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between the sun and the moon









Lahore Biennale Foundation

The Lahore Biennale Foundation (LBF) is a non-profit organization that seeks
to provide critical sites for experimentation in the visual arts. LBF focuses
on the many stages of production, display and reception of contemporary
art in diverse forms. It understands inclusivity, collaboration, and public-
engagement as being central to its vision and is committed to developing the
potential of art as an agent of social transformation.

To this end, LBF endeavors to support art projects across Pakistan, especially
those critical practices which are based on research and experimentation. LBF
is supported by government bodies, and has developed enduring relations
with international partners. These partnerships at home and aboard attempt
to bridge institutional gaps between Lahore and the rest of the world. Its
flagship event, the Lahore Biennale, is held every two years. The inaugural
Lahore Biennale was presented in 2018. The second Lahore Biennale in
2020 is curated by Hoor Al Qasimi, President and Director of Sharjah Art
Foundation, who brings her rich experience in curating and promoting the
contemporary art of this region, and her tremendous knowledge of the global
contemporary art world and its institutions to Lahore.

Other major initiatives of the Lahore Biennale Foundation include the Research
Unit and Afforestation Lahore. An integral part of the Lahore Biennale
Foundation (LBF), the Research Unit initiated in 2018, aims to foster archival,
experimental, and theoretical investigations that offer new insights into the
art and visual culture of Pakistan. The Research Unit provides a platform for
investigative learning, focusing on modern and contemporary art, visual
culture and its social dimensions in Pakistan and its diasporas. It is committed
to supporting creative art practices, promoting a diverse cultural ecology, and
encouraging interdisciplinary approaches and outcomes.

Climate change presents a tangible threat and given its severity it is imperative
to have all stakeholders united on one single platform. Afforestation Lahore
encourages a collaborative and multidisciplinary approach amongst the fields
of art and philanthropy in Pakistan. It focuses on supporting research and
development-by building relationships with private, government, institutional
and corporate partners, both at domestic and international levels.
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Curator

HOOR AL QASIMI, President and Director of Sharjah Art Foundation (SAF), is
a curator who established the Foundation in 2009 as a catalyst and advocate
for the arts in Sharjah, UAE, as well as regionally and internationally. With a
passion for supporting experimentation and innovation in the arts, Al Qasimi
has continuously expanded the scope of the Foundation over its ten-year
history to include major exhibitions that have toured internationally; artist and
curator residencies in visual art, film and music; commissions and production
grants for emerging artists; and a wide range of educational programming in
Sharjah for both children and adults.

In 2003, Al Qasimi co-curated Sharjah Biennial 6 and has since continued
as Biennial Director. Under Al Qasimi’s leadership, the Sharjah Biennial has
become an internationally recognised platform for contemporary artists,
curators and cultural producers. Her leadership in the field led to her election
as President of the International Biennial Association (IBA) in 2017, an
appointment that transferred IBA's headquarters to Sharjah. Complementing
her role at SAF, Al Qasimi also serves as the President of The Africa Institute and
Chair of the Board for the Sharjah Architecture Triennial, which inaugurated its
first edition in November 2019.

Since its establishment in 2009, Al Qasimi has curated several major
exhibitions mounted by Sharjah Art Foundation, including Amal Kenawy:
Frozen Memory (2018-2019), the major retrospective Hassan Sharif: | Am The
Single Work Artist (2017), Yayoi Kusama: Dot Obsession (2016-2017) and
Robert Breer: Time Flies (2016-2017). Other notable projects include 1980-
Today: Exhibitions in the United Arab Emirates, the UAE Pavilion at the 56th
Venice Biennale (2015) and the solo exhibitions Simone Fattal (2016), Farideh
Lashai (2016), Rasheed Araeen: Before and After Minimalism (2014) and
Susan Hefuna: Another Place (2014), presented at Sharjah Art Foundation.
Al Qasimi co-curated the landmark exhibition Joana Hadjithomas and Khalil
Joreige: Two Suns in a Sunset (2016), which debuted in Sharjah and travelled
to Jeu de Paume in Paris, France; Haus der Kunst in Munich, Germany; and
IVAM in Valencia, Spain. She also co-curated the major survey shows When
Art Becomes Liberty: The Egyptian Surrealists (1938-1965) in Cairo, Egypt
(2016) and The Khartoum School: The Making of the Modern Art Movement
in Sudan (1945-Present) in Sharjah, UAE (2016-2017).



Al Qasimi serves on the Board of Directors for MoMA PS1 in New York, USA;
Kunst-Werke Berlin e.V. in Germany; and Ashkal Alwan in Beirut, Lebanon.
She is the Chair of the Advisory Board for the College of Fine Arts and Design
at the University of Sharjah and is a member of the advisory boards for Khoj
International Artists’ Association, New Delhi, India and Darat al Funun,
Amman, Jordan.

Currently, she serves as a member of the Prince Claus Award Committee
(2016-present). She has previously served on the juries and prize panels for
the PinchukArtCentre's 5th edition of the Future Generation Art Prize (2019),
Bonnefanten Award for Contemporary Art (2019), Maria Lassnig Prize (2017),
Mediacity Seoul Prize (2016), Hepworth Wakefield Prize for Sculpture (2016),
Berlin International Film Festival — Berlinale Shorts (2016), Videobrasil (2015),
Dubai International Film Festival (2014) and Benesse Prize (2013). The Asia
Society awarded her with the 2019 Asian Game Changer Award for her
immense contribution to the arts.

Al Qasimi has an MA in curating contemporary art from the Royal College
of Art, London, UK (2008). She holds a diploma in painting from the Royal
Academy of Arts, London, UK (2005) and received her BFA from the Slade
School of Fine Art, London, UK (2002).
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between the sun and the moon

Questions of identity, recognition and difference are among the most urgent
and globally resonant of our time. In the Global South, colonial legacies
and the rise of modern identities have hardened differences across ethnic,
religious, linguistic, and national affiliations. Dissonances between and among
humans are compounded more recently by the environmental emergency
that now confronts us, a crisis borne of humanity’s alienation from nature.
Just as our ties from one another have come to be defined by separation and
polarisation, our bonds with non-human entities and life forms are increasingly
characterised by distance and estrangement. These barriers have congealed
to the degree that we find ourselves unable to forge relations of coexistence
with those who have been our fellow travellers historically.

The ancient city of Lahore was deeply connected through trade, movement
of people and knowledge with the wider South Asian, Central Asian, and
West Asian regions. Evidence of this is abundantly found everywhere in the
architecture, art, cosmology, cuisine, and literary texts across Lahore, as well
as in the diversity of peoples inhabiting the city — peoples whose kinship
had evolved in balance with local and regional ecosystems. Many of these
connections, and the relations of care that accompanied them, have become
difficult to imagine in contemporary terms, as exchanges that could forge new
cultural forms and expansive understandings of ourselves today.

The second Lahore Biennale (LB02) builds on the success of the inaugural
Lahore Biennale of 2018 (LBO1), fostering new linkages with the wider region.
LBO1 focused on the local, national and the South Asian context. LB02
consolidates these ties and foregrounds new relations with Central Asian,
West Asian, and African contexts. It does so by bringing significant artistic
forms and projects to Lahore, and commissioning new works by artists who
have not previously engaged with the city.

In LBO2, complex artistic projects chart new trajectories in which the familiar
becomes renewed with fresh meaning, and the new becomes imbued
with recognition. Works exploring human entanglement with nature revisit
traditional understandings of self and their cosmological underpinnings. The
latter derive, in part, from astronomy, a discipline which made important
strides amidst cultural and intellectual exchange between South and West
Asia. For centuries, inhabitants of these regions oriented themselves with
reference to the sun, the moon, the constellations.



How might we reflect on our place within the cosmos today, at this conjuncture
of planetary climate crisis and polarities between societies? LB0O2 looks
upwards with a view to forging new resonances, new imaginings of the future
that encompass the full breadth of its material and virtual possibilities. It does
from a tradition rooted in intra-regional mobility of ideas, people, and lesser
known ties such as migratory flora and fauna.
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Artists

Abdullah Al Saadi

Adrian Villar Rojas

Afrah Shafig

Ajam Media Collective

Ali Kazim

Alia Farid

Almagul Menlibayeva
with Inna Artemova
& German Popov

Amar Kanwar

Amina Menia

Amina Zoubir

Anwar Saeed

Ayesha Zulfigar

Ayman Zedani &
Ahmad Makia

Bahar Bebahani

Barbara Walker

Basir Mahmood

Basma Al Sharif

Bernie Searle

Bouchra Khalili

Christodoulos
Panayiotou

Diana Al-Hadid

Eyob Kitaba

Farah Al Qasimi

Farideh Lashai

Farkhanda Ashraf Khilji

Gary Simmons

Hajra Waheed

Halil Altindere

Haris Epaminonda

Haroon Mirza

Hassan Hajjaj

Henok Melkamzer

Hera Blyuktasciyan &
Hajra Haider Karrar

Hoda Afshar

Hrair Sarkissian

Imran Ahmad Khan

Jeanno Gaussi

John Akomfrah

Kader Attia

Kamala lbrahim Ishaq

Khadim Al

Khalil Rabah

Lida Abdul

Madiha Aijaz

Mariam Ghani

Mark Salvatus

Marwa Arsanios

Michael Rakowitz

Moza Al Matrooshi

Mudasar Rashdi

Muhammad Ali Talpur

Munem Wasif

Muzzumil Ruheel

Naiza Khan

Nalini-Malini

Nasrin Tabatabai &
Babak Afrassiabi

Nedko Solakov
Pak Khawateen
Painting Club
Rabbya Naseer &
Hurmat ul Ain
Rachid Koraichi
Rahat Ali
Rasheed Araeen
Rayanne Tabet
Reem Falaknaz
Roman Zakharov
Saule Suleimanova
Shezad Dawood
Simone Fattal
Slavs and Tatars
Syrlybek Bekbotayev
Taus Makhacheva
Tentative Collective
The Otolith Group
Vivan Sundaram
Wael Shawky
Waseem Akram
Yaminay Chaudhri
Younus Nomani
Yousuf Nomani
Yto Barrada
Zarina Bhimiji
Zitta Sultanbayeva &
Ablkim Akumullaev
Zulfigar Rind
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Abdullah Al Saadi

Abdullah Al Saadi’s work ranges from painting, drawing and the creation of
lengthy artists’ notebooks to the collection and systematic categorisation of
found objects and the invention of new alphabets. A great affinity with nature
and rural life informs his practice, which explores the changing environment
as well as personal and cultural history.
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My Mother’s Letters
2018
Image courtesy of the artist and Abu Dhabi Art

Courtesy of Sharjah Art Foundation
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Adrian Villar Rojas

In 2012 Adrian Villar Rojas began the Brick Farm project, an open air lab in
an artisanal brickworks at the outskirts of Rosario, his home city in Argentina.
Exploring the rural surroundings he found dozens of abandoned Ovenbird
nests on tree branches and electricity poles. This avian species, a national
emblem in Argentina, inhabits the central-eastern agricultural region of the
country, and is classified as synanthropic on its high adaptability to human
environments. The Furnarius resorts to our construction as the foundation of
its own: urn-shaped, mud-made nests similar to the traditional mud ovens
for baking bread in the countryside can be seen on any available corner
or surface provided by the Anthropocene. Couples build a new nest every
breeding season, leaving little empty dwellings scattered everywhere. Villar
Rojas gathers and restores them under the premise of a new project: to
trigger a worldwide dialogue between this Argentine species and other flora,
fauna, architecture and infrastructure, by installing nests in different spots of
the planet with the same techniques of the Furnarius. Trees, fagades, poles,
signalling, scaffolding or roofs in New York, Kalba (UAE), Stockholm, Havanna,
Anyang (South Korea), Riga (Latvia), Drenthe (Netherlands) or Lahore (Pakistan)
are now silently holding these mud rhomboid entities, perhaps far from “art”,
but for sure close to life.
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Brick Farm
December 2012 / ongoing

An experimental collaborative studio located at a traditional brickyard
on the outskirts of Rosario, Argentina.
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Afrah Shafiq

Sultana’s Reality is an immersive interactive multimedia story that explores the
relationship between women and the colonial education movement in British
India using archival imagery, women'’s writing and history.

Drawing its title from Sultana’s Dream, the 1905 science-fiction short story
of feminist utopia, by Begum Rokeya Sakhawat Hossein, Sultana’s Reality
explores the inner lives of the first generation of women to be educated in
the Subcontinent.

The story is told through re-imagining traditional visual imaginations of
the female form. It tries to explore the multiplicity of women'’s history and
also image making — the ways in which it is told and remembered. Sultana’s
Reality is perhaps an exercise in questioning history. Not the history of the
image, but a history that is constructed with the image. Women gazing out of
windows are perhaps not romantic pictures connoting sensuality, luxury and
the feminine form in all its glory. They may rather be images of women who
are bored, who are imprisoned (sometimes within their own minds), who are
uninspired. Pairing the visual and textual histories reveal a plethora of hidden
revolutionary thoughts that churned behind lack luster eyes. Can the image
be re-imagined, re-interpreted, re-mixed, re-contextualized?
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Sultana’s Reality
2017
Interactive multimedia installation

This work was made possible by an Archival and Museum Fellowship by India
Foundation for the Arts at the Centre for Studies in Social Sciences, Calcutta, with
support from Voltas Limited.
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Ajam Media Collective

Naskh va Taalig: Iran and Pakistan, Connections Old and New

Naskh va Taalig is a 10-day workshop bringing together artists and scholars from
Iran and Pakistan to explore artistic and intellectual threads that bind them. The
workshop includes a residency focused on ethnographic research at Sufi shrines
in Lahore, spaces that draw together threads — linguistic, aesthetic, architectural,
sensory, musical — that highlight lost or forgotten links between Persia and the
Subcontinent. Public events will be held focusing on shared forms of art and
culture - calligraphy, religious music, and poetry - and the workshop will conclude
with a panel.

The title of the workshop,”Naskh va Taaliq” refers to the nastaaliq script, which is
composed of two words: Naskh, meaning “version”, and Taalig, "interruption,”
referring both to continuity and linkage as well as rupture. By drawing these
words apart, the title points to how nastaalig, the script commonly used in both
Iran and Pakistan, brings them together even as the words point to the existing
separation between them- as evidenced in the different roles nastaaliq plays in
both countries today. By conjoining these two words intentionally with “va,” we
hope to not only explore lost linkages between Iran and Pakistan but create new
ones in the process.
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Image courtesy Alex Shams
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Ali Kazim

Ali Kazim is a fine and highly skilled and accomplished painter, but he
is also a deeply compelling and accomplished teller of mysterious and
wondrous stories. These stories in turn contain subtle, yet strong references
to autobiographical narratives and reflections on the self. The artist uses
watercolour pigments as his preferred medium of mark making. Yet Kazim’s
work demonstrates a very unusual technique of using these watercolour
pigments to give an almost layered, textured effect that give weight and form
to the figures in his paintings.

Within these paintings there is a fascinating interplay between the notion
of beauty as a combination of visual qualities that please and indulge the
aesthetic senses, and the beauty to be found in simple spiritual or religious
devotion. The figures in Kazim’s paintings, in embracing the former notion of
beauty, refuse, simultaneously, to distance or separate themselves from the
latter notion of that which is spiritually beautiful.

Perhaps more than anything, Ali Kazim's work fascinates and intrigues us
because we think we discern within it what one writer has called very private
feelings and equally private fragments of autobiography being brought into
the public arena. Like the figures he draws and paints, the works reveal as
much as they conceal. Surprisingly perhaps, given the artist’s subject matter,
these are singularly unsentimental works that do much to (re)animate our
ideas of identity, beauty and spiritual devotion.

Eddie Chambers

Untitled

2006

watercolour pigments on paper
37 x 37cm
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Alia Farid

Alia Farid works across the disciplines of art, architecture, and urban
anthropology. In the past, her research-driven practice has investigated
experiences, institutions, and landscapes in the Middle East, often with a view
to examining the impact of modernization, urbanization, and in many cases
colonization has had upon these societies, as well as upon the ecology of the
land itself.

For the Lahore Biennale 02 Farid extends her geographic range to Pakistan,
focusing on the province of Punjab. In this region, transformed by nineteenth
century colonial irrigation regimes into a ‘bread basket’, the fertile alluvial
plains of the Indus and its four tributaries - Jhelum, Chenab, Ravi, and Sutlej
run from north to south. Against this backdrop, Farid aims to examine diverse
activities that occur in proximity to the rivers themselves, exploring the ways
in which nature, man and animals interact, from the conviviality a farmer may
share with her livestock, to a fisherman's affective ties to the elements that
create both a dependency as well as a predatory relation to nature.

How has the relationship between humans and animals changed in this part of
the world? What does its evolution in the decades since partition of the Indian
subcontinent in 1947 reveal about the predicament of post-colonial societies?
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Cellphone image taken while filming on the Ravi River. Courtesy of the artist.

Courtesy of Galerie Imane Farés
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Almagul Menlibayeva
with Inna Artemova and German Popov

An orbital observatory of a site-specific multidisciplinary installation, invites
the viewer to PIA Planetarium of Lahore.

Compirising of a ten screen video with quadrophonic sound and 360-degree
drawing installations, this satellite formation presents the collaboration of
three artists and their reflection upon the life of the Astronomer, the Great
Ruler of Samarkand Sultan Mirzo Ulugh Beg. His legacy includes a 15th Century
observatory that is represented by an artistic video and photo monitoring
from the heights of conceptual orbits and depths of the utopian/dystopian
skylines, fictional architecture and landscapes. The scattered episodes and
non-linear chronologies, juxtaposed with medieval empiricism and the
latest cosmological models, are constructed into “alternative realities” and
turned into radiant rays of multi-sensorial documents and imaginary objects,
pixelated by space debris and the industrial pollutions of modernity.

Accompanied by a real time performance with electro-acoustic and musical
experiments that touch upon the rare subjects of musical intervals, with
xenharmonic scales, this project is reestablishing the longstanding cultural
ties of ancient Maveranahr with the Mogul Empire.
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Ulugh Beg: The Intrinsic Futuristic Machine
of Central Asia

Video Still

2020

Site-Specific Multimedia Installation
Sponsored by

10 channel video, sound installation Polyeco Contemporary Art Initiative
objects, 31" height, 50’ diameter (PCAI)
Ifa Institut fir Auslandsbeziehungen
360 degree drawing installation, ink on Trust for Mutual Understanding
canvas, sound, 92" length, 12" height American- Eurasian Art Advisors
Andakulova Gallery
Performance by German Popov IADA International Art development
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Amar Kanwar

There is perhaps no border outpost in the world quite like Wagah, the border
between India and Pakistan — an outpost where every evening people are
drawn to a thin white line and probably anyone in the eye of a conflict could
find him or herself here.
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A Season Outside, 1997
video, color, sound, 30 minutes
Courtesy the Artist and Marian Goodman Gallery.
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Amina Menia

For several years now, | look at the landscape of my city and its buildings to apprehend
the history and the transformations of my society. Inevitably, | have worked on its
colonial and post-colonial period, fundamental to understand our contemporary
history.

| developed a real passion (not to say a necessity) for history, memory and
commemoration. | document, collect and compare stories about memorials or
monuments. | also explored the post-independence euphoria and disillusion. But
closer to me is the transformational period of the nineties, called chastely by the
Algerians the "black decade", and widely known as "civil war". It was more than a
decade of violence and trauma, of urban attacks and mass assassinations making too
many victims.

We can't see any trace of this violence nowadays. All the walls in the streets are clean
and repaired. A lebanese journalist visiting Algiers told me that she was amazed by
the absence of traces, of bullets on the facades. Everything is repaired. The scars are
maybe invisible, but they are interiorised. We have to dig in our memories and into
archives to reminisce the events. Therefore, it is through the absence that | need to
apprehend this question.
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Lost Senses
El Kettar main entrance

Sharjah Art Foundation collecction
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Amina Zoubir

The iconographic installation MUSCICAPIDAE gathers fragments of vinyl
records collected by the artist's family who gathered them with some identity
photos of Algerians, friends and family members. Amina Zoubir wanted
to catalog, testify, reveal and repair the image of the most famous singing
nightingales of Algeria, Morocco, Tunisia and Egypt, ignored or unknown for
the most part by the younger generations; some have disappeared during
the civil war of the 1990s in Algeria include Rachid Baba Ahmed, Cheb
Aziz, Lounés Matoub and Cheb Hasni. The installation creates poetic links
between individual and collective narratives, questions the musical imaginary
in accumulated images and exposes the creative abundance of the 60s to
the 80s in North Africa, displaying the will of the singers to radiate after
independence to produce an economy of happiness. It's time for nostalgia
and miracles, it's time for the development of African singers and those who
listen to them, whose resilience will persist thanks to our duty of memory.
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Khotya Lahousouwl ¥

MUSCICAPIDAE,
iconographic installation, 15 photomontages, 80X66 cm each one, silver print on
paper RC Mat Fuji Crystal Archive Velvet, 2016.

© Amina ZOUBIR - ADAGP (PARIS). Courtesy the artist and Primo Marella Gallery
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Anwar Saeed

A characteristic feature of Saeed’s work is the use of the male figure, painted
in different postures. This feature is consistent across almost all his work. Thus,
its absence in any painting becomes a rare occurrence. Saeed uses male
figures symbolically to talk about human behavior, while also reflecting on
the nature of Pakistani society. Saeed also uses the human body to emphasize
different aspects of existence, such as ones relation with their inner self, as
well as their outer realities, such as religion and social values. The human
body is also used as a vessel to display the conflict between one’s personal
needs and the boundaries imposed on it by society.

Fatema Taher Peshawarwala
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Temporary Situations 1

2012

Acrylics and collage on plywood
3 x 6 feet

Image courtesy of Khurram Kasim
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Ayesha Zulfigar

Normal Faults is a thick slice of time which manifests itself in the form of a
cross section of earth. In the layers of soil, sand and stones are embedded
elements of varying significance that represent both personal and collective
consciousness and are also relevant to the time between past and present.
Looking like an archaeological specimen, the work is a record of the making
of history.
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Normal Faults

2020

Dimensions Variable
Mix Media
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Ayman Zedani with Ahmad Makia

Between the Heavens and the Earth:
The Golden Age of Polytheistic Material Culture in Pre-Islamic Arabia

Between the Heavens and the Earth is a product of the cultural reforms that
are currently underway in Saudi Arabia and aligned Gulf countries. In recent
years, these regions have been celebrating the pre-Islamic, polytheistic
Arabian material culture via curated exhibitions at renowned institutions,
such as the Louvre Abu Dhabi, as well as more intimate venues, such as
the Al-Ula heritage site in Saudi Arabia (both inaugurated in 2017). This is
truly remarkable, as the local public has not had the opportunity to view
objects related to its pre-Islamic heritage for centuries, as doing so was long
considered sacrilegious.

Between the Heavens and the Earth aims to extend this ideological shift by
staging a one-of-a-kind display of pre-Islamic masks. Produced during the
muted golden age of polytheistic material culture in pre-Islamic Arabia,
the masks exemplify the rivalling styles of artistic production during the
early seventh century: pagan human figuration and Islamic aniconism. The
installation highlights the contemporary search for a new, Gulf-based, namely
Saudi Arabian selfhood through the appropriation and reimagination of pre-
Islamic material culture.

Between the Heavens and the Earth
2020
Biofilms; Dimensions variable.

Co commissioned by Qarshi Industries, Pakistan.
Courtesy of the artist
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Bahar Behbahani

I Can Drink Stars is a sculptural intervention located on the ruined miniature
model of water management of the Ravi River, which is itself situated on the
grounds of Punjab Government's Water Irrigation Department in Lahore.
The installation examines the shared history of contested rivers and the
entanglement of coloniality with cartography, extractive economies, and
geological surveys.

The focal point of the installation is an octagonal pool. The octagon as a
stable geometric form, one that the ancient Persians believed kept water
pure, and project symmetry and balance in the spiritual habitat of Persian
gardens. Behbahani chose to split the pool in half, which evokes uncertainty
and division, and examines the possibility of undoing. Mounted on plastic
barrels, the pool suggests a floating vessel to be used in the event of an
emergency due to flooding. Reimagining the fragments of cultural heritage
and contemporary everyday life, the pool’s interior is surfaced with patching
variety of tiles sourced from local construction projects.

| Can Drink Stars encompasses the philosophical, the geopolitical, social and
the ecological. It weaves these associations together and raises questions for
the future of creative resistance and environmental justice.
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| Can Drink Stars (Detail)
2019

Wood, mosaic, tile, plastic barrel, sandstone, on the grounds of Irrigation
Department of Punjab, 49x60 feet

Co-commissioned by Service Shoes
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Barbara Walker

In Transcended the British artist Barbara Walker addresses issues of race
and segregation in the military. This new series of site-specific, large-scale
wall drawings depict soldiers from the Commonwealth in World War .
Acknowledging the contribution of Black servicemen and women to British
war efforts is a key concern in Walker's recent work; she attends to a prevailing
absence of representation in our museums and archives, and a missing
opportunity to celebrate, respect and remember. The use of erasure and
the void within her images signifies what she sees as a gap in the collective
consciousness of a nation.

History is central to Walker's practice. In common with her wider body of
work, Transcended looks to redress the story with a broader perspective,
giving voice where before there was none. Walker references the role of
Black soldiers in the First World War, and the thousands of West Indians
who volunteered to fight with the British army. Fearing the consequences of
empowering Black servicemen to engage and kill a white enemy, the British
Government in 1914 initially kept Black soldiers off the frontline and deployed
them instead for menial tasks such as digging trenches and moving artillery
shells. Once the staggering losses became apparent, the policy changed and
Black soldiers were swiftly deployed to fight in combat from 1915.

Made in charcoal and ephemeral in nature, Walker’s drawings are striking and
bold. They portray soldiers from the British West Indian Regiment who died
and were buried in graves in Taranto, ltaly, following a mutiny that lasted four
days in December 1918. Poignant and affecting, they reference current and
recent British conflict alongside historical events of warfare involving Britain
and the colonised nations of the British Empire.
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Basir Mahmood

Under the high arches of Lahore's railway station, trudge about its Kullis. The
Kullis were luggage-carriers and porters in England, and came to Lahore when
the British brought railways to the Indian subcontinent in the 1800s. Here, the
porters shed their skin, became Indian, put on red shirts which sew numbers
into their bodies, and became Coolies. In the far old age of 1947's summer,
the British stopped flagging their own trains, and left the subcontinent. The
Coolies, now, became Kullis. Soon, the trains stopped breathing smoke,
electric wires webbed over the Kullis and their skins oranged.

The artist worked with the Kullis of Lahore’s railway station, whom he saw and
observed while growing up in the same city. He saw the Kullis as persons who
move but do not go. To make the work, artist only sent the instructions. The
work was made in the absence of the artist, who was away waiting for the
work to be made and delivered.
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Monument of arrival and return (still)
2016

Single Channel Video Projection

9 minutes 36 seconds

Co-produced by Contour Biennale 8
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Basma Al Sharif

The work began as hours of unrelated footage and a frustration with history,
facts and the impossibility to reconcile tragedy with my own experience of a
lifetime of witnessing tragedy from a physical distance to Palestine.

The video consists of long still frames, text, language, and sound woven
together to unfold the narrative of an anonymous group who fill their time by
measuring distance.

The measurements begin innocently as physical measurements (inches,
shapes, degrees, etc) and then transition into political ones (between cities,
iconic dates, and upheavals).

The video explores the different ways images and sounds communicate a
narrative, a history, an event, or simply: a feeling. We Began By Measuring
Distance reveals an ultimate disenchantment with facts when the visual fails
to communicate the tragic.
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We Began By Measuring Distance

2009

Single-channel video

Credit Commissioned by Sharjah Art Foundation;
Co-produced by Sharjah Art Foundation and
Ramattan News Agency & Media Services

Image courtesy of the Artist & Galerie Imane Farés.

Sharjah Art Foundation Collection
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Bernie Searle

Seeking Refuge is premised on the idea that “humanity ceaselessly seeks sites
of refuge and reference points for values in territories offering possibilities
for identifications and putting down roots” (Bamako Encounters African
Photography Biennial 2009). Rather than dealing with the migration of people
from neighbouring African countries, which is often accompanied by traumatic
experiences and drastic consequences. In this work, | chose to focus on the
tenacity of people to survive in places which are often threatening and harsh,
highlighting the instinct for survival and the will or desire to make these new
places of encounters 'home’, guided by the wind, the sun, the stars and the
moon. The landscape is explored as a place in which one can ambiguously
find a place of rest within the seemingly inhospitable landscape, between day
and night, light and dark and one in which there is a potential to be engulfed,
succumbing to the extremities that the landscape presents.
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Seeking Refuge
2008

Single-channel video projection, SD
Duration 5 mins 56 secs,

Colour, sound, format 16:9

Edition of 5 + 2AP

Commissioned by Centro Atlantico de Arte Moderno (CAAM),
Las Palmas, Canary Islands
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Bouchra Khalili

Produced in Algiers in 2015, Foreign Office combines a digital film similarly
entitled, a series of 15 photographs and a silkscreen print entitled 'The
Archipelago'.

The mixed media installation focuses on the period (1962-1972) during which
Algiers hosted headquarters of many liberation movements from Africa, Asia
and the Americas, such as the International Section of the Black Panther
Party and Nelson Mandela’s ANC. Investigating that forgotten past of the
post-independence movement and internationalism, Foreign Office invites
to reflect on history and its transmission. The film shows two young Algerians
developing an alternative historiography defined by “cinematic montage” as
an examination on history and its echoes.

The series of photographs documents the ghostlike places, which formerly
housed liberation movements, revealing the hollow dissipation of utopia still
haunting the present period.

The Archipelago operates as a montage articulation between the film and
the photographs, offering an “archipelagic” map of Algiers drawn from
the geographical dissemination of liberation movement representations.
Translated into island-like formations whose forms scrupulously comply with
the architectural structure of each of these headquarters, the archipelago
transposes a “Whole-World”, as Edouard Glissant defined it. But it also shows
a lost “Atlantis”, where the acronyms of those liberation movements are the
last traces, now illegible.

Foreign Office

Courtesy of Mor Charpentier Gallery, Paris



g;lﬁi;@:wu&%igglL;C,I,mwl%t;,::awgi,ssljﬁw;lﬁlwgzms
lmu_\,‘wﬁ'j'fr_” bj:uﬂad 1962 1972).«%.90;;),4 bejw&d b-)v..a-bjl’ba
|JJ:JEJJJL},MJJL;U~|)}|C)L\b)&ﬁi:ﬁdmcj@jgw|jﬁﬂw—\)}|&ou
;,Aﬁz-.aguubﬂ ij,debe@_ﬁjfuﬁ_\j’fM |‘3;>‘5;;:u\.arv.b 4@3;{5&:&;
i 85 e 8 FOU Pl SOl a3 S slal s sems Sl ) S Sl Sl
-LL\_‘;d_;Lé

‘L{,"@jéj'?“jfKuﬁﬁf&;,)Tﬁjf/%ﬁjé%%&OwL{,"‘uﬁf}‘m“
J}'Jufé,yd D“L@Jb'oJJJCuC»Jlaaﬂlﬁj@bgt&uﬂ'cd‘;b&uﬂ!‘cjbw!
-mjlgﬁ%‘w:wliébg;&b

@Lﬁli’”‘g rbefdlel‘&) gu”r-*'fu}ﬁf‘-‘ﬂlwbgf'ﬁlf”
uji‘f”fl'“-‘ lg;dbb ‘4wu°“"*“ Lgoﬁ);-"lff|fd|a:;) :;)L@J
JLméflfdlfuboﬁﬁgdbw%uﬁcgwudlﬁuvf)jﬂf £
AMJJ_JWUJJia b|)z;d:l.q lf“l.q d.s.ie‘, e Lr_rcw,.lfa_;},\_ﬂ

Wﬁwux.w“ﬂm&ﬂ“=




58

b ) /
A, Jorsr/

Christodoulos Panayiotou

Encompassing sculpture, painting, video, photography, architectural
interventions and performance, Christodoulos Panayiotou’s wide-ranging
research focuses on the identification and uncovering of hidden narratives
in the visual records of history and time. Often using the ancient and
modern cultural histories of Cyprus and Greece as backdrop and starting
point, Panayiotou choreographs and constantly reinvents versions of history,
exploring the way in which simple gestures can act as subversive counterpoints
to homogeneous, nationalist narratives.

Text courtesy of Kamel Mennour



055 oo oab 03l R0 (S ppenad 5 (S el csuduy (S (A3 S
WJEJ&U LSrmgu»ngJ' C‘JL}L}JW Sl Lf&br.‘:’d)?d.duf}?y&.hmf
.ug\;j(ﬂ.uufubyul ol 4 UY el by sl o) u;wu;uﬁud}
S A S A S Sy S5 Jlemial b’ Sels Slaml ol e ey 51 55l
)LY“J;L)CQIJJ“WMJKfcbﬁyﬂ)‘;ubbwgc)Jbled;wqb-d‘)
Pl S sl cmnrsd Semd (LSS CLJLJL”I“LMWydWWC}GfJ

LS STl s SN a5 s

QN8 B s o5 Soule

59



60

44163

Diana Al-Hadid

On my research trip to Lahore, | learned about the story of Anarkali. According
to legend, Anarkali had an affair with the crown prince against the wishes
of Mughal Emperor Akbar, who ordered her be buried alive between walls.
Today the Tomb of Anarkali, which was built over the site of her immurement
by the prince turned emperor in her honor, is used as the Punjab Archives. An
empty sarcophagus sits there today, and while her body is not present, her
story in effect guards the country’s historic records. Some speculate that this
possibly fictitious story was told by colonialists to demonstrate that they were
significantly less ruthless than their Mughal predecessors.

| am interested in stories about or by women. Particularly when those stories
reveal so much about the usually male - or in this case possibly colonialist-
authors and the surrounding cultural context. Curiously, | have been making
work for several years about “Gradiva”— another ficitional female character
that is partially buried in a wall in thhe form of a relief sculpture, but in her case
she is born from the wall, unlike Anarkali who dies within one. | am deeply
interested in sites that draw forward the legends or memories of a long dead
person whose remains are not present, such that the building or tomb itself
becomes a stand-in for a body. This merging of figure and architecture has
been a foundational premise for many of my works, such that sometimes a
building displaced reads a figure displaced.
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The Escape of Anarkali
2019
Working Drawing

Co-commissioned by FAST Cables and Ndure SSC Brand
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Eyob Kitaba

In some African countries, in particular, in the city of the Addis Ababa, a
random traveler whether on foot or from above may observe corrugated
sheets roof top covers and fences that seems to be the essential part of the
city’s dynamics. They serve as portals of the time dimension with essence of
language connecting the past with the future, the old with the new.

The relics left by these corrugated sheets, some of them more than eighty
years of age, have demonstrated the test of time and a certain era. The scars
and scratches and coercion that became part of their material existence
voices sounds that are truly distinct. They are embodiment of memories in
material form.

My work of art deals with capturing memories of the common voices, the
concerns and thoughts of the city’s residents. By means of incorporating the
corrugated sheets with colors and altering their shapes, | attempt to capture
their narratives of the changes and challenges. In addition to that, | try to go
beyond the dimension of time and space to illustrate the fate of the city in
contrast with other cities, using similar or different material.
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Between Bodies

2019/20

Dimensions variable

Acrylic painted and mounted pictures over a found corrugated iron sheet
Image courtesy of the artist
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Farah Al Qasimi

In her debut short film, Um Al Naar, Farah continues her exploration of the
body in new and provocative ways. The film is a mock documentary on a
fictional reality television channel called “Future TV” in which producers
interview a mythical Jinn character named Um Al Naar about her experiences
in Ras Al-Khaimah. The Jinn is covered in layers of floral cloth and no part of
her body is visible. Only a rudimentary face is sewn on the front and she holds
a glass of tea as she chats casually to the audience. In this comic combination
of “Sesame Street” meets “state sponsored documentary,” we come to hear
Um Al-Naar's rendition of the transnational history of Ras Al-Khaimah and her
complex sense of belonging to it.

Excerpt from May Al Dabbagh’s essay Farah Al Qasimi, Moving Bodies/Theorizing up

U 5SS S5 e usi b 2N gbedl sl 8 2 e oWl el el e A
wrb SOl s sl dum oo S HD BSLS B oy Jey g5 sl
o U é;yjjglKwsjsulai@u)uléljﬂyévWdﬂ,ddﬂrﬂb
u)-ﬁgru};)l")}@-’u’ -d&bwé)bgubdmdllewbjulr‘
5y S 2 61 15 om0’ S S8 e
@lwcuw@ugwl s S SGS Js Sy o Jiy Jis o om0l
02005 (S el 7 ey e gl el ) S e 2 e = Gl ks 8
o a3l o 32055 e (S oy U5 (SLWUT ] ST s 5 sls
o B B U Sl S pleal Come 5 Sly S ol @l S el



- How did you know it was a jinn?

Um Al Naar (Mother of Fire)

2019

HD video, color, sound

40 min

Video stills courtesy of the Artist & The Third Line, Dubai.
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Farideh Lashai (Late)

Lashai's work often referenced iconic works of art, literature and film while
engaging with the political and social conditions in Iran. The influence of her
hometown of Lasha ran through many years of her work, as did the exposure,
from an early age, to a profound sense of injustice, most concretely explored
through democratically elected Prime Minister Mohammed Mosaddegh
figuring in both her artwork and writing.
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El Amal

2011-12,

Projected animation with sound, oil and graphite on canvas
188 x 189.2 cm

Sharjah Art Foundation Collection
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Farkhanda Ashraf Khilji

My work questions very basic ideas and actions from one’s daily routine that
we give no importance to but which play a vital role in our daily life. We cant
survive without performing these tasks so | link them to faith, political ideals
and cultural values.

S5t e 20k Soselepin 558508 SIS el SLsl ol p5T
J.::LJC\/JM.4bﬁ)|.\;m||ywjx)gdwqj%wu‘;e::wwj|
&Sl g,l,\;l gélz;’g,l b e lsliel <l c’%' Wlwé.lwléiwajqﬂ;a,u;
h o B o B e S ol okl Ll g olel dal Sl v 05y (S0
Sor iy - K S O Jlemied SO St i S Slio o e (S5 (T e
o SRS S S un b Sl 5 Gl Sk (S adds sl e



Video Still

2018

Dimensions Variable

Image Credits: Ali Kashif Khilji
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Gary Simmons

Over the past 25 years artist Gary Simmons has been exploring the boundaries
of race, racial identity and art and culture. For the 2020 Lahore Biennale Gary
a Simmons will recreate his Across The Chalk Line, an hybrid of site specific
art installation and a public space for the local community. Raised in a West
Indian family Simmons draw a biographical connection to the the colonial
game of Cricket by creating a space for kids to gather and play
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Across the Chalk Line
First presented at the Sharjah Biennial 2015
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Hajra Waheed

Designed to be experienced while moving between the columns of Diwaan-
i-Aam in Lahore Fort, Hum, is a large scale multichannel musical composition
and installation that employs humming as a means to explore collective
experience. Built by Shah Jahan in 1628 and styled after Chehel Sotoun
(Isfahan, Iran), a forty-pillar public audience hall, the Diwaan-i-Aam was initially
conceived as a space to receive members of the general public to hear their
grievances.

Hum features eight songs of resistance from South, Central, West Asia and
Africa. Shared across each of these hummed verses, are histories of struggle
against state oppression, the rise of authoritarianism and the attestation to
the plight and hope of working people, the marginalized and dispossessed.
All of these songs are being resurrected in social movements today.

Underscoring our rights to freedom of expression, Hum simultaneously cuts
across a crisis of hardened differences by challenging border constructions and
for a moment, transforming divisions around ethnic, religious, linguistic and
national affiliations into a larger call for solidarity. In doing so, the composition
forges an imagining of a future shared in spirit and collective agency.

Hum
2020
Multi-channel sound installation with custom speakers, curtains

Atrtistic Director: Hajra Waheed

Technical Director of Music: Pietro Amato

Musical Arrangement: Sam Shalabi & Laurel Sprengelmeyer
Sound Engineer: Micheal Feuerstack

Mixing Engineers: Pietro Amato & Micheal Feuerstack

Original Recordings by:

Habib Jalib, Faiz Ahmed Faiz (as sung by Igbal Bano)

Ahmed Fouad Negm (as sung by Sheikh Imam Eissa)
Muhammad al-Makki Ibraheem (as sung by Mohammed Wardi)
Nudem Durak, Dr. Bashir Ahmad (as sung by Hamid Hussain)
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Untitled, 2019, Etching, Edition 1/6. Image courtesy of the artist
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Halil Altindere

Halil Altindere collaborated with Syrian rapper and activist Abu Hajar for
his Berlin Biennale (2016) video titled Homeland. The video work is closely
linked to the wave of pro-democratic uprisings that erupted across Middle
East in the wake of the Arab Spring, and the violent response of the regimes
that forced millions of civilians to flee their country. The world has witnessed
the biggest refugee crisis since World War II. The video tracks the perilous
journey of refugees to neighboring countries and to Europe in search of a new
life through the song of Abu Hajar, a Syrian rapper and refugee himself, who
is now based in Berlin. It explores the consequences of the migrant crisis by
presenting images from both Turkey and Germany.

Blending realism and humor, Homeland incorporates scenes based on real-
life footage. It opens with images of refugees crossing a border through an
area peppered with landmines — and performing unusual feats to overcome
fences. It is almost impossible to tell what is news footage and what is
staged. The video includes scenes from a luxury yoga retreat, highlights
the journey through Aegean Sea to Balkans, and gives references to the
mythological stories such as Troy and Medusa.
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Homeland

2016

HD video, color, sound, 10'6"

Vocals and lyrics Mohammad Abu Hajar, Music Nguzunguzu

Courtesy of Halil Altindere and Pilot Gallery, Istanbul

Commissioned and co-produced by Berlin Biennale for Contemporary Art, Produced
with the support of SAHA, Istanbul

Courtesy of Sharjah Art Foundation
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Haris Epaminonda

Most of Epaminonda’s video works are based on re-shot excerpts of film and
television footage — principally the Greek soap operas and kitsch romantic
films from the 1960s that used to fill up Sunday afternoons in the artist’s
Cypriot childhood — which she then subtly reworks.

The scenes that she chooses to work with are not instantly recognizable from
the original narrative, so the culled images are effectively stripped of their
initial meaning and context. These out-takes are then edited and adapted
in a variety of ways: the film’s speed and direction are changed, sections are
distorted, its colour is intensified, or a poignant soundtrack, such as a piano
composition by Alexander Scriabin, is added.

Most significantly, she also superimposes footage to make surreal composites:
an indoor scene, say, might also have traces of fireworks glimmering through
it. While these are all common manipulation techniques of digital video,
Epaminonda uses them with captivating sensibility.

Text by Dominic Eichler, excerpt from ‘Lyrical apparitions that commune with the
past’, pg. 150-151, Frieze magazine, November - December 2007
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Zebra

2006

02'29"min, color, sound

Courtesy: the artist & Rodeo Gallery, London/Piraeus; Casey Kaplan, New York;
Galleria Massimo Minini, Brescia
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Haroon Mirza

Haroon Mirza’s installations test the interplay and friction between sound and
light waves and electric currents. An advocate of interference (in the sense of
electro-acoustic or radio disruption), he creates situations that purposefully
cross wires. He describes his role as a composer, manipulating electricity- a
live, invisible and volatile phenomenon, to make it dance to a different tune.
Mirza asks us to reconsider the perceptual distinctions between noise, sound
and music, and draws into question the categorisation of cultural forms.
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Courtesy hrm199 and Australian Centre for Contemporary Art, Melbourne.

Installation view at the Australian Centre for Contemporary Art, Melbourne (2019)
Photograph: Andrew Curtis.
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Hassan Hajjaj

A child of the Pop Art generation, the concepts Hassan Hajjaj employs
are seductively witty and playful while having a serious edge. His working
methods encompass so many techniques, fields and body of works, one of
them is Le Salon, an immersive site specific installation

Inspired by traditional front-room living spaces in Morocco where visitors are
welcome in Moroccan homes, are offered tea, food and also to stay for the
night, Le Salon invites the visitors in a domestic familiar background, offering
a social experience where people can interact with each others and with their
environment. Turning the unprecious into a work of Art and the work of Art
into a democratic experience, it is a vibrant and playful space with recycled
brands and signage items turned into furniture and props that the visitor can
relate to.

Hassanenablesthevisitorstohave asharedapproach oftheirenvironmentdrawn
into a surprising décor blending the artist’s cultural inspirations; they actually
find familiar marks. Le Salon has become an emblematic experience in Hajjaj's
work, engaging the public to use the artwork and blurring the cultural frontiers.
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La Caravane (detail)
2017
Photographed by Chloe Ballu
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Henok Melkamzer

Talisman is one of the ancient Ethiopian and African forms of art and
knowledge. To craft the art work identifying and calculating days, months and
years using the indigenous calendar is necessary.

While the rest of the world counts a week having 7 days, a month having 4
weeks, and a year divided in to 12 months, the Ethiopian astronomical time
counts a year by 13 months. Accordingly for each day of the week there are
5 stars that are constantly in motion. This is to say that there are 5 distinct
starts accompanying each days of the week, characterized by its own unique
intricate lines, color, star and its designated image of human beings and
animals.

This has not only the purpose of demonstrating the similarity and significance
of the image of human beings with starts and other living things, but also
creating a magnificent bridge for man to relate with the ancient knowledge
and spiritual existence.
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Melke-ken

(Face of days)
2019/20

Acrylic on canvas
1.87m x 3.50m
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Hera BlyUlktasciyan and Hajra Haider Karrar

Infinite Nectar

Daal dus khaan shehar lahore e ander

(Tell me, in the city of Lahore)

Bai kinnein boohey tay kinnian barian nein

(How many doors and windows are there?)

Naley das khaan aothon dian ittaan

(Tell me also about its bricks)

Kinnian tuttian tay kinnian saaran nein

(How many are still firm, and how many lie broken?)
Daal dus khaan shehr Lahore e andar

(Tell me, inside the city of Lahore)

Khooian kinnian mithian tey kinnian khaarian nein
(How many wells have fresh water and how many are ruined with salt?)

Infinite Nectar derives from poetics of space focusing on Sikh heritage that
carries traces of the 1947 Partition. These spaces have been resilient in the face
of adversity, power shifts and urban transformations throughout history. The
project invokes the cyclical movement of time, memory and human presence
in these spatial palimpsests. It refers to the representation of memory by
creating a series of mirrorings through the lost and found elements of spaces
that have become the embodiment of the invisible. By attempting to trace
the invisible, the work reflects upon the notion of recording time through
layers of history and a reading of topographic memory.

Detail from “Infinite Nectar”
Hera Blytktasciyan
Lahore 2019

In curatorial collaboration with Haajra Haider Karrar
Image Courtesy: The artist and Green Art Gallery Dubai

Production for this project was supported by SAHA www.saha.org.tr
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Hoda Afshar

Remain was made in collaboration with several of the men who still remain on
Manus Island, PNG, six or more years after they left their homelands to seek
asylum in Australia, but instead were sent to languish in the remote offshore
detention centre. Comprising still and moving images, voice recordings and
text, the work involves these men retelling their individual and shared stories
through staged images, words, and poetry, and bearing witness to life in
the Manus camps: from the death of friends and dreams of freedom, to the
strange air of beauty, boredom, and violence that surrounds them on the
island.
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Remain (still)
2018. 2-channel digital video
24 minutes, colour, sound

Image courtesy and © the artist and Milani Gallery
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Hrair Sarkissian

In Final Flight (2018-2019), the artist explores the story of the endangered
Northern Bald Ibis, the living descendants of birds depicted in the oldest
Egyptian hieroglyphs. Although these birds were declared extinct in 1989,
a surviving colony of seven was discovered in 2002 in the Syrian Desert
near Palmyra. The 2011 onset of the war in Syria severely constrained the
conservation programme, and the birds disappeared again around the time
Palmyra was destroyed in 2014. Sarkissian employed new technologies and
age-old techniques to create sculptures of the birds’ skulls. These works were
produced through high-resolution photogrammetry 3D technology.
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Final Flight

Hand painted resin/bone casts of 3D-model skull
2018

26 x 6 x 5 cm (each)

Sharjah Art Foundation Collection
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Imran Ahmad Khan

Upon my travels to different parts of our continent, | was fascinated by how
the idea of bread evolves throughout Asia. Hence, the work embodies a
documentation of bread from Central-Asian to South-Asian region.

It follows a narrative of food culture through the representation of fermented
and non-fermented bread, and helps draw parallels between the duality of the
nature of the bread and the culture inhabiting it. The work is a comment on
the culture of the local region through the circulation of bread across various
cultures and how the form and function of it changes in terms of size, taste
and even the meaning of bread itself.
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Hypothalamus
2019

365x120 cm
Bread and Rice
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Jeanno Gaussi

Peraan-e-Tombaan (Pant and Shirt) is a performance-based video installation
where a group of dancers appear to be dressed in traditional Afghan men'’s
clothing, a combination of loose pants and a wide, knee-length shirt with an
embroidered yoke. The costumes are in fact stitched from fabric used for
military and police uniforms, and the embroidered pattern is made up of a
combination of military insignias.

Confronting past (represented by the folk dance attan, now considered
Afghanistan’s national dance) and present (symbolized by the fabric and
insignias, which reflect the massive change in Kabul's urban landscape and
social behavior, militarized by security rules and the scars of war), Gaussi again
faces her own blurred understanding of a reality that escapes her, but with
which she nevertheless attempts to connect.

(Excerpt from: Andrea Viliani, documental3: The Guidebook, 2012)
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Peraan-e-Tombaan (Pant and Shirt)
2012
video 8: 34 min
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Performance-based video installation; traditional Afghan men'’s clothing with military

insignias pattern. 7 costumes

Courtesy the artist
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John Akomfrah

Produced while the Black Audio Film Collective were undergraduates, this
work is a two-part 35mm slide-tape text entitled Expeditions; part one is
titled Signs of Empire and part two is titled Images of Nationality. The work
toured England from November 1984 to March 1985, using a Kodak dissolve
unit to sequence images into narrative. The soundtrack to the works, which
consists of tape loops of musique concrete and political speeches, was
amplified to create a powerful environment of dread.
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Black Audio Film Collective

Handsworth Songs

1986

Single channel 16mm colour film transferred to video, sound
58 minutes 33 seconds

© Smoking Dogs Films; Courtesy Smoking Dogs Films and Lisson Gallery
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Kader Attia

For many years | have been interested on the particularity of non-western
queer. It started 20 years ago, with Algerian transgenders. Then one day a
transgender friend of mine told me about the existence of hijras in India,
Pakistan, Bangladesh and other countries of the Subcontinent. During a first
trip to India in 2009, | was lucky enough to be introduced to a group of them
and their guru.

What is the most intriguing to me, is the fact that they see themselves neither
as men nor women, even if they look like transgenders, but as women living
in a man’s body. The space in-between, the fold they embody is an endless
possibility of genders. This leads me to another notion | have been exploring
in my work (with the photographic series Rochers Carrés, among others),
which is exile. Can someone be exiled in his/her own body? Can a woman be
exiled in a man’s body?

This idea of exile leads me to tackle the question of the body as an unknown
territory, with undefined borders. Through the area’s history (Pakistan, India,
Bangladesh, etc...) and more particularly it's colonial history, | would like to
understand this body through a pre-colonial culture, that hijras still embody,
and a post-colonial one, through the place they have today in society.
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2009

Research material
© Kader Attia
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Kamala lbrahim Ishaq

Kamala lbrahim Ishag’s early interest in the work of the English painter and
writer William Blake, in particular his exploration of spirituality and incarnation
through the sublime power of poetry, resonated with her own contemplation
of spirit possession practices by Sudanese women known as Zar. This unlikely
convergence lead to the development of central themes and styles that
run through her oeuvre. Such influences can be seen in the distorted faces
and figures of women in her paintings that are mostly rendered in dark
monochromic tones of brown. She has since moved on to explore other
themes—the plant world that has become a rich source for new forms and
compositions witnessed in her most recent paintings. The work Bait Al Mal
(Treasury House) refers to the neighborhood in Omdurman where she grew
up, located in the old part of Omdurman that used to be the capital of the
Mahdist state in the 19th century.

Salah Hasan
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Bait Al-Mal
2019

Oil on canvas
200 x 300 cm
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Khadim Ali

As a child, home was the place where | was born: Quetta, Pakistan. | remember,
the sky was clear and blue for days. The nights full of stars. A city with four
seasons. Snow and cold and rain and the smell of soil. This home — my house -
became more meaningful to me every day, as | grew older. Early one morning
my mother put on my best clothes. She kissed my eyes and sent me to school.
In class | came across different faces and colours: different sounds, languages,
and dialects were ringing in my ears. Everything was new, unfamiliar and
strange. But not so unfamiliar that my classmates and | did not understand
one another. Over time, we all became very close friends. Our childish dreams
bound us together — we wanted to be mathematicians, artists, scientists and
teachers. Everything was normal.

One day | suddenly encountered some people in the streets of my city, who
| knew had come from elsewhere. Across the borders. Their skin colour and
face were similar to mine. They spoke in the same language that | spoke - in
my parents’ distinguished accent. | knew these refugees had come from the
land in which my grandfather’s beloved was captured and sold as a slave.
Seeing these faded and dusty but familiar faces changed my world - it was
then | knew that my existence was forever linked to pain and suffering. They
were mirrors showing my face. As | stood before them, | saw myself standing
in an unknown house — not the one where | was born, but the one where
fate would lead me. Suddenly, home also had another meaning: home meant
escape.

Of course, it was not just these refugees who had come from across the border.
The enemies who had lurked behind them in the mountains had pursued them
to destroy their last attempt at refuge. From that day on, the house in which |
was born was devastated. My classmates from different languages, who had
been my friends at school, detached themselves. Our shared dreams, lost.
The distance between us grew so great that | knew | was no longer from this
house. | became the 'other'. | became one of the wearied, dusty faces from
across the border. And although there was no boundary between us, and we
were all citizens of one country, suddenly an invisible border of horror was
drawn around me that made it impossible to get out.
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Khalil Rabah

In Palestine, embroidery is a pre-eminent symbol of the nation, a marker
of history. Ubiquitous in the contemporary landscape, it is shorthand for a
heritage threatened by occupation, and for resistance against erasure.
Indelibly associated with the bodies and labour of women, embroidery
feels domestic and intimate, while simultaneously standing for Palestinian
endurance. Embroidery is evocative, yet unprovocative; it feels both personal
and universal.

Khalil Rabah addresses the ambivalent tension in which embroidery exists,
through his sprawling mosaics of patchworked, embroidered maps. While
some feel familiar in outline—the Gaza Strip, the West Bank—others are less
recognisable. Several feel like strange conglomerations of half-familiar spaces:
imagined landscapes that reconcile isolated parts of the country, or restore
the historic dominion of ancient cities. Introducing fiction into a practice
obsessed with precision, Rabah’s embroidered cartography addresses the
contested nature of territory in Palestine, while fantasising about more fluid
futures.

Rachel Dedman
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Common Geographies
2020
Embroidery, fabric, metal
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Lida Abdul

The video, filmed by a lake near Kabul, shows a man progressively slipping
underwater whilst holding a flag. In an alternation of close-up and distant
views, we follow the actions of the man to whom the subtitles give a voice,
until he finally vanishes under the surface.

In the video, Lida Abdul examines the relationship between individual and
nation, represented by the flag, its abstract symbol (it holds you without
holding you). The almost dialectical relationship created between a man
and his country — which not only over-determines his presence but can
even demand the sacrifice of his life — finally leads the artist to make clear
the dramatically high price the nationalist feeling is prepared to pay: the
annulment of the individual.
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What We Have Overlooked

2011

2-channel video installation

16 mm film transferred to Blu-ray 3'44"
5ex.
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Madiha Aijaz (Late)

Veer Ras is a century old tradition of singing, which has almost disappeared
from the public sphere. No one completely understands Veer Ras in Partapur
and barely anyone knows how to sing it, except Hengji Patidar and Velji
Mali. My interest is in remembering the orality of songs, when they become

obsolete and the futility of singing a song spanning over hours.
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Veer Ras

2016

Two channel Video projection in
colour with sound.

Full HD, 11 min 14 sec

Commissioned by Sandarbh
International Artist Residency
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Mariam Ghani

What We Left Unfinished tells the incredible and mostly true story of five
unfinished feature films from the Communist era in Afghanistan (1978-1991)
- when films were weapons, filmmakers became targets, and the dreams of
constantly shifting political regimes merged with the stories told onscreen.
It is also a story about a tight-knit group of Afghan filmmakers who loved
cinema enough to risk their lives for art.
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What We Left Unfinished
2019
71 min
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Mark Salvatus

In 1975, Italian-Hollywood super actress and starting to be a professional
photographer- Gina Lollobrigada was commissioned by the first lady Imelda
Marcos to make coffee table books - The Philippines (1976) and Manila (1976).
During that time, the country was under martial law, which was declared in
1972. Financed by the Philippine National Bank, Gina Lollobrigada’s trip and
book project was a book promoting tourism but obscuring what was really
happening in the country under the Marcos’ New Society project.

Published in Liechtenstein, the limited edition book was filled with cliché
touristy-scripted subjects- beaches, farms, cheerful people and a diversity
of ethnic groups. It fabricated an image of the Philippines for the foreign
eye detached from the reality of martial law. The book was intended for the
European market.

The work collages the original pages of the book side by side by Gina
Lollobrigada’s film stills and photographs that were found in the artist’s father’s
collection. Complicating the idea of fiction, storytelling, image-making, and
fantasies, the work invites the viewer’s own interpretation of the past through
perplex layers of images. This is the second iteration of the project with a
totally different set from the first one presented in 2014.
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New Society

2014 / 2019-2020

Found photographs, Torn pages (Gina Lollobrigida: The Philippines, 1976,
Sarima, Liechtenstein), vitrine, books, objects

Dimensions Variable
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Marwa Arsanios

Who is afraid of ideology? Part Il, places the action in the village of Jinwar
in northern Syria. Marwa Arsanios’ film looks at different ecofeminist groups
including the Autonomous Women’s Movement in Rojava and the way they
attempt to take care of the land and themselves. Taking this as an example
of an alliance between a community of women, nature and animals, Arsanios
focuses on different aspects that such alternative economy and world re-
building proposes. The film problematizes the role “naturally” assigned to
women, potentially falling back into care work.
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Who is afraid of Ideology?
Part Il, 2019

Film still

38 min

Video, Color and sound
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Michael Rakowitz

The Ballad of Special Ops Cody (2017) takes as its starting point a 2005
incident in which an Iragi insurgent group posted a photograph online of a
captured US soldier named John Adam. The group threatened to kill him if
US-held prisoners in Irag were not set free. The US military took the ultimatum
seriously but were unable to identify John Adam within their ranks. As it turns
out, this soldier was actually Special Ops Cody, a US infantry action figure
made to exacting detail. These toys were sold exclusively on US military bases
in Kuwait and Iraq and were often sent home to the children of active soldiers,
functioning as a surrogate for their fathers deployed abroad.

Rakowitz plays off this story and gives life to the figurine through the production
of a stop motion animation filmed at the University of Chicago’s Oriental
Institute, which has had a relationship with the National Museum of Iraq since
the 1930s. In the animation, Special Ops Cody enters the Institute’s vitrines,
which hold Mesopotamian votive statues taken during Western colonial
exploits. Left behind by worshippers, these votive statues, with their hands
clasped in prayer, served as surrogates for those who visited the temples of
their deities. Although Cody offers the statues liberation, urging them to leave
their open vitrines and return to their homes, the statues remain, petrified and
afraid, unable to return in the current context.




o B LSS adly G 572005 o ST S (2017) 5555 el o] ST Sl 55
2 e des S as Sapl oUek) ol S S glkin o L0 S e
Sl S used e 5 (Sl gl S1S6 (Ko Jos S o 05 by
o S o S e S (e ol g S 2@’;&-’;@9@;»“;wa
@ﬁ“‘fﬁbuwm-@)ﬁbgg;%u@ﬁg@ﬁ o5k Sl ol oy S
u)%@%lf@wﬂ&:;&w‘mfﬁ&|Lrgsrm|kfi>ﬂlw>)a
SR 00) 28 (Senl e dle sl ek b SdeS e e S Ll
Sosm S s ol S g 5T sl ol o8 S

- SS T E Bl Sob S ol JdeS @ - Ul bet

el Sl 55K O sl g Blas o o b ok 55 US55
&lds’@ugw dujdmfﬁfww@ygulf:wsowywy
U"“J‘d""““"“lww‘“"‘g{“"dubg;“bjﬁ'rf“z”d‘)ﬁg(’bw&d g o
(F159) ot U 02 g By S5 (o sfodie S 200 juw Sl 5355
& gtS &) LTS B g2 Uy 2smse g okl 285 S e S
@.:L.,gu; Maujmuayy£|:u})|;ual.& é;cfcfd.‘ou ’)jég
&S Ll S5y "uwgréﬁ@dbgd;wﬁ&‘wd&fu-‘u
b;w&m;ggs:bljfuwd;)fu;‘ é_s:bgﬁfalaﬁu;)mghb.d >
G5l Sle &g 55 00,685 Shsan S ok S Aut Soy Ja5 2l il 4
St at KB S Sl mls o S se 052 s 0n Uy oo 3555 e B 4

The Ballad of Special Ops Cody
2017
Video, 14 minutes 42 seconds

Installation view: Sharjah Biennial 14: ‘Leaving the Echo Chamber’
Commissioned by the Museum of Contemporary Art Chicago

Collection of Al Ma’mal Foundation for Contemporary Art / Contemporary Art
Museum Palestine

Courtesy of Jack Persekian

Sharjah Art Foundation Collection
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Moza Al Matrooshi

The influence heralded by historic trade with South Asian countries, as well as
reliance on foreign labour during the modernisation of the Persian Gulf until
the present day, has bred physical, economic, and social hybrids that have
shaped cultural outcomes. My practice has been utilising fiction, food, and
magical realism as tools through which alternative truths can be excavated.
One strand extending from this method of research has coiled around visual
investigations of socio-spatial politics inside Arabic bakeries.

Glaze, 2020
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Mudasar Rashdi

My work is concerned with the power of the image. Generally, the pictures
of bomb blasts, war and destruction we see on social media, newspapers
and television create an unknown fear in our minds, which accompanies us to
public places. Whenever security checks and searches are conducted on us,
we are reminded of that fear. Wherever we visit a railway station, shopping
centre or any educational institution, our bodies and luggage are searched.
Even upon entering mosques we are searched. Such occurrences create more
fear in our hearts.

My painting study these haunting spaces. The places we fear, which were
meant to be our own places, but no more. The painting has rendered the
space inhuman. This presents the question—where have all the people gone?
And emphasises the fact that fear is a thing which cannot be overlooked.
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Ferozpur Road
2020

Qil on Canves
30x42 cm
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Muhammad Ali Talpur

Language is one of the biggest inventions of humanity. Writing has been a
method of documenting human ideas, information, creative expressions and
secrets from private to public usage.

In many civilisations,” calligraphy” (text) as a tool to preserve knowledge is
perceived as being the most important and reliable practice. In fact, the style,
scale, and colour also contribute towards expanding and in some instances
altering the intended meaning. Thus the medium is not separate from the
message. Evidence of this has been observed, the way different techniques,
surfaces, tools and formats have been used from the Palaeolithic period,
Vedic age, Egyptian and Indus Valley Civilzations, and Chinese, Arabic, Latin
scripts to our own times, when written words are viewed and used on paper,
and on the screen of an electronic gadget.

In my work, | have tried to translate text, and convert sounds (attached to
it) into pictorial form, and make it free from its purpose of readability and
communication. | have tried to capture the basic structure and geometry of
calligraphy, like visual poetry inscribed in ink on paper. So if someone does
not understand the historical, cultural and religious context, the formation of
lines, contours of shapes and movement of marks still provide a different level
of recognition, comprehension and pleasure.
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Munem Wasif

A room full of machines breathes in disquieted silence. These objects are
nothing more than decrepit metal scraps except to those who smell their
memories, and remain conscious of their histories. All is still inside the
abandoned jute factories. The soft breeze, dripping water, flying feathers,
and the rays of sunlight are the only active elements that fragment this stasis.
Wasif's camera moves subtly, often intruding upon the objects in the space,
transforming their bodies into sculptural figures. The continuous shifting of
frames that occurs in this process, connects man and machine. The resulting
forms submerge and become a single entity. A concerted dilapidation, slow
and firm. The echo of chirping birds along with the rattle of engines in the
outdoors create an illusory sense of life in the space.

Known as the ‘golden fiber’, jute reflects the potency and the struggle of
a modern nation state - Bangladesh. Jute connected Bengal’s peasant
smallholders to global circuits of capital, where it rapidly became the premier
packaging material of mid-nineteenth century world trade. Before the advent
of artificial fibers or shipping containers, it was jute sacks that were used to
package the world’s cotton, grains, coffee, sugar, cements, etc.

These struggles prevailed, and following the shift in power from East Bengal to
Pakistan, jute became a major source of income for the state, whilst bringing
no benefits to the Bengali population. The present-day closing of many jute
factories, and exploitation of labor rights continues to mirror the past, and
slowly blurs our temporal references.

Machine Matter (Film still)
2017

Single channel, 14m05s, BW, Stereo, Loop,

Courtesy Project 88 and Munem Wasif
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Muzzumil Ruheel

Son of Punjab

Rai Abdullah Bhatti known as Dullah, was a revolutionary from the region of
Punjab in the Indian Sub-continent. His revolts were aimed at the Mughal
empire during Akbar’s rule.

As the courts recorded everything then; Dullah has been omitted from our
history, only to be remembered as a bandit. However, he lives in our local
folklores as a freedom fighter who stood against the rich for the oppressed.

Akbar's paranoia to eradicate him resulted in shifting the capital to Lahore
and the ensuing development of the city stand testament to the threat Dullah
posed. Lahore owes a great debt to this man and so does our history which is
the reason to create this monument.

This is a proposal fora memorial, designed to be built in the future. A symbol to
commemorate Dullah and to immortalise his defiance of cruelty and injustice.
The monument reads as ‘DULLAH’ from the top. The structure’s different sides
will have all the contradictory accounts that can be found about Dullah so that
the man may be remembered in whatever shade one believes to be true. The
installation includes all architectural drawings so that in the future these could
be used for the monument’s construction.
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Son of Punjab

2019

Installation size variable

Architectural Proposal Drawings and monument model
Courtesy Muzzumil Ruheel Studio
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Naiza Khan

Manora Field Notes is an iteration of the artist’s long-standing engagement
with Manora Island, a peninsula off the coast of Karachi.

Khan's sustained response to the island’s landscape has produced a complex
alternative geography, in which the technology of optics — tunnel, aerial view
or telescopic — becomes an important part of the multi-sensory mapping of
land. She has witnessed the slow erasure of the island’s architectural history
and natural ecology. The field notes re-imagine the relationship of craft and
technology; of lived histories and ritual to unmask the processes of the global
south supply chain.

Khan's visual practice is built on a process of critical research, documentation
and mapping-based exploration; focusing on urban public space and its
entanglement with colonial history and the excesses of capital. Her muilti-
disciplinary work draws on an extensive archive of photographs, drawings,
recorded observations and video work. She engages with multiple bodies
of knowledge - historic myths, urban theory and local communities, to
foreground the dimensions of embodiment, ecology and habitation.

Like the island that stands as a sentry-post, Manora Field Notes is an
observation point to see the effects of the uneven geography in the global
south, through technologies of vision.
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Sticky Rice and Other Stories, Part Il

(video stills)

2019

Four-channel video installation

13.10 min

Image courtesy the Artist and Rossi & Rossi

Manora Field Notes was first shown at the inaugural Pavilion of Pakistan at the
58th Venice Biennale 2019. Curated by Zahra Khan and commissioned by Foundation
Art Divvy and the PNCA, Pakistan.
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Nalini Malini

In Search of Vanished Blood (2012) is inspired by a text from Christa Wolf's
1983 novel Cassandra. In the single channel video play the story concerns a
declining world in which Cassandra offers a way out if only we would listen
and learn from the cruelties that have taken place in the past and create a
more humane situation. The video play revolves around complex themes such
as the curse of prophecy, the lethal position of women, and the failure of
human communication.

The title and the main text in this work come from Agha Shahid Ali’s translation
of the Urdu poem Lahu Ka Suragh by the Pakistani left-wing intellectual and
revolutionary poet Faiz Ahmed Faiz. The soundtrack is inspired by a selection
of texts from Heiner Miiller's Hamletmachine, Samuel Beckett's Krapp’s Last
Tape, and the short story Draupadi by the Indian social activist and writer
Mahasweta Devi, translated by Gayatri Spivak.
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In Search of Vanished Blood,
2012

Single channel video play
Image courtesy Nalini Malani
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Nasrin Tabatabai and Babak Afrassiabi

Babak Afrassiabi and Nasrin Tabatabai's work Plate It with Silver (2015) is a
video set along the northern and southern shores of the Strait of Hormuz
referencing peripheral relations to the waters from minor economic ventures
like smuggling to possession-cult practices throughout the region. In the
latter, individuals are believed to become possessed by ‘winds’, another
name for imperceptible spirits, which circulate between different parts of the
region and across the seas from India and East Africa along historic trade
routes. Central to the work is the rattan stick used in possession rituals. The
stick functions as a device for negotiating between the worlds of humans and
spirits, the body and the wind, material and immaterial exchange. Plate It with
Silver includes the process of plating a rattan stick at a silversmith workshop
in Sharjah.
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Plate it with Silver

2015

Video 33 minutes

Co-commissioned by Sharjah Art Foundation

This project was made possible with financial support from Mondriaan Fund.

Sharjah Art Foundation Collection
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Nedko Solakov

From the instructions for performing A Life (Black & White):

“...Before the exhibition opens it is necessary to prepare the space, the
supplies and tools and to organize the shifts of painters. The space must be
half black half white when the exhibition opens. The pre-primed exhibition
walls should be painted with one layer of black paint and over this layer a
white layer should be painted that covers half of the total length of the walls.
Then the space (half black half white) is ready for work. At the opening hour
of the exhibition, the two painters should start to work (it doesn’t matter if
visitors are present yet or not). In general, the direction of painting should
be clockwise but it is possible to be performed counter-clockwise. Once a
direction is established, it must be followed for the entire duration of the
action. The painters should not rush but should cover the walls in the best
possible way. They can speak with the visitors while working. All the time,
they must keep in mind that half of the space must be white and half must be
black - that is a basic condition...”

£ el S el 5 Sy bl Sy S5

prjfuwéujfwulb;)bjfuululu‘iw) &%:ﬁfguﬁdlﬂ---
b d}qaLm@Jl)JlM@bl&vB):L@yu«dl&-5L§yd)}ﬂbjw‘hﬁw
g.i»l).sualjjlc.; &r%gﬁlgwguﬁu)ﬂybfwbawwck
@M')&Mﬁuy-y@ R S S IS (Sl 00 S sy el 48 (S by ke
tjﬂb;rlfjg&))é W&;@féé@j&b-djbcjngbe‘le L...u
b sk ple L85 s 85 S5 o S S b Sar s n ol S 5B 0 S

-dt&wL%L:’.’(‘W'ﬂﬁ)‘)d}@fé”-”clN@%&ﬁ)bd}@fwgdjg
g S0 ey éubijlc’géibﬁajygw P sy e S
grb/a} :Bb;rLfL@.ﬂ&bwﬁﬁuwém;ujﬂyajﬂgﬁww
MJ&”MJ";UL’M Wa‘))béjygrg WCK‘N;ULJ&”U}”}C‘ |)J>
---d.bﬂgsah,.:u yanu.a_:)ﬂcd'&ym&a



A Life (Black & White)

1998-present

Black and white paint; two workers/painters constantly repainting the walls of the
exhibition space in black and white for the entire duration of the exhibition, day after
day (following each other); dimensions variable.

Edition of 5 and 1 AP.

Collections of Peter Kogler, Vienna; Museum of Contemporary Art Chicago (a gift
of Susan and Lewis Manilow, Chicago); Hauser and Wirth Collection, St. Gallen;
Museum fir Moderne Kunst, Frankfurt am Main; Tate Modern, London.

Courtesy of the artist.

Installation view: Plateau of Humankind, 49th Biennale de Venezia, Venice, 2001
Photo: Giorgio Colombo
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The Otolith Group

Women on Aeroplanes comprises of new work by artists Lungiswa Gqunta,
Pamela Phatsimo Sunstrum and Emma Wolukau-Wanambwa, observing
the largely unrecognised role of women in struggles for liberation, their
participation in transatlantic networks, and their key voices in revolutionary
socio-political movements that helped to achieve post- colonial nation-states
in Africa.

What makes it possible for certain individuals’ stories to prevail, while others
remain invisible, or disappear into oblivion? What are the intricacies of
institutional or structural erasure? And how does the unveiling of such silenced
narratives contribute to collective thinking?

These questions were raised in a curatorial format in the London iteration of
Women on Aeroplanes — an international multi-part research and exhibition
project, which loosely borrows its title from the novel by Ghanaian writer Kojo
Laing, and its ethos from his implosive deconstructed syntax.
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Pak Khawateen Painting Club

A group of women artists called the ‘Pak Khawateen Painting Club’ (Pure/
Pakistani Women's Painting Club) venture to the frontier of the Indus river for
‘plein-air’ painting of nationalistic projects: the mega hydropower dams in the
north. Female painters stereotyped as a benign, bourgeoisie group, but in
uniform (inspired by Peirre Cardin’s design for Pakistan International airlines in
the 60s) subvert roles and enter sensitive sites built and imagined by powerful
men to generate power and energy for the nation.

Drawing from the book, ‘River of Fire’ by Qurratalain Haider, complex narratives
weave a temporal history of people who are united around water bodies.
The Indus waters host strata of history. Its deities, rituals, supernatural powers
and folklore transcend religion and time, who protect subaltern cultures.
In an attempt to tame its waters with modern engineering for agricultural
output maximization, the fragmentation of the river, resulted in displacement
of indigenous populations, unequal division of resources and inundation of
histories.

The multi-layered project will create links between femininity, masculine
power, water structures, folklore, magic, colonial and neo-liberal designs.
As provocateurs, we will question and aim to open the conversation about
who's right is to be considered of greater importance - the urban centres, the
subaltern indigenous, or the earth itself.

The project was conceived by Saba Khan.
List of Artists:

Amna Hashmi, Malika Abbas, Natasha Malik, Emaan Shaikh, Saba Khan &
Saulat Ajmal
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Rabbya Naseer & Hurmat ul Ain

Distance between you and | is a work that changes its form with every iteration,
in response to the site. It aims to address notions of identities and boundaries,
in an attempt to complicate the relationship between you/other and I/self.
These identities are both personal and collective and the boundaries are both
permeable and impermeable.

The recentiteration of the work divides time and space into opposing positions
of history and place. The presence of veil in the space hints at questions
around acts of imposition, freedom to make choices, the possibilities and
limitations of self-expression in public spaces, and the poetics of intimacy and
vulnerability for affect. The work speaks about self-censorship; overt/covert
expression and the continuous dialogue between reality and representation
in our attempts to give form to ideas that exist outside the realm of form.
It aims to speak about a multitude of everyday actions that are forced into
shades of legality, propriety and acceptance.
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Distance between you and | (scenario B)

2019

36 yards fabric structure 18 feet x 10 feet x 16 feet
Dyed silk curtain and crate wood structure
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Rachid Koraichi

The silk tapestries represents the primary element for me. The atmosphere
created by this forest of banners shows the presence of all the invisible
ancestors as in the prehistoric circle. The abundance of signs, symbols,
inscriptions create an air filled with prophylactic talisman, magical and eternal
like a type of blessing and protection for all those who would come to lose
themselves among these refined and significant fabrics.

Out of respect for the three revealed religions, | voluntarily selected three
different colours of silk for each flag, embroidered in three different colours
of silk thread.
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Translated from French to English and English to Urdu by Mehrun Nisa Gohar



The Ancestors Linked to the Stars

Damas 2005-2008

Silk tapestries made with three colours of silk and embroidered with three different
silk threads

300%x240 cm
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Rahat Ali

Just like poetry, a good work of visual art has multiple interpretations. | am very
interested to investigate this through my art practice. A viewer completes the
work with his or her attributed meaning, and my work is open and welcoming
towards such additions of various meanings.

As an artist | always have remained interested in collecting objects and
especially those which have some connection with past. My work is about
revisiting and preserving the old, and making the new.
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Untitled
2018
Stone carving
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Rasheed Araeen

Rasheed Araeen is widely considered to be an early pioneer and practitioner
of minimalism. With no formal training in the arts, it was his work as a civil
engineer and an early encounter with the sculptures of Anthony Caro that
influenced the formal language and use of simple or industrial materials
characteristic of the artist's best-known works.
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How Could One Paint
a Self-Portrait
(1978-79)

Sharjah Art Collection
Collection

HITW CORMLD) OWME PAINT A SELF-FORTAMIT |

—— j Courtesy the artist and

Grovenor Gallery
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Rayanne Tabet

Sharjah, U.A.E: On April 18, 1986 India and Pakistan faced off during the final
of the Austral Asia Cricket Cup held in the Sharjah Cricket Stadium. On the
last ball, with four runs needed to win the game, Javed Miandad scored a six
securing Pakistan’s victory and made cricket history.

New York City, U.S.A: On April 18, 1986 On Kawara executed one of his
Date Paintings in his studio in New York. In this series spanning nearly 5
decades, the artist would paint the date on which the painting was made on
monochromatic canvases of red, blue or gray.

In 2011, Rayyane Tabet presented Home on Neutral Ground at Sharjah
Biennale 10. The work looked at the complex history of the Sharjah Cricket
Stadium. One of the main events in that history was the India v/s Pakistan
match on April 18, 1986 where Sharjah operated as a “neutral ground” to
host a game between political rivals.

For the Lahore Biennale, Tabet transposes that moment from the past into the
present and from Sharjah back to Lahore by way of interventions that reclaim
and adapt existing material from that day: Kawara’s painting and a recording
from the game dispersed around the city.

APRIL 18,1986
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April 18, 1986
Adaptation of the Date Painting by On Kawara

145



146

Jb‘ﬁ/ﬁ/

Reem Falaknaz

Reem Falaknaz is a photographer and filmmaker. In the past her work has
explored the UAE's cultural make-up and the transient nature of its residents.
For work developed especially for LB02, the artist has conducted extensive
research into pigeon racing, a traditional sport and leisure activity that gives
rise to little known links between Pakistan and the UAE. Initially inspired by
publications focusing on pigeon keeping and pigeon racing in both countries
found in Sharjah’s vibrant bird market, Falaknaz's project, which draws upon
visually arresting profiles of racers, competitions, and celebratory photos
of winners with their trophies, resonates with the Biennale’s larger thematic
concern with organic regional ties.
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Kabootar Aaway Jaaway
2019/2020
Site specific installation and printed matter

Image research material courtesy of the artist
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Roman Zakharov

The artist tends to use traditional illustrative methods — graphic sheets of
narrative character. Despite this, Roman is constantly looking for new media
and semantic ways of self-expression and makes projects - objects, installations
and video art. Thematically, the artist explores issues of identification, cultural
and historical heritage.
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Saule Suleimanova

Inthe Residual Memory project, | investigate certain periods of history recorded
in rare, residual photos and video documents of historical traumas. While |
am depicting these scenes in a collage of residual materials (plastic bags), a
cathartic exercise of contemplation, purification and acceptance takes place.
For a long time, information about these periods of history of Kazakhstan was
hidden at not only the official level, but also people themselves preferred not
to remember the trauma of the past. My work tries to remember and reflect
on these times to help understand ourselves better.
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KarLag. Everyone Feels Well
2018

Plastic bags, plastic film
130x149 cm
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Shezad Dawood

The narrative behind Encroachmentsis a meditation on the idea of sovereignty,
private property and the politics of space between Pakistan and the US since
partition in 1947.

The derogatory term ‘Encroachment’ is used to designate illegal structures
built onto the fabric of existing private and state infrastructure in Pakistan.
These ad-hoc encampments become social and commercial apparatuses for
the lower classes, and reflect a grass-roots entrepreneurialism and reclamation
of space. The artist expands on this idea of encroachment to reflect on other
parallel readings of space and architecture, as contested sites of memory and
history, through a virtual reality environment and a set of new paintings, that
explore visceral tropes such as Pakistani beat bands in the late 60s and the
terrazzo flooring that became ubiquitous in Pakistan from the 1950s.

The central motif of the VR is Austrian-American Modernist architect Richard
Neutra’s 1959 US Embassy (later Consulate) in Karachi, which was part of the US
State Department’s post-war Embassy-Building Programme. On the journey
there and beyond, the user passes through various parallel environments:
from iconic colonial-era Urdu-language bookshop Ferozsons on Mall Road
in Lahore; through a secret passageway into a 1980s video game arcade that
makes reference to anti-Soviet propaganda that fuelled a large amount of
early game design evolving against the backdrop of the Soviet-Afghan war.

Encroachments

Production stills

2019

VR environment, duration variable

Co-commissioned by Sharjah Art Foundation - SB14, 2019 and New Art Exchange,
Nottingham. Generously supported by the Bagri Foundation. Courtesy of the artist,
Jhaveri Contemporary, Mumbai and Timothy Taylor, London

Courtesy Sharjah Art Foundation
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Simone Fattal

The Chariot

The road to the unknown
A chariot without a conductor takes to the road

Where is it going and how?

| want to show what it is to look at an enigma. | don't want to explain, | want
every viewer to think for himself, about what we know and what we don't
know.

| want to show with this composite image- the image of bewilderment. | want
to show something that will remain unexplained fully, something that it is
hinted to, but not fully identified.

In the world today, there are very few things we really know
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The Chariot
2020
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Slavs and Tatars

Beginning as an investigation into the apparently disparate events that
bookend the twentieth and twenty-first century - the collapse of Communism
and the Islamic Revolution in Iran - Friendship of Nations: Polish Shi'ite
Showbiz traces unlikely points of convergence in Iran and Poland’s economic,
social, political, religious and cultural stories.

A collective of polemics and intimacies devoted to Eurasia, Slavs and Tatars’
work spans several media, disciplines and a broad spectrum of (high and low)
cultural registers that focus on an oft-forgotten sphere of influence between
Slavs, Caucasians and Central Asians. Based between Moscow and Brussels,
the collective excavates stories and legacies, which are at risk of being
forgotten and trodden under the guise of progress-cum-westernisation.
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Friendship of Nations

2011

Installation, sculpture, objects, archival display
Produced by Sharjah Art Foundation

Sharjah Art Foundation Collection
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Syrlybek Bekbotayev

Syrlybek Bekbotayev's "Red Filter" series focuses on one of the most tragic
periods of history of Kazakhstan. The Stalinist Terror of 1930s claimed millions
of lives but most importantly set into motion the ideological machinery for
memory erasure. Hundreds of names of purged intellectuals were forgotten
for decades and historical narratives got ‘distorted.” This distortion and
numerous ruptures of memory and history become the core of the series
where Bekbotayev depicts many of the victims of the Great Terror — the
first generation of Kazakh political and cultural elites of Alash party. The
artist downloads portraits of these intellectuals, writers and politicians from
the Internet and then deconstructs each image along the horizontal and
vertical lines to demonstrate the continuous distortion. While these faces are
emblematic for contemporary Kazakhstan they also symbolize the seventy
years of generational and historical cultural amnesia. Little is known about the
fate of these intellectuals after 1937 and most of these biographies end with
the following: “perished,” “repressed,” and their burial sites remain unknown.
What is left of them are their works and their portraits.

Bekbotayev uses the pictorial distortion of the image as a critical reflection
of the cultural amnesia and totalitarianism. The ‘red’ filter symbolizes the
Communist filter of the twentieth century. Most of the portraits Bekbotayev
presents are recognizable by the Kazakhstani citizens who also immediately
see the ‘distortions.” These distortions also represent different ideas to
different audiences — both the Communist past but also the current political
and historical attitude towards history of Kazakhstan and its most tragic
periods.

Barbara Hyvert, Stimultania

Saken Seifullin

"Red Filter" series

2014-2018

131,15 x 100 cm

Photo collage, print on canvas
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Taus Makhacheva

| rescue myself from the city
and | go where the water goes.
With what weight of tears borne
in their chests

have how many women come
to refill your basin

sea of vanquished women?

Excerpt from "Tales from Severed Head", Rachida Madani

Severel niches cast in brass represent missing witnesses. Each of these will
act as revived archeology of the ancient world, with its parables, with its
stories, that were witnessed by these absent small figures not more than 5
cm tall. Each missing witness has its own story that passed through time and
culture. The text inspired by research material is installed as audio pieces in
the exhibition space. There is polyphony of voices, half-stores, half-myths,
the sound is reflected from the walls in which similar niches were emptied out
many times throughout history.
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Seismic Jitters
Mixed media installation, audio
2020

Production: Murtaza Ali, Kristina Cherniavskaia, Maria Moroz, Zarmina Rafi
Text: Elmira Kakabayeva

Translation: Benjamin Lee McGarr

Research: Irina Litvinova, Maria Moroz

Reference: Fraser Hamilton Jewellery

3D visualization: Shamil Ahmed

Special thanks to Ninotchka Jewels

Commissioned by Lahore Biennale Foundation
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Tentative Collective
Rasheed Khan, Mohammad Saddique Khan & Yaminay Nasir Chaudhri

Who owns a roundabout? Who belongs in public space?

The Tentative Collective’s choreography of Pakhtun music from the mountains,
re-enacted in Karachi, Pakistan's largest port city, attempted an answer via an
unexpected window into power.

For one hour, a Pakhtun band was paid to play folk tunes near Shirin Jinnah
Colony, between a migrant colony and a private hospital. On one side was a
semi-legal, mostly Pakhtun squatter settlement; on the other, a highly reputed
hospital embroiled in legal cases around land encroachment.

Pakhtun migrants have been pouring into settlements like these ever since
the violence in KPK, FATA and neighbouring Afghanistan began; from the
end of the cold war, through the Wars on Terror, to ongoing internal (clean-up)
operations. Over the decades, Pakhtun culture has been flattened into absurd
caricatures of violent masculinity.

For one hour, in a flat city, on an empty round about, we played music
reminiscent of harvests and weddings in precipitous Pakhtun villages.
Recalling rituals of dance, and an ephemeral sense of home—recognizable
to Pakhtuns anywhere.

The events that unfolded that day, revealed invisible edges of power
in mundane spaces; as well as the power of invisible ‘publics”: a complex
spectrum of differently belonging bodies negotiating access to the city.

A Pakhtun Memory

Tentative Collective, 2011

14mins 34 secs, colour, sound.
Single Channel video shot on HD,

SD video, and multiple resolution cell phones.
Documenting an hour-long urban intervention
outside Shirin Jinnah Colony,

on December 28, 2011.
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Vivan Sundaram

Re-take of Amrita, 2000-01

The circumstances of Vivan Sundaram'’s birth are fundamental to understanding
Re-take of Amrita, the digitally manipulated photographs presented here.
Born in Shimla in 1943, Sundaram is the son, nephew, grandson of the
individuals in the work. The original photographs of the gifted painter Amrita
Sher-Gil  (1913-1941) were taken by her father, Sundaram’s grandfather,
Umrao Singh Sher-Gil (1870-1954). Other images are of Amrita’s sister, Indira,
Sundaram’s mother; and of Marie Antoinette, Umrao’s Hungarian wife, the
artist’s grandfather. In Sundaram’s computer-assisted interventions, these
vivid personalities are transported backwards and forwards in time (as though
death were permeable), to places assembled from several places.

Sundaram is the artist whose manipulations are a kind of dreaming, and the
curator who stages the context of interpretation. He is the archivist who
assembles and organizes the past; the photo-grapher who understands that
the medium is a kind of writing; the author of fictions who arrives at truth
via contrivance; the director re-staging scenes; and the archeologist who
breathes meaning into relics.

Marian Pastor Roces
“Science Fictions ” from exhibition catalogue in the Asian Civilisations Museum,
Singapore, 2003

Remembering the Past, Looking to the Future
2001
38.1x53.3cm

In support with PHOTOINK
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Wael Shawky

Cabaret Crusades is an epic trilogy that tells the story of the medieval crusades
from the Arab perspective. Wael Shawky has created three animated videos,
the triptych formed by Cabaret Crusades: The Horror Show Files (2010),
Cabaret Crusades: The Path to Cairo (2012) and The Secrets of Karbala
(2014). Based on the book of essays The Crusades through Arab Eyes, written
in French in 1983 by the Lebanese historian Amin Maalouf, Shawky rewrites
the bellicose expeditions of the eleventh to thirteenth centuries, which the
Western papacy sent to the Middle East to re-conquer the Holy Land. Made
with puppets rather than actors, this trilogy has made Shawky one of the most
significant contemporary Egyptian artists.

Text courtesy of MACBA
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Cabaret Crusades: The Path to Cairo
2012

HD video, color, sound, 58 min., film still

Presented in collaboration with Sfeir-Semler Gallery, Germany
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Waseem Akram

| paint on newspaper surfaces. | erase original images from newspapers and
affix my own painted images there. The text is left in the original form that it
was published in the newspaper. When you see these doctored newspapers
the images or my paintings say one thing but upon reading the text, you may
realise they are unrelated. But often times we see something with our eyes
but the mind conjures up something else.
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Dollar rises against
yen in Asia
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Yaminay Chaudhri

That on which our houses stand, yours and mine

Houses are incomplete, aspiration a drive to reckon with— this semi fictional
narration, is the story of a young family moving into their first house in
Darakhshan Township, a modest but new housing society by the sea. It is
1985, a young mother personalizes her modernist cube, adding oddly shaped
slivers of sand to her property’s footprint. Beyond her cul-de-sac, a grid of
empty roads around sunken rectangles of dirt, stretch for eternity into the sea.

Entangled with another stretch of land; Important men and their entourage,
stand above the Pothohar Plateau. They draw lines in the sky, sweeping across
subtle geometries of farm and pasture. Ayub Khan and C.A. Doxiades imagine
a Capital; its plan capable of growing in any direction, unencumbered by the
baggage of a metropolis in crisis. A photograph captures this moment on the
twenty fourth day of May, 1960; found decades later, as a low-res image of
pioneering settlers. A transformed image; it is strange now; incomplete—and
a story with doors to other worlds, rests hidden in its seams.
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Yto Barrada

The artist works over a wide range of media including photography, sculpture,
installations, textile, and video. Her extensive series and project-based practice
is rooted in the culture, landscape, economy and politics of her hometown of
Tangiers, Morocco.
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A Modest Proposal (detail)
2010-13

Courtesy Sfeier-Semler Gallery
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Younus Nomani

Children of Kashmir playing cricket somewhere near Mantalai, located in
between journey to Srinagar from Jammu city. Surrounded by mountains and
cliffs that makes our eye moment dance and reach the valleys and skies of
Kashmir, were blessed by presence of nearby village children who found the
ground empty after a long time, and came to play cricket. The serenity of the
moment was too much to bear till the kids stopped playing abruptly after
spotting a camera in my hands. But as soon as they realized | was not a threat,
the beautiful picture resumed to play before my eyes. | sat there to enjoy it as
the fear of never witnessing it again began to rise in my gut, for | overheard a
kid's melancholic statement to continue playing because none of them knew
when will they get a chance to play on these open grounds that were confined
to Army Vehicles. Truth be told, on my way back when | wished to witness
the view again, | couldn't find it. The skittish feeling has finally taken its troll
right before my eyes, in person. | saw the land devastated with the energy
and human hatred bought upon it by the Army troops. The thing that was not
visible but existed when the kids were playing, has now taken a form and it is
growing stronger everyday. | moved away, with a heavy heart towards Delhi,
where it is somewhat safe.
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Yousuf Nomani

Aru Valley is located at a distance of about 12 kms from Pahalgam. | captured
one of the boys playing in the valley. Before | approached them, they were
taking bath in the chilling water that tumbled down the mountains. Muneeb
was a school going lad and studied in eighth standard. He lived in the nearby
village of middle class merchants and shopowners. He was a shy boy. We
told him he should play a role in a Bollywood film because of his handsome
looks but all his friends started joking about how he runs away from girls. They
teased him when we admired his aquiline nose and good looks. | was startled
by the sheer simplicity of the boys. They knew nothing of the malice that sits
surrounding their little haven.

The intended purpose of taking this picture was to project an innocence that
knows no guile, no subterfuge. The boys were lively and cheerful, far from
having the radical outlook Kashmiri boys are known to possess. The picture is
all about dismantling stereotypes. It is my attempt to plea for a re- examination
of our assumed ideas about Kashmir and its people.
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Muneeb, Aru Valley-Kashmir,
2018
Digital Print, 16x20 in
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Zarina Bhimiji

Taking as its starting point the history of trade and migration between India
and Africa, Yellow Patch is filmed in four main locations across the Indian
sub-continent: the old Victorian offices in the Port Trust of Bombay, the
desert landscape of the Rann of Kutch, the Indian Ocean near the port of
Mandvi and various houses and structures in the Western region of Gujarat.
The film is the result of extensive research, although Bhimji approaches her
various locations with a painterly approach that relinquishes information
and factual presentation in favour of highlighting the aesthetic qualities and
poetic potential of each image. As much as for the traces of history they
carry, each location was chosen for its distinct quality of light, the details of its
architecture and the particular character of the landscape. Sumptuous images
of sea, desert, domestic and administration buildings are accompanied
by a soundtrack of waves, birdsong, typewriters and voices that provoke
impressions of dread, loss, passion, love, tenderness and security.

First published by Ridinghouse, 2012. Zarina Bhimji, Whitechapel Gallery.
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Yellow Patch

2011
Single Screen Installation

35mm colour film,
HD transfer with Dolby 5.1 surround sound 29 minutes 43 seconds
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Zitta Sultanbayeva and Ablkim Akumullaev

It is a salient feature of human beings that they continue to find and lose their
‘face’ at various times, being reduced to zero after revolutionary or cataclysmic
events and then taking on the ideologies of the new era that follows. Certain
ideas have arisen in some civilisations, such as that of the ‘superman’ or of
humanity as viewed within a communist system, and these ideas have had the
effect of sweeping away the traditional societies in which the artist’s ancestors
lived in favour of bravely and decisively forging images of the human of the
future, on the conveyor belt of time... The main emphasis here is that this
process is unending, for the ideology of the consumer society in the epoch of
globalism goes on forging ever-new, depersonalised faces.
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PROPAGANDISTS

or Builders of Communism

from the series Eggheads (In value "Faceless")
on the Conveyor Belt of Time, 2008

Print on gabardine, 142x177

Collection of the artist
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Zulfigar Rind

My financial hardships and disability have been the focus of my recent work.
Through video and paintings | depicted dogs because once | was bitten by
dogs in my childhood and | could not walk for a month due to the injuries |
sustained. Therefore, | have represented this unforgettable incident of my
childhood in my art practice.
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