Muslim civilizatnon
converge, and music,
dance, art and verse
have long been the
instruments of
transcendence. This
plm;lllznl metaphysical
space in the rwentieth
century was contested
by the linearity of the
Modernist dogma, even
P srmodern
muloculturalism scen

through the lens of the

Musarrat Mirza, Main Muntazir, oll on canvas, 30

the banal architecture into a void, as it gives up the Privilege of
concrete existence to the unknown, In returning to the empy:

Mussarat's imagination activates the Mugaan.

These works may be quiet and meditative, yet they are 10t passive.
Painting them is Mussatat's act of subversion as she is Wllkmg

in the footsteps of the people's mystics to reclaim and foreground

all that has been lost and pushed to the fringe by privileged
discourses. The art then becomes her 'farikat, the path to the

divine as well as an instrument of resistance echoing the dissident
verse of Bulleh Shah and Bhitai, which continue to flow from {

the Mugaan:.

The creativity that presents the 'unpresentable' has the 1
transformative power to destabilize the illusion of rational order
which Ziauddin Sardar terms as the post-normal time,

characterized by confusion, chaos and contradiction in the age
of Globalization. ]

According to Ziauddin "The most important ingredients for
coping with postnormal times, as Cilliers suggests and I would ]

argue, are imagination and creativity. Why? Because we have no
other way of dealing with complexity, contradictions and chaos
Imagination is the main tool, indeed I would suggest the only |
tool, which takes us from simple reasoned analysis to higher
synthesis. While imagination is intangible, it creates and shapes
our reality; while a mental tool, it affects our behavior and

expectations. We will have to imagine our way out of the

postnormal times."?

ket i

Mussarat who locates herself in the consciousness of all that
Sukkur is, and symbaolizes as the metaphysical landscape of the
void, creates a transformative narrative that offers a nc\\'“?d

seeing and imagining, and belonging to the Mugeen:
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Sultan Muhammad,
The Feast of Sada,
(Shah Tahmasp’s
Shahnama Firdausi),
opaque watercolor,
ink, silver, and gold on
paper, 24.1 x 23 cm,
circa 16th century
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distinct character, yet smoothly transition into one another.
A momentum builds as the visitor can easily get lost in a
wondrous exploration of abstracted arabesques and
innovative glaze techniques.

The Introductory Gallery remains, even after viewing the
entire exhibit, the most awe inspiring. An excerpt from a
seven foot Quran adorns its walls. The folio comes from
Surah 28, Al Qisas, of the holy book. It relates, among
other details, a narrative of Prophet Moses. The folio is
seamlessly crafted using the Muhaggaq calligraphy style
by Umar Aqta in the late 14th Century. This colossal
Quran was created for the emperor Tamerlane, who was
unimpressed by the calligrapher's previous rendition of
the Quran, which was so tiny it could fit under a signet
ring. An equally impressive four foot high carved wooden
Quran stand sits regally on the opposite-end of the gallery,
its smoothly engraved, curvilinear calligraphy is accentuated
with delicate floral designs. In-between the two objects a
sharp steel blade made in the Ottaman period appears
suspended in a glass box. Just below its ivory hilt, an
intricate battle between a dragon and a phoenix is illustrated
in gold and rubies. It is juxtaposed with a ceramic bowl
from 10th century Iran with black minimalist calligraphed
words that read "Planning before work protects you from
regret; prosperity and peace." An 800 knot silk carpet from
the Safavid period, Mihrab tiles and illuminated manuscripts

all invite you to discover the centuries yet to be unfurled.

The catalog states that the exhibit is "one of the world's
most comprehensive collections, including ceramics, textiles,
glass, metal work, miniature and period rooms from
throughout the Islamic world". But that is not the
commendable part, the exhibit shows a discerning re
examination of Islamic art, rightfully acknowledging and

exemplifying non-Islamic influences.

In the early Abassid and Ummayad dynasties, Roman,
Byzantine and Coptic traditions are displayed side by side
with original Muslim innovations in luster glazes, beveled
style wood carving and a standardized mosque plan based
on the Prophet's house. Among countless others, an
infusion of Chinese imagery is also noticeable. The
widespread trade network from China to the Mediterrancan
during the Mongol conquest of Persia in the 13th century
resulted in this absorption of Chinese iconography based

on phoenixes, dragons and other mythical creatures

A historical context allows stirring texts about roval bartles
and noble deceit to punctuate the art work, Elite slave
soldiers overthrowing the Abbasid Sultan in | gypt, Change
Khan's grandson ransacking power in lran and a child
emperor with a passion for book arts. This focus on
Muslim rulers as patrons of art results in a2 cosme P litan
Ocuvre with the inclusion of many secular themed plece
such as a mid 13th century metal candlestick base displaying

an astrological rather than a monothesstic reference. Found

—

The exhibit, with its somber title 'New
galleries for the Art of the Arab
lands, Turkey, Iran, Central Asia, and
later South Asia' is a newly expanded
form of the Museum's Islamic wing.
After almost a decade, and over
$40 million in renovations, the
reopened space aims to capture the
creativity which flourished under
centuries of Islamic rule. 1,200 pieces
elaborately span over 15 galleries
carefully divided by historic period
and geographic stratum.

Blue Quran ( probably Tunisia, Qalrawan), goid ond sitver on indige-dyed
parchment, 30.4 x 40.2 cm, second half of Dth—mid-10th century

Tughra of Suban 5
and gol ¥

eYMOn the Mogniticee [t | ik, #’

i on Banes o
Poper, 30.4 x 40 2 om, cdren 154560

P A T A S

.ﬂl.f‘l



bin modern day Iraq, the same region where Islamic greats like Al
P Biruni and Ibn Sina where shedding light in a time of global

& darkness, this carved brass piece with silver inlay contains intriguing
billustrative and figurative scenes from court life intermingled with

 representations of the zodiac signs.

' The miniature "two lovers" is another instance of temporal work.
Crafted by the famed Riza Abbasi, a leading Persian miniaturist
t from the Isfahan School, shows a pair of slant eyed lovers on a
‘ ‘golden background in an evocative embrace. Simple yet precise

lines make up their bodies which contort with a tension made

Art from Egypt and Syria (10th-16th centuries)

ART GLOBAL

apparent through the drapery of their clothes. A Clnt]!-l‘ll-cth us
bottle lies at their side. The image, without considering 1ts ;
suggestive innuendo runs counter O the persisting p« ypular belief
that Islam opposes the representation of figurative form.

This all-encompassing view, which painstakingly tracks the fluidity
of the art form as it interacts with cultures and reaches crescendos

(sadly) leaves out the soul of the Islamic Art. The root of the

creative endeavor in Islamic art 1s meant to capture and reiterate

the intricate magnificence of the faith, and the oneness of God

that is central to it. These ideas are ingrained in its themes and

1



Moroccan Court (recreated). Patti Cadby Birch Court

seemingly decorative visual representations

The viewer should be reminded that the exquisite pieces on

display aim to transcend the worldly, their imagery representing
the spiritual realm, universe, and the unity of cre ation. The edges
of a fourteen point star extends to form diamonds, w hich branch

out into unusual five sided polygons; and it conunues and repeats.

Each sharp-edged shape is filled with an intricate latticework.

1

This infinite algorithm spreads over a pair of engraved rosewooc

mimbar doors from 13th century Egypt. The impression of
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earthenware vessels t
celebratory hunting horng,
water pipe bases and :
writing boxes to the walls
of the Hagia Sophia - they
are said to depict the :
promise of paradise, a
central concept in Islam,
like 1n most monotheistic
religions. In the Quran It
is often described as a
garden, beneath which
rivers flow. The eclectic
selection of illuminated
manuscripts and miniaure
paintings however dot the
exhibir like an oases. A
mixture of refined skill snd
creatve display rechmaques
allow a humbling and
refreshing interacoon
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"- uf the Mughal musmansecs b onging 1o the South Asian
C40 dq'nu stout brown mustached conperons and busom
dens. Their faces i shamp profile, dressed in stately atnine
plcte with minure details,  c.g & strand of peaths, & nose Hing
he works revolve around the emperon and their imperial
ence ke the wade bordered pece "(Emperor) Shah jehan
mining jewels with has favonte son’ or (1 mperor) Aurangzeb
with his royal hunung parey.’

the name and fitles of Emperor Shah Jahan, North India
mmbl‘.mdgddmpapendm 1645

"poﬁraif of Sultan Ahmet |
603-17) represents the
toman interest in royal
raiture, which resulted in the
tion of many illustrated
s containing miniatures of
successions of Sultans.

y 4 » { Mt 1
A\ poertait of Sulean Ahenet | (1603.17) represents the Ottomar

imterest in royal porroaiture, which re sulted in the production ol

many lustrated allwms contaimung nunistures of successions of

Sultans. In the piece a smiling be stded Sultan, dressed in gray

with an enoemous white turban crowning his head, sits comfortably

in front of & background that poignantly omits perspective

The mintatures of the Safavid dynasty are equally enhghtening.
I the early 15th century Shah Tahmasp became the ruler of Iran
at the young age of ten. Having studied painung and being an
avid patron of the book arts, Persian miniature flourished during
his reign. An illustrated copy of the Shahnama, or Book of Kings,
a 60,000 verse poem by the great Persian poet Firdowsi traces
an astounding and mythical history of Iran from its inception till
the Islamic conquest in the 7th century. There are several different
depictions of the Shahnama on display. The Ilkhanid gallery
contains a folio from the Shahnama with Mongolian-looking
Buzurghmir masters surrounding a game of chess. The 12
illustrated folios on display from the reign of Shah Tahmasp
however, are the most striking. The pages vary in content and
are painted and written by different artists. In cach of these visual
capsules you will find moon-shaped faces with slit eyes, heavy
eyebrows and small mouths. Fluid bodies, detailed drapery,
compositions full of movement. Bent trees and coiled clouds
also fill the pages, and the content is equally compelling. The first
folio "Firdausi parable of the ship of Shiism," is a depiction of
the introduction of the poem in which God launches 70 ships
bearing adherents of the religions of mankind onto a stormy sea.
The piece on display shows a figural representation, with veiled
faces, of the Prophet Muhammad and his Son in Law and
Grandsons.

Some may see the categorization and lack of emphasis on the
religious motivation as a westernization or 'orientalization' of
Islamic art; where although the artwork is greatly appreciated by
the western world it is primarily seen as a good or commaodity
for trade. In the words of art historian Maymanah Farhat, "In its
captions, the department (of Islamic art, Metropolitan Museum
of Art) takes great care to describe the "lavish," "sumptuous,"
and "superb" qualities of these objects, bringing to mind the

brand of "documentation" that is a staple of the antiques market.

The sheer scale of the exhibit hints at western excess. After
starting off enthusiastically absorbed in the intricacies and
importance of the artwork one may begin to feel lost as they
progress; overwhelmed by a whirlwind of dexterously crafted
hand-knotted carpets, rich hues, figures smaller than your index
finger and numerous stone paste ceramics. The same smothered
fecling that a foreigner may feel the first time they enter an
American supermarket, where the best of every world is attractively

packaged for consumption.

On exiting the galleries one thing is for certain; the visitor's visual
vocabulary of Islam will be enlarged forever. Images of bargas,
beards and bombs will give way to rich ornamentation. resplendent

resonance, and refined Lr;\t'mn.m\hl[w. a
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‘Stare of Being

0fivided"

n December 16, 1971, Lt Gen A K Niazi. the Army

Commander of all Pakistani forces in the area signed 2

surrender document as a cheer went up in the Dhaka
racecourse, and Dhaka became the free capital of 2 free

country, Bangladesh.

The last forty years have not washed away the burden felt by mq

and similarly by millions of other Pakistanis of ms generation

and the stains of blood of the atrocities committed in East

Pakistan have not been washed away. In Faiz Ahmed |
"khoon kay dhabbay dbulaingay kitni barsaaton ka baad" which
translates into "how many rainfalls are needed to ash away the
stains of blood?"; written by the poet in 1974 on hi

1 return to

Pakistan with Zulfigar Ali Bhutto after attending a failled peace

mission in Dhaka.

Numerous literary works in Bengali, English and

have been written on Bangladesh's Liberation War. Besides th,

works of art, documentaries and feature films have been ma, I
en made
in Bangladesh. However, for decades, all has been 'quict on the

‘aiz's words:

a 1ew) in Urdy
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western tront', as not (,”17\‘ was news censored in West Pakistan

from March 25 - 3

om March 25 1971 onwards, when the West Pakistan armed
torces " . . - - -

rees Tlaunched a pre emptive strike against the Awami Leagut
df‘ti Ot . e v

id other perceived opponents, including members of the

intellicents; . .
roigentsia and the Hindu community, Independent researchers

think e b
hink that bet veen 300,000 and 5 0,000 died. The Bunglﬂdrsh

government < - v
puts the figure at three million."’
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lumbered with the "complex and contradictory maT*
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E rise to Bengali nationalism and the mixture of racs”
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8 Indeed shocking that findings made by the

Hamood ur-Rehm
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State of Being So Divided' curated by The Citizens Archive of Pakistan (CAP), 2011, photo courtesy CAP

I]: < 1 " 1 1
kistan and Bangladesh - was }vrcwntul by The Citizens Archive to those times. An image from an arucle titled "Bangladesh

or P " 3
t Pakistan (CAP) and Vasl Artists' Collective. Guerrilas: We will win in the end”, dated August 7, 1 1. showed

women marching in the streets of Dhaka with ntles. Together

|
1he ( ]
¢ CAP exhibition, curated by Alia Chughtai, S¢ yphia Balagamwala )
also 1Images 01 tnc poor an

with these there were

| Has '
snain Lalani, was held at the Indus Valley Scho ol of Art L5
[\t"'['lt of East Bengal, inter dispersed with reprints ot ong al

nd Archj ;
tecture (IVSAA) Gallery, It was a journey through a i
I con advertisements of Pakistani goods, including the golden hbre
structed Timeline featuring lv|1nlu-,*|,||\h~.‘ newspaper : ‘
Ppings, | from East Bengal - jute
{ ustoncal documents from ( AP's archives, i\lu\ videos
| 1
R cle | uals and auchos tor other stooncal ever
ot oral histories. Since this 1s a seldom- isited part Selected visua
I past 065 war with L SO AN Importa rt of the
: » 1t was a learning ¢ xperience tor a new gencration 1905 wa
lar y : : \.”,\,\,.|‘.,|,..L\.,.‘.-» 1 bve 1 by |
With it, who visited this exhibition for over three weeks wath 0% ’
1 | ' plavin 1-"\“‘.~ 1
plavs of per : [
Vs 0f penpheral and anecdotal happenings, it f*lbtl-'\‘{
. ™ \ ) y
buil ] 1047 : ar CAP, the 3 n
ilding up from the Partition in 1947 1o the making I
I v . o the Mohatta Pa
hin 1971 _— lE nroes 18 €X ¥
1n 1971, Several images, hike one showing nav I
ts led by the P : * The imagery, 1
o the Pakistan Navy's "Babur’ executing a 1 AnNCuVeT
. Ovaid-c-Azam Mohamm \
| i Jled el Jud
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" i September 1948, W
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Comilla and lessore (cities in East Pakista ‘
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nnt assault with the Pakistan Army ned At . i i
i halle and comua
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of embarrassment to those whao could relate
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, photo courtesy CAP

Wall-3-Crop-'State of Being So Divided', 2011

71956 1100

Thesa photographs from May 11th, 1994 by FE. Chaudhry

document & busy “xce laciony” in Lanore

space at the IVSAA gallery by contrast forced the curators to
think of a linear display that led to a completely different layout
of the show. It was simpler for presenting and following the story

of the "State of Being So Divided."

On the opening night of the above exhibition, dramatic readings
of two short stories under the title Shigaaf were organized by

Zambeel Group, who read from an English translation of Afsan
Chowdhury's Bengali play and the Urdu play "Tishnag’ by Pakistani

I'he macabre and chilling themes of th

1CSE

writer Masood Muftn

readings by theatre practiioners Asma Mundrawala, Mahy

Faruqi and Saif¢ Hasan took the audience back to the trauma of
intense fear, helplessness and horror in Afsan Chowd E
set in rural East Bengal and the frenzy of

destruction of life and property together with tl

fundamental values: justice, reasoning and

Another component of the "y ] g ) E

i art exhibition, curated by "ahra Ma

V M Art Galler

\} la K : i A \ |

of a Bangladeshi freedom fighter

her install

a white w
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| struggle displayed

¢ f the |
wons based on three white pillows fluffed up against
ll. The embroidery on their covers carried meaningie
¢ ned that the ree Sout \s1an countnes,
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that was covering the artist's face. After none ventured to receive
the rose from her, she sat down, still masked and shackled, and
began the tortuous process of pecling and ripping open the fruit,
then cutting it into pieces with the knife. Unseeingly and 5
undeterred, she continued the process and the striking knife

smattered her white clothes and splattered the blood-like red

juice on the floor.

The discomfort of the spectators cannot be over-emphasized,
€

'
i i . as "'perpetrators' and 'tormentors’ and
as they realized their role as 'perpetrat

Ahsan Jamal, Earth to
Earth (triptych),
charcoal and powder
pigment on paper,
182.9 x 121.9 cm,
2011 (left)

. e H’\ Yasmeen Jahan
3 = 6 Nupur, War & Roses,
it M cotton cloth with
ot embroidery, 71.1 x
55.9 em, 2011 (right)

were equally perturbed that the 'victim' was in danger of cutting

her own hand.

The preceding performance by Karachi-based printmaker Syed
Ammad Tahir, was a speech delivered in English. Dressed as
Shiekh Mujib ur Rahman, he rendered the East Bengal leader's
speech delivered on March 7, 1971. It was a thetoric c« ymmonly
used by politicians to mobilize the masses and to change the
destiny of their prnplc.

The third performance was the recital of 2 Punjabi poem by

3
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Ahsan Jamal, which was written by his father,
a poet, who had migrated in 1947 after the
division of the Punjab; from East Punjab

(India) to West Punjab (Pakistan).

Ahsan Jamal is a miniaturist. He had painted
a large and impressive triptych, 'Earth fo
Earth!, depicting herds of goats moving
together in one direction. It was an obvious
reference to migration and displacement
due to conflict. For the "State of Being So
Divided", it indicated the emotional upheaval
and trauma experienced by the migrants of
these two historic events, in 1947 and later
in 1971 that continue to haunt many a people

even after a passage of four to six decades.

The artist from Gilgit-Baltistan, Ayub Wali's
installation was a shower that sprayed red

'water' signifying his region's turbulent past and present. Gilgit-
Baltistan was inducted into Pakistan in 1948, a year after Pﬂl'tit‘}nn_
More recently, in 2009 Gilgit-Baltistan gained a de facto province-
like status without having so constitutionally. The artist's depiction
of his turbulent area in the form of a shower of blood also refers
to the rise in sectarian violence in that remote and beautiful

northern area.

This project gains greater significance in the absence of a nation J

discussion on the 1971 tragedy, or the ethno-nationalist Beng li
: alis oali

Yasmin Jahan Nupur, performance, 2011

1 e > s - ., 5 .
movement. Only a handful of fiction writers have wntten o8

it but it hasn't bee e ; : : v
t hasn't been dealt with in film, or in primary of second?

school i ey 1o h
curricula, where the textbooks barely carry pgmgfaP

Or twe 1S sionif . o ; y
> on this significant part of Pakistan's pnlmc:ll history: * .
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'Posteards to Faiz' exhibition design by Habib Fida Ali

The social history of art, as it fitfully developed over the course
of the 20th century, had always been bound up with the troubled
history of the workers' movement, and more particularly with
its state-socialist variant. There seemed few ways to think through
the relation between art and the social outside the parameters
provided by canonic Marxist ontology. With the collapse of the
state socialism project and the profound uncertainty into which
the international Left was thrown in its wake, this interpretive
model has been in the grip of a widely perceived crisis for at
least a generation now. All the more heartening in these dark
times, then, that as a new range of activist movements appears
on the horizon - the 'alter-globalization' movement with its widely
publicized protests against a new round of neo-liberal capitalist
expansion being only the most visible among them - we also are
witnessing the gradual emergence of new models of politico-
aesthetic inquiry. Making use of new tools that lie outside Marxist
orthodoxy, and analyzing moments and movements that have
often remained marginal to accounts of the social history of
modern art, this new line of research offers the possibility of a
thorough reassessment of the complex dynamic of art and
politics as it has evolved over the past century and a half. The
Faiz Art Prize Exhibition provides the viewer an opportunity to
evaluate the strengths and weaknesses of these new interpretive
paradigms.

If, for an earlicr generation of social art historians the Russian
Revolution of 1917, which resulted in the consolidation of
Bolshevik power in 2 monolithic state apparatus that coordinated
all aspects of social and economic life, had provided the great
touchstone for this new generation the standard, and starting
point, is rather the Commune of 1871, when the Parisian popular
classes briefly assumed control of the capital and declared a

revolutionary government. The change is telling: politically the
Commune model is one of direct democracy, with strong anarchist
tendencies, rather than the dictatorship of the vanguard party;
while artistically we find the rejection of bourgeois culture
embodied equally in Gustave Courbet's deliberately coarse
paintings and in the destruction of Napoleonic monuments,
instead of in the wholesale adaptation of bourgeois taste within
a bureaucratically imposed Socialist Realism.

The most exciting aspect of the grand opening of Faiz Art Paze
ttle else besides
0 pcriodif
everyonc
can agree that all the doom and gloom is getting old. Curated b¥
the editorial team of NuktaArt, Pakistan, Faiz Art Prize 82
nergy and optimis™
ess that enabled
d art makers
n belies the
teache™

or ends

was its unexpectedness. After nearly two years of li
bad news, from slashed public funding for the arts t
announcements of yet another failed exhibition, most

surprisingly smart exhibition executed with e
The exhibition's unifying strength is the proc
the curators to "discover" the work of the selecte
The conventional nature of the exhibition installatio
decidedly unconventional mix of folk artists, amateut
hobbyists, professional artists, and people who creat ¥
other than pursuing an art career.

¢ and all of 18

T'his exhibition is not about the art-world marke
“'ﬂl'k b\

n where

influences, but instead about creating a situatio ;
ce that wants ©

local producers becomes available to an audien k)
arsations
conversater
< cxtibiton”
tors and
erest &
e min S

experience it. Yet it's difficult to simply dismiss
about insider status, power, and high and low art. Th
premise hinges upon the curatorial taste of the curd
organizers. In addition, their status ensures art world 1
awareness. While it certainly succeeds in opening YP th
a bit wider, it does so in a kind of melting-pot "Ppm'“:h &
exhibition making, l
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Exhibition of 'Postcards to Faiz' at Gallery Sadequain,
Karachi

Faiz Art Prize

<
Selection of entries for display

Inauguration of Faiz Art Prize

Faiz Art Prize Award by Shahid Sajjad unveiled by the artist

A ]

Inaugural ceremony, Rahat Sceed, Acting Secretary Progressive Writers Association

presents his remarks

Visitors to the exhibition
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Perhaps the best test of an exhibition's success, given the sheer

volume of art with 135 participants (87 practicing artists and 48
ability of its

art students), that such events necessitate, is the
jon. This

artworks to remain in the memory, to mature on reflect
year's Faiz Art Prize is a great achievement in this sense. Shown
in the atmospheric, otherwise vacant, Frere Hall (Karachi), the
show featured 135 artists, but through steady pacing, tight
thematic structure, and plenty of interdisciplinary activities, it
never felt overwhelming,

As this exhibition so eloquently evinces, it showcased some of
the most original and imaginative artists working today. Their
enigmatic storybook scenatios immediately recall the penchant
for employing art as a primary vehicle for storytelling. The
abundance of conceptual complexity and formal inventiveness
in the work of Pakistan's less-known artists was trumped here
by personal expression. While there are works that evoke Noam
Chomsky's study of syntax and social language and other systems
of social classification, they might be mistaken for documentary
were it not for the exaggerated moments of stasis, which work
to erode the barrier between subject and viewer. In this, it echoes
a split traced by the exhibition as a whole, between art as
diversionary entertainment and art that is unafraid of confronting
topical anxieties.

At first glance, Faiz Art Prize evoked artistic or political upheaval,
and seemed like a comfortable fit with various other exhibitions
of its ilk. Everything seemed perfectly in place for a socially
conscious extravaganza. So it was lovely to find a richly
idiosyncratic, brilliantly curated exhibition, chock-full of layers
and surprises having much to do with the multiple connotations
of the word "revolution.' The political consciousness aroused
by Faiz Ahmed Faiz's verse signaled, of course, crisis and
catharsis, and there were a number of excellent works about
revolutionary energies or particularly fraught sociopolitical issues.
Each part of the exhibition had its charms, and included works
at once scholarly, adventurous and charged with multiple
meanings. Still Frere Hall, undeniably beautiful despite its
architectural decay, best embodied the exhibition’s concerns.
The Hall that belongs to the past could be seen leaning towards

the future.

In his critique of what he described as "the Culture Industry,"
Theodor Adorno viewed artistic self-expression as the last
potential holdout of freedom and nonconformity against
authoritarian regimes' ubiquitous dissemination of mass culture.
He argued that such regimes used mass culture as a tool to
reinforce conformity and consensus and to weaken citizens'
ability to resist their authority. "The total effect of the Culture
Industry is one of anti-enlightenment... It impedes the
development of autonomous, independent individuals who judge
and decide consciously for themselves," he wrote in 1975. What
happens, then, when you subject creative production to a very
standardized format? Not only do you breed conformity, but
you also threaten to abrogate voices of opposition and resistance.

The treatment of arfistic practice as a competitive sport with
very strict rules instrumentalizes creative energy and robs it of
its more gratifying, liberating potential. Adorno's concept of
autonomy fades into nothingness, and work is packaged and

TIME LINC

Faiz Art Prize 2011
excellence in art,
NuktaArt, Aman ki Asha ang
Progressive Writers' Associatio,

June 2010
Project Initiated by NuktaArt in collaborey
essive Writers Association (PWA) of Pakistan and Aman kf Asha 5

with Progr

December 2010
Eminent sculptor Shahid Sajjad agrees to conceptualize and create the Fqj,

Art Prize Awards for winners in the artists'category.
Distinguished architect Habib Fida All agrees to undertake the d"iﬂ""ﬂﬂd

the exhibition display.

February 2011
Call for submission of artwork and postcards sent to artists and art students

in Pakistan and the pakistani Diasporas in the UK, United States, Canada ang
Australia. Arfists in India contacted via Times of India.

July 2011
Workshops for arfists / art students to discuss the possible links between the

philosophy of Faiz Ahmed Faiz and Visual Arts held at Alliance Francaise in
Karachi by Shakil H. Jafri and by Harris Khalique at Kuch Khas in Islamabad

July 2011
'Postcards to Faiz' entries received by NuktaArt in Karachi

October 03, 2011
Inauguration of 'Postcards to Faiz' exhibition of the Faiz Art Prize.

Unveiling of the Award by Shahid Sajjad.

Launch of NuktaArt issue with The Faiz Art Prize Catalogue.

The silent auction of the artworks begin, fo fundraise for reconstruction of
Yarak, a traditional potters' village near Dera Ismail Khan.

Voting commences for Popular Awards selected by visitors to the exhibition.

October 4 to 7, 2011

Exhibition Open to Public

Faiz's recorded voice borrowed from the archives of Luthfullah Khan played
in the Gallery

Gallery talks by Rumana Husain, Senior Editor NuktaArt for students from 18
schools that were specially invited to visit the exhibition.

October 5, 2011
Panel discussion on the sensibilities shared by art and literature,
literary critics, novelists, historians, academics, vocalists and artists.

with art and

A presentation, "Hum kay theray ainabi' by Asma Arshad Mahmood, vifg

artist /curator from Canada

October 08, 2011

Dny.-long jury to select the winners of the Faiz Art Prize.

The jury members were Prof. Naazish Ataullah (Lahore), Mussarrat RehlSe
(Islamabad), Saquib Hanif (Karachi), Tarig Rangoonwala (Karachi) o
Aslam Farrukhi (Karachi)

October 9, 2011

Award Ceremony and Live Auction of artworks

October - November 2011
ielected.works displayed simultanecusly at V. M. Art Gallery and
It to raise funds for rebuilding Yarak Potters' Village.

November 2011

Dc:::?nrnem of Architecture at N.ED University agrees to collaborate o
rebuilding of Yarak Potters' Village

December 2011

The Fai : R :
© Folz Art Prize Exhibition put up at the National Art Gallery: Hdmabgd

mekdnd
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Senior Editor NuktaArt

ool students listen to ‘gallery talk’ by Rumana Husain,
L

Sct

Meher Afroze,
winner of Falz Art
Prize (artists
category) views the

exhibition

g

School students view the exhibition

Presentation by visiting speaker Asma Arshad Mahmood

Panelists at discussion on 'Art and Literature'
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marketed for direct and immediate consumption. The clation
produced by the crystallization of an original idea that may
counter social norms and take a more progressive stance 15
foreclosed. The fulfillment that comes from communicating that
idea through a work of art is pre-empted when strict directives
dictate the kinds of ideas that are to be generated and
communicated. Adding insult to conformity, the specificity of
such projects' challenges reminds one of first-year-art school

assignments that aim to hone an artist's dexterity with materials

and channel it toward a cohesive concept: to design the cover of

a novel; to work collaboratively in producing public art work; to
make a portrait of one of the other contestants, and so on. They
seem restrictive - if not juvenile - for artists who have already
mastered their craft and matured their concepts. On the contrary
to the above, rather than oiling the wheels of commerce, Faiz
Art Prize claims more altruistic goals, mainly to make high art
accessible to real people.

Art competition themes are not meant to be too rigorous, lest
they appear inaccessible to a broad audience. This is, after all,
entertainment-meets-cultural-concept tinged with the diffused
hope for educational experience. At worst, this begins to sound
like art therapy. At best, it reminds us that some of today's
strongest works hit you first in the gut. Like most art events
developed by a team of curators, Faiz Art Prize, on occasions,
may run the risk of suffering from inconsistencies - mingling the
simplistic and sophomoric with the highly developed and
overproduced.

The vitality and professionalism of public and private institutions
operating in the sector, combined with the specific political will
to make the most of our cultural activities, has allowed us duting
this time to build in our region a contemporary art system that

now includes important venues, an art magazine that receny
was able to reinvent and revitalize itself in significant fashigy :
the global stage, a dynamic network of art competitiong whigh
over time have built the city's credibility on an intcrnmjonal If\'cL
One of the most important reasons for their success in this
sector, to the point where Karachi is now considered 4 referen,
point in the contemporary art world, is not only the q'-lah'ties;::
the activities that are taking place, but also their capacity tq o
a system that relates to the abilities of the various entities 1o mak:
[hl:‘il' voices heard, to interact and to converge on shared goals
and to work together, each in its autonomous and specific wyy
to achieve them. 2
Faiz Art Prize is configured as an observatory of new art L"'-nb,’uagcs
on an international level; it is a project that can provide the global
panorama with an essential destination for those who wang L,
know what is happening in the domain of contemporary art iy
Pakistan.

Like all systems, the Faiz Art Prize is also constantly evolving,
strengthened by the results that have been achieved, thanks ¢,
the various people who have made contributions, over time, to
an array of spaces that seem to open up extraordinary new
possibilities, and a public made up of city inhabitants and visitors,
who are increasingly perceptive and sensitive. Our region will
undoubtedly know how to confront the challenges that lic ahead;
Faiz Art Prize is clearly a challenge that has been met.

Faiz Art Prize is a forceful reminder of the necessity to engage
with political discourse. As the twentieth century dissolves into
the past, its ghosts survive in emerging hybrid structures. One

must evolve with the times. Today, to produce possibilities in the

face of adversity or austerity may be the only solution.

Sheema Khan

r
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Niilofur Farrukh, Editor Ny

ktaArt at the Award Ceremony, presents
welcome remarks

photos Courtesy:
Qomar Bana
wahid Khairl
pumana Husain

nners with jury, organizers and special guests

Award wi
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CA, Lahore) (NCA, Lahore) LS ke

Humaira Baloch
(Uni. of Sindh, Jamshoro)




AR BOOK REVIEW G

Reviewed by Maliha Noorani

Art and Polemic in Pakistan

Art and Polemic
INn Pakistan

$gg?t_ral Politics and
radition in Contermporar
Miniature Painting e

Virginia Whiles

Title: Art and Polemic in Pakistan: Cultural Politics and
Tradition and Contemporary Miniature Painting
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"The basic conflict between tradition and modernity will be infroduced
across the dynamics of two groups of miniature practitioners. These
groups have been tagged in my research as Group O’ (for ‘orthodox
and Group X' (for ‘experimental’)...the two groups, O and X, are
represented by actors in a dramatic scenario, emulating the fensions
of a gang fever such as that between Shakespeare's Capulets and
Montagues”

tis on this charged note that Virginia Whiles' book .47# and
the Polemsic begins. Whiles is a familiar figure in Lahore art

circles, and has curated shows and authored several essays

on the subject of contemporary miniature painting in Pakistan.
This is an ambitious undertaking and the result of extensive field
work in and outside the National College of Art (NCA). At and
the Polemic is a comprehensive investigation of the contemporary
miniature movement and attempts to deconstruct the complicated
tenor of the neo-miniaturist genre through the bifocaled lens of
ethnography and anthropological methods.

Establishing the tense polarity of these groups, the first chapter
elaborates the multiple intersecting histories that led to the
development of the neo-miniature movements. It charts the
Mughal legacy, socio-political reactions, submissions made under
the British Raj and the post 1947 years, linking the broader forces
pervasive in Pakistani culture and politics today. The book discusses
the NCA's role, examining pedagogical development and, Whiles
argues, the polarization of two ideologically opposed groups
within the genre, the X and the O. Her detailed documentation
of studio practice within NCA's miniature department illuminates
the opacity of the painting process. The book points out the lack
of student interrogation of the Lahore Museum miniature

collections. No dates are provided here, and the reader gleans
only from the interviews with Group O that this was during the
early 2000s. Should one conclude that the studio environment
has remained unchanged for a decade?

Nine 'cameos' punctuate the book: bite-sized biographies of the
artistic careers and preoccupations of artists from 'Group X' Al
nine have been trailblazers in the field and continue to be prolific
practicing artists, included amongst them are Imran Qureshi,
Nusra Latif, Khadim Ali and Hamra Abbas.

Whiles's scholarship is heavily informed by the works of severil
anthropological and visual art theorists, as is evident in het
extensive citations; Clifford Geertz, Clement Greenberg and
Alfred Gell's methods are employed to distill and extend hef
argument to locate contemporary miniature as idiomatic of
modernity. Her scope broadens to include small, mostly commercid
ateliers in Lahore and India Gmpur and the Kangra valley). Group
X's images (which later on takes on the term Lahore group) 4
shown to clicit a response from the master-artists that run the™
Through their distaste of the avant-garde tropes, she drives RO
the point that the neo-miniaturist movement coming out of the
NCA s really the only source of such 'dissident' artists With?
the miniature genre | Whiles' employment of the Geertzia®



It charts the Mughal legacy, socio-political reactions, submissions made under the British

Raj and the post 1947 years, linking the broader forces pervasive in Pakistani culture and
politics today.
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method runs beyond the use of the "thick description’, describing
both the behavior and the context in which that behaviour is
meaningful. As Geertz did in his seminal "Notes on a Balinese
Cockfight', Whiles, too, shifts from curious and empathetic
Spectator to participant as her observations are colored with

anecdotal references to personal encounters.

"Art and the Polemsi" provides useful insight into the social structure
of the field. I would however like to consider aspects of its

atgument. [ had reservations on the examination of a particular
group of painters, Group X, through the context of their supposed

- ; : SE :
Other', which, rather than extending the scope, limited it, creating

reductive and polarizing binaries. The language of the

classifications; Experimental and Orthodox are loaded and
essentializing terms, While .Ar# and the Polemic follows the careers
and works of X, group O is employed as a virile source of
'opposition’ (to use a reductive word myself). The reader can
glean nothing more about Group O than that it is a shadow of
cight female students, Represented through conversational quotes,
the lopsided representation of O and basis of comparison works

igainst Whiles' argument. The reader does not have access to
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their works as practicing artists, their cameos, or even their names;
Whiles gives only their initials. This caution raises the question
- who is group O, and do they even exist outside the NCA
miniature studio as practicing artists to support such an argument
of polarity? More importantly, are not group X artists very much
mainstream, both as artists and instructors? Who then is at the
periphery and at the center? Indeed, the severe binaries she
constructs leave little room for discussion of dynamics within
these groups themselves. It creates a neat and ultimately opaque

division of art practices within the miniature painting tradition.

Art and the Polemic is an often intimate, holistic inquiry and
exploration of the genre of contemporary miniature painting,
The anthropological lens(es) she employs are useful tropes to
uncover this genre, that has been a defining movement within
Pakistani visual culture. But ultimately, it serves only to obscure
the rich conversations surrounding the social dynamics and their
effect in this genre. That said, Ar# and the Polemic is a useful and
comprehensive addition to the growing scholarship in the field

as a source that extends outside the realm of art history, @
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Muzzumil Ruheel was introduced to calligraphy in his early teens and
since then has rigorously practiced his skills, and learnt to interpret it within
the contemporary framework. His first solo show at VM Gallery confirms
that he has not allowed the dense tradition and history of calligraphy to
restrict experimental zeal, as the geometric purity of the script is transformed
with new imaginings and conceptual possibilities.

Ruheel, who grew up in Lahore, became a shagird of renowned calligrapher
Ustad Khurshid Alam Gohar Qalam before studying for a BFA Degree
from the Beaconhouse National University, Lahore. Currently, he lives in
Karachi and is a part of the faculty at the Indus Valley School of Art and
Architecture.

Niilofur Farrukh met the young artist who has attracted attention with
his 'conceptual calligraphies’, to talk about his art practice, and for the
new direction he has given to text-based art in Pakistan.

NF You are the only contemporary artist of your generation in Pakistan who
has received both a formal education in calligraphy from an wstad for three
yeats and completed a BFA from an art school. How different did you find
these education systems?

MH While studying calligraphy, I felt the need to know more about the art I saw
around me. This was the time I also discovered that all famous calligraphers in
history were well known fine artists of their time. So, after completing the three

year course, my search led me to an art school.

I finally joined Beaconhouse National University (BNU) where my portfolio made
me eligible for a scholarship. Here I learnt how to incorporate new ideas and
became aware of different kinds of calligraphy, like wall chalking, etc. Unlike the
concentration on one subject with the ustad, at the art school we were taught other
mediums and techniques, and this exposure has helped me to contextualize my
calligraphy.

The fundamental difference between the two education systems is, that one is
based on an ustad-shagird relationship where you had to pledge unquestioning
devotion and the teacher in return passes on his knowledge with generosity as no
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u;::::.::;::uid) o hel; It was much earlier in my carecr that I realized that
me at school where 1 made it to the people seldom read text, so just to shock them T wrote
Dean's Honor List for three years. words/ messages they least expected in a formal syghr,
The faculty also found part umc format, sometimes I even got away with it. The Maulz
jobs for me in their studios, so 1 Jat series was inspired by the impact the Maulz Jat genre
could sustain myself financially. 1 of popular movies had on its audience. I knew people
worked the longest with Rashid 1 who took on the persona of the characters of the movies
i Rana, (for three and a half years) l they saw over the weekend. As a joke, I created a tyghna
E during which I took photographs i (calligram) with dialogue from the films and gave it to
g and managed the photo albums for m“:mﬁ':,',’,?;%?" ipt (detail), them to hang in their room. This was meant to
' him. underscore the blind reverence of religious texts that
IF You are a text-based artist
who primarily works in Urdu,
but much of the gallery
audience has a disconnect with
Urdu and its traditions, how
‘has this influenced the
- reception?
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Muzzumil Roheel, Stories of My Last 90 Days, ink on wasli, 248.9 x 198.1 cm, 2010-11
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Islamization process gave it a different connatation 1t also
divided the arn community berween the conformisis and
dissidents that lod 10 & rejection of calligraphy, for s period,
on ideological lines. Do you see any bias wday?

m Whenever there s a relaxation of something forcibly impe wed
on people, & moving sway from it or reection follows. The "B0s
state patronage was not good for calligraphy as only one form,
sacred calligraphy, dominated the scene and there was lot of

repetition of the same. Dunng that decade and later, this became
a symbol of resistance to Zia's politics, but after the dust scttled,
artists began to return to it and gradually new frames of reference

'F Your work makes us aware of new possibilities within
calligraphy, but unlike the Miniature Painting tradition,

calligraphy has not been fully explored. Can we expect a
revival of the calligraphic genre in future?

n Replicas and variations of Mughal Miniature Painting have
been produced in some form or other and they have been a part
of the fine arts tradition, and later when the Dept of Miniature
Painting was set up at the National College of Arts (NCA), fresh

idas were introduced into this genre. This institutional support
e ad patronage facilitated the revival of Miniature Painting,
Presently calligraphy does not have this institutional support, as
only NCA offers a course in this subject. In other institutions
the short courses offered, teach it as typography and not as 2 ‘

sradition within Fine Arts. { nformunately, there are very few

{ Left who know the tradition and can teach and digey .i
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The work "Word Map', that depicts
Muslim countries of the world in
green, contains a text-based
pattern of words that were picked
up from local and international

broadcasts to reference the role
of the media in international
conflicts and polarization of

communities.

Muzzumil Ruhes, Word Mep (St
ink on wasli, 97.7 X 176.5 cm
2011

show, J.T_ff.rm fo Taseer, Mohammad Ali Talpur's work was mqﬂd
by calligraphy. T was very pleased to see him use the head of B

alphabet 'ain’ that appeared very much like a crescent, m.sﬂl
This kind : =
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